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This study of thirty representative short stories

from 1912-1941 demonstrates the stages of growth in Fitz-
gerald's writing which emerged from his own mental

development, focusing upon his changing attitudes toward

women as he reflects these attitudes in his depictions

of the dominant female figures in the stories. The above
chronology is then divided into four major blocks; in

each block the dominant female illustrates Fitzgerald's

concept of women at that particular stage of his life,
The stories prove to be integral to the whole of Fitz-
gerald's writing and deserve to be judged independently

of the novels. Furthermore, through an examination of
Fitzgerald's short stories, the growth periods and the
natural course of his changing attitudes become all the
more clear and incisive.
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CHAPTER I

THE FEMALE FIGURE AND HER DEVELOPMENT

The resurgence of interest in both F. Scott Fitz-

gerald's life and his writing has, to a large extent,

caused a re-examination of his fiction. Although

Fitzgerald has been recognized as an authentic symbol

of the Jazz Age, which he had helped to create, he did

not remain a figure identified with an era. With the

same naturalness with which he seemed to enter the friv-

olous age during his prep school days and the restless

years at Princeton, he later transcended that flamboyance

when he suddenly realized its emptiness. Because he was

a great worshipper of youth and the legend of love, it

was no easy matter for Fitzgerald to relinquish his ideal-

istic dream and acknowledge that the loss of innocence was

indeed inevitable. In one of his letters to his daughter

Scottie, he explained, "When I was young I lived with a

great dream. The dream grew and I learned how to speak of

it and make people listen." Yet this dream, carefully

cultivated and diligently nurtured, was too appealing, -for

his reverence for it changed into fear of it. As long as

he was young, the dream remained intact; but as he grew

older, he was compelled to realize that innocence was not
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permanent or eternal, that the glory of the past could not

obscure the reality of the present, Still, this awareness

did not take place over a brief span of time, nor did it

surface, expand, and culminate in one piece of fiction;

rather, it evolved over three decades and found itself

in various pieces in many different writings.

That Fitzgerald took it upon himself to be a scribe

of the times is evident throughout his writing. Although

the five novels are an overall reflection of the progres-

sion of changes that occurred in his own life as well as

those changes that took place around him, the short stories

are equally important. They not only serve as integral

parts to the whole of his work, but they also stand inde-

pendently of the novels. For the most part, however,

critics decline to assign much worth to Fitzgerald's short

stories, viewing these pieces primarily as carelessly

handled stepping stones to the novels. Fitzgerald himself

labeled many of the stories "trash"--pieces written quickly

to cover the ever-present cost of Zelda's sanitarium stays

and other accumulated expenses. In a letter to Maxwell

Perkins in 1920, he admitted, "I don't enjoy it [writing

short stories] and just do it for money."2  With such an

open and honest acknowledgement, it may perhaps be the case

that critics have taken Fitzgerald at his word and thus

learned to react negatively to the short stories,
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considering them "trash" as well. Lionel Trilling, in his

essay "F, Scott Fitzgerald," views the short stories as

essentially "commercial" pieces. 3 Robert Sklar comments

that "the stories he wrote while The Beautiful and Damned

was underway are of almost no value except as they reflect

his difficulties with the short form, "4 and that "one may

take this [Fitzgerald's dashing off of stories] simply

for ambitious day-dreaming that he was careless in commit-

ting to paper. " Moreover, Malcolm Cowley observes that

Fitzgerald considered himself a novelist foremost and thus

concentrated more upon the art of novel writing than that

of short story production;6 yet, Cowley concedes, "the

stories were written closer to the scene and retain the

emotion of the moment. "

A study of representative short stories shows clearly

and incisively Fitzgerald's ability to capture and "retain

the emotion of the moment." Moreover, such a study unfolds

the stages of growth in his writing which emerged from

awarenesses concerning himself and the world around him,

The patterns of change which Fitzgerald experienced as

well as witnessed over his three decades of production can

be observed in an examination of his changing attitudes

toward women, and these attitudes are best reflected in

his depictions of the dominant female figures within the

short stories. And because Fitzgerald felt it his duty to
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fill the role as scribe, he drew upon the changing condi-

tions within the socio-cultural environment and found both

himself and his writing deeply affected by the undercurrent

of events. Furthermore, as society itself underwent change

in its search for new forms, the patterns of Fitzgerald's

writing followed the direction of the progression, thus

accounting for the significance and impact of the emotion

in its association with the moment. Therefore, what Fitz-

gerald had regarded as an apt interpretation of the manners

recognizable during the first decade and a half of the

century, he later discovered was no longer applicable,

in view of the strangeness of the 1920's. Consequently,

his early fiction, encompassing both the time spent at the

Newman School and his years at Princeton, speaks appro-

priately and accurately of the societal structure at that

time. The girls were good girls, the boys were obedient

boys, and the times were recorded as such.

The emergence, however, of the Jazz Age, that era,

as Fitzgerald noted, when "America was going on the

greatest, the gaudiest spree in history," brought a com-

pletely different perspective of manners and morals with

it. His writing during this period mirrors the general

disillusionment with social causes which, in turn, prompted

the recklessness and the rhetorical query, "Aint we got

fun?" The quest for material success was high on the list
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of priorities then, and the energy, a vestige of unfulfilled

war lust, was searching for a new form of release, Just

as he skillfully took hold of the moment in his earlier

fiction, Fitzgerald was also successful in capturing the

various moments of the Twenties, portraying them in all of

their splendor. Still, nothing lasts forever, and the Jazz

Age was no exception. As Malcolm Cowley observes,

" It was an easy, quick, adventurous age, good to

be young in; and yet on coming out of it one felt a sense

of relief, as on coming out of a room too full of talk and

people into the sunlight of the winter streets."' And as

much as the age was glamorized, no one could deny the dark

shadow of violence that accompanied it: the rise and terror

of the gangsters and the tragic increase in the number of

suicides. Furthermore, Fitzgerald points out in "Echoes

of the Jazz Age" that "these things happened not during

the depression but during the boom."9 The extravagance

was beginning to .thin out, the once-bright smiles were be-

coming lackluster, and it finally occurred to some that

reality was shifting gears and that the joy ride was coming

to a halt. In his conclusion to "Echoes of the Jazz Age,"

Fitzgerald notes,

Now once more the belt is tight and we summon

the proper expression of horror as we look back at

our wasted youth. Sometimes, though, there is a

ghostly rumble among the drums , an asthmatic whisper

in the trombones that swings me back into the early

twenties when we drank wood alcohol and every day in
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every way grew better and better, and there was a

first abortive shortening of the skirts, and girls all

looked alike in sweater dresses, and people you didn't

know said, "Yes, we have no bananas," and it seemed

only a question of a few years before the older people
would step aside and let the world be run by those

who saw things as they were--and it all seems rosy
and romantic to us who were young then, because we

will never feel' quite so intensely about our sur-

roundings any more."

When the structure took its tumble downward, a height-

ened sense of responsibility came in to strengthen the

foundation and furnish a replacement. Temperance had

settled in, and the quest now was for a sensible transition,

one that would be as painless as possible. The Crash of

1929 had been a seal of fate for many, however, and for

that reason, prospects for the new decade did not appear

very hopeful, This next era brought about a need for

stability, coupled with a realistic attitude, and people

found themselves holding desperately onto dreams which,

once as vibrant as the age that had created them, had at

last become hollow. Fitzgerald himself felt the struggle

and watched as value systems balanced precariously while

making their adjustments. His characters began to drop

their frivolous masks and respond to the call of the age,

Once again, then, Fitzgerald had remained true to the

priorities of the present, and once again the new fictional

characters had become mirrored reflections of the changing

Fitzgerald.
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While many parallels have been and continue to be drawn

between Fitzgerald's biography and his fiction, this study

touches upon biographical materials only in the sense that

an examination of Fitzgerald's changing attitudes toward

women provides a clear insight into the developing patterns

of the dominant female figures; too, the influence is

undeniably present and must therefore be acknowledged.

Thus, the focus is upon these patterns of change which

the dominant female figures undergo rather than biographical

associations. Close examination of a chronology based upon

Fitzgerald's writing career of roughly thirty years, from

1912-1941, reveals a division of the evolving stages into

four distinct categories. In the first group, which focuses

upon Fitzgerald's prep school and Princeton fiction, the

dominant female figure wants to be in control of the situ-

ation and also requires that her suitor prove himself to

her. The second stage ushers in the flamboyant flapper

girl of the 1920's who has Zelda as her model. The dominant

female figure of the late 1920's fiction is the flapper

girl who has grown weary of that lifestyle and longs for

a sense of permanence and security in her unsettled envi-

ronment. Finally, the dominant female figure in his last

decade of writing is one who has either achieved a full

maturity or who has almost arrived at that point.
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Biographies reveal that the young Fitzgerald was often

irresponsible and was fascinated by the wild escapades and

notions of the flapper era. The older Fitzgerald was

one who came to appreciate the earnest, conscientious,

and intellectually ambitious woman. Through perusal of

his short stories, one can observe these growth periods

and follow the natural course of his changing ideas. More-

over, since the topic is essentially limited to a focus

upon the female protagonists in Fitzgerald's short stories,

this study understandably cannot include those stories

in which women do not prominently figure. Therefore, such

major selections as "The Diamond As Big As the Ritz" and

"Absolution" are not found in this analysis as they do not

accommodate the scheme. After an examination of approx-

imately 120 of the estimated 160 stories that Fitzgerald

wrote, thirty have been selected, as they are representa-

tive of the four stages exhibited in this study. Due to

the relative inaccessibility and small number of the early

stories, the examples are not as many as might be desired;

yet the substantiation should prove to be more than ade-

quate, Since the possibilities for the category focusing

upon the early 1920's fiction are voluminous as well as

appropriate for application, a process of elimination,

based upon redundancy found both in theme and character

type, has been used. Therefore, only those stories found
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to be the best in the survey have been included, By ap-

proaching each of the four divisions separately, devoting

an analysis to each story being considered, and demon-

strating its individual qualities as well as its function

to the whole, the periods of development should become all

the more apparent and comprehensible.
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CHAPTER II

THE EARLY YEARS: 1912-1919

No doubt due to the narrow confines of the very young

Fitzgerald's experience, the female figures of his early

fiction are characterized as possessing an amazing sense

of power over the men in their lives. And even though the

female figures are still virtually adolescents, Fitzgerald

apparently viewed them as beings to be revered, for his

male protagonists are provided with a sort of blinding

trust in these young women and appear not to doubt or

question the logic contained in some of the ideas that

meet their feminine fancy. It is interesting to note,

however, that while these early female protagonists possess

and utilize this power, they are significantly lacking

in depth at this stage; for this reason, the reader does

not find himself compelled to understand them, but merely

to accept them, more or less at face value. Moreover, vital

to the analysis of these early Fitzgerald heroines is the

discernment of an apparent typification in their charac-

terization. This quality, while particularly applicable

to Fitzgerald's prep school writing, continues to prevail

strongly in his college fiction. The young Fitzgerald must

have looked upon women as one basic type, for the heroines

11
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of his early fiction fuse into one primary personality and

remain as such. Neither distinguishing physical charac,

teristics nor distinguishing psychological characteristics

are present in his delineations of these female figures;

it is not really possible, therefore, to treat these

characters separately. Furthermore, it is doubtful that

Fitzgerald intended for this stereotyped nature to be

deliberate. Most likely, it is the product of his limited

awareness, his conjectures, and his need for a definite

model, Such limitations, then, are responsible for the

female protagonists assuming their essentially non-varying

role of exercising authority over the male figures. In

considering the following examples, it is necessary to keep

this uniformity in mind for a clear understanding of the

heroines' function in the early writing. With the recog-

nition that it is this general representation that proves

significant in analyzing the early figures, it is not sur-

prising that extensive individual description is lacking

at this stage.

Not only is a pattern of generalization found in Fitz-

gerald's characterization, but it is also present in the

thematic development of the stories. In each situation,

although to varying degrees, the male protagonist finds

himself yielding to the heroine's capricious notions in

an effort to prove his worth. In the prep school stories,
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the heroine's testing of the hero's obeisance has virtually

harmless consequences; the male protagonist's pride suffers

a bit, but that is all. The Princeton fiction reveals a

hero who, in submitting to the heroine, suffers the pangs

of a moral conscience, or who unconsciously submits and

realizes only too late that he has done so. The role, then,

of the dominant female figure in Fitzgerald's prep school

and college fiction is one in which the heroine strives

to be in control of the situation presented in the story.

Dorothy Harmon, the early Fitzgerald heroine of "A Luckless

Santa Claus" (1912), is one such character. Chiding her

fiance Harry Talbot for not realizing the true value of

money, she makes a request of him that is more appropriately

a demand. Because it is Christmas Eve, he is to take

twenty-five dollars of his own money and give away no more

than two dollars of it to a single individual, not returning

to her until his pocket is empty. Furthermore, he is to

accomplish this deed in an hour and a half. It is Dorothy's

hope that such a mission will teach her affluent and idle

fiance a lesson in life, and she no doubt feels that she

is the one to help him. While Harry does hesitate after

leaving her house, it is not in question of her motive or

intent; rather, he is merely undecided as to where he should

begin. After more unsuccessful attempts than successful,

Harry manages to rid himself of the twenty-five dollars,
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In return, however, he has had to suffer physical blows from

an encounter with two men and, more importantly, learn that

while it is better to give than to receive, it is not

necessarily easier. Still, he profits from the experience

in two ways: he performs and successfully accomplishes

the task according to Dorothy's specific instructions,

thus remaining in good graces with her; and he has emerged

from the episode a bit more compassionate, for he takes

the two gentlemen who attacked him home for Christmas.

Mirabel Walmsley of the "Trail of a Duke" (1913)

similarly makes a fool of her fiance Dodson Garland in

her request of him. Rather than having to suffer the

freezing temperatures of Manhattan as Harry Talbot does,

Dodson has to endure its sultry July heat. In this story,

Dodson, who is another product of a carefree and wealthy

environment, wearily pulls himself from a setting of mint

juleps and barking at the butler to pay a call on Mirabel.

He is no sooner in her house than she desperately begs

him to go back out and locate the Duke, who has somehow

slipped out and might very well be lost and confused.

Dodson logically assumes that "the Duke" is the French

Duke of Matterlane who has been expected at the Walmsley

household. Unfortunately, however, this assumption is

the false start, for in not verifying it with Mirabel, he

takes himself on a frustrating and futile chase. "The Duke"
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is actually not the French Duke at all, but rather "Dukey,"

a white poodle. As a result, he spends the afternoon

sweating profusely but determined not to return without

the Duke by his side. In the course of the search, he

becomes inebriated from too many ginger ales and even

mistakes an ex-con for the Duke. because of a strong

resemblance. Finally, he has no other choice than to

admit that his search has been fruitless and return to

Mirabel with this explanation and an apology. Not only

does Mirabel greet him at the door looking cool and un-

rumpled--a striking contrast to Dodson's state of sweating

disarray--but she is also holding "Dukey" in her arms,

happily rattling on about his return soon after Dodson's

departure from her house.

In "Babes in the Woods" (1917), the heroine still

possesses a dominant personality, but Fitzgerald has added

to the depth of her character. Isabel, at age sixteen,

is still an adolescent, but her sophistication and a

desire to escape the limitations of her adolescence create

an image of a girl who is unusually adept at love games.

Unlike her predecessors Dorothy and Mirabel, she prefers

adroitness and subtlety in exercising control. She, too,

takes advantage of a vulnerability in the men who sweep

through her arms and her life; yet because it is not a

fiance, just one individual that she takes advantage of,
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but numerous infatuated college men who stand helpless

before her, she presents a more shrewd and cunning appear-

ance, Kenneth Powers is the victim of her effort to further

her reputation as a "speed." Always conscious that she has

almost every man's eyes upon her at the dinner dance, Isabel

makes doubly certain that she has all of Kenneth's atten-

tion. And when he announces to her on the way to the dining

room that she is his dinner partner, she is somewhat peeved,

and feels as though "a good line had been taken from the

star and given to a minor character." Moreover, she is

determined not to "lose the leadership a bit."' Although

it is an adolescent game that they are playing, it is,

nevertheless, a serious venture for them both, for each

one has an eye on the role of aggressor. Just as Isabel

contents herself that she has played the game before and has

been successful, so does Kenneth reach a similar aware-

ness, in which he realizes that "he stood for merely the

best thing in sight, and that he would have to improve

his opportunity before he lost his advantage" (p. 137).

As Isabel continues to exude her charm until she is con-

fident that Kenneth has become sufficiently infatuated

with her, and Kenneth decides that the stage is set and

the time is just right for the kiss, they are suddenly

interrupted by a group of friends. Although she quickly

regains her composure, Isabel is left feeling "as if she
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had been deprived" (p, 140), She has not, therefore,

provided the victory; thus, she is unable to glorify in

a triumph, Yet in a desire to appear undefeated in her

control of the situation, she answers her friend Elaine's

query of "Did you two have a 'time' in the den?" with

"No! I don't do that sort of thing anymore--he asked

me to, but I said 'No"' (p. 140).

Although Isabel demonstrates a recklessness in her

actions, she is still naive and still fairly entrenched

in the moral atmosphere of her time. In Isabel's case,

being sixteen and having been kissed present a touch of

intrigue to her character. In "Sentiment--and the Use of

Rouge" (1917), however, Fitzgerald treats a moral issue

more seriously and with a greater significance. The

spokesperson for the "grey creed of a new materialistic

world" 2 emerges in the form of Eleanor Marbroke. With

the setting in England at the close of the First World War,

Eleanor and Clay Harrington Syneforth set out to play an

adult version of the game played in "Babe.s in the Woods."

And, in a fashion similar to the other dominant female

figures, Eleanor maneuvers the situation so that it falls

into her control. While Clay has been in the army for two

years, the moral framework has been undergoing change,

Thus, when he comes home on a two-day leave, he discovers

that a revolution has taken place during his absence,
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Painted faces have become quite the fashion, and the new

sexual values are unrecognizable to him. When he attends

a dance and sees Eleanor, who had been engaged to his

brother before his death in the war, he receives the

greatest shock of all. Although not as heavily painted

as the others girls in her midst, she nonetheless subtly

represents even more incomprehensible signs of change, A

self-proclaimed sentimentalist, Clay cannot conceive of

the new morality as outlined by Eleanor. With her an-

nouncement of the changing moral codes, he finds his com-

fortable, traditional structure being painfully uprooted,

and in its stead, a romantic notion which struggles against

stagnating values. Nevertheless, Clay finds his traditional

grounds for belief slipping away from him as Eleanor's

hold over him becomes more intense. She persuades him

to take her to his old bachelor rooms and there discovers

that he even shocks himself.

He put his arms around her, never once taking
his eyes from her face, and suddenly the whole
strength of her appeal burst upon him. Clay was
no saint, but he had always been rather decent about
women. Perhaps that's why he felt so helpless now.
His emotions were not complex. He knew what was
wrong, but he also knew that he wanted this woman,
this warm creature of silk and life who crept so
close to him. There were reasons why he oughtn't
to have her, but he had suddenly seen how love was
a big word like Life and Death, and she knew that
he realized and was glad. Still they sat without
moving for a long while and watched the fire (p. 151).
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Yet even with his attempt to push his sentimental values

aside, he is not a convert. He cannot deny that Eleanor

had had him where she wanted him, but he is also aware of

still another power: a moral conscience that prohibits a

total rejection of deep, personal convictions. Therefore,

the next day when she bids him farewell from the train

platform, Clay hears her last explanation of the changing

values and shudders all the more from his inability to

accept them: "It is this--self--sacrifice with a capital

S. Young men going to get killed for us. --We would have

been their wives--we can't be--therefore we'll be as much

as we can, And that's the story." Furthermore, "To Clay

the whole compartment had suddenly become smothering.

Bubbles of conventional ethics seemed to have burst and

the long stagnant gas was reaching him. He was forced to

seize his mind and make it cling to whatever shreds of

the old still floated on the moral air. Eleanor's voice

came to him like the grey creed of a new materialistic

world, the contrast was the more vivid because of the

remains of erotic honor and sentimental religiosity that

she flung out with the rest" (p. 154).

Thus, even though Eleanor is powerful enough to up-

set the secure pattern of existence in Clay's life, she

does not destroy it. This element does not appear before

this point in Fitzgerald's short stories. A complete lack
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of blinding trust on the part of Clay Harrington Syneforth

prevents him from totally yielding to Eleanor Marbroke;

he may want to prove himself to her, but his sense of char-

acter, his sense of pride will not allow total submission.

In contrast with this hero who manages to maintain a grasp

on that which is religious to him is the hero who is not

aware that he has, for all practical purposes, yielded

completely to the woman in his life, George Rombert of

"The Pierian Springs and the Last Straw" (1917) is an ac-

complished writer who is certain that .he has left the past

in its proper place, even though he confides to his nephew,

my life stopped at twenty-one one night in October

at sixteen minutes after ten." 3 In his recounting of the

details of this tragic love affair of ten years earlier,

George emphasizes that "we were equals, neither was the

leader. She was as interested in me as I was fascinated

by her" (p. 169). And yet, after a final argument during

that rather tempestuous time, try as he did to prove that

she could not manipulate him, such attempts were futile,

for he walked away from her "a beaten man" (p. 170). In

the ten years that follow, the object of George's love,

Myra Fulham, has married and become widowed; although

they are seeing one another again, their relationship is

one of constant badgering. George wants to believe that

the beautiful Myra Fulham has not meant anything to him
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since that October evening at "sixteen minutes after ten,"

but she knows better. It is with disdain that she accuses,

"'You stand there like a trained spaniel letting me say

anything I want to you--Do you know what a pitiful thing

you are?'" (p. 172), People discover just how pitiful

George Rombert has become when he and Mrs. Fulham elope

a month later, one day prior to her marriage to another

gentleman. As his nephew records, "Uncle George never

drank again, nor did he ever write or in fact do anything

except play a middling amount of golf and get comfortably

bored with his wife" (p. 173). Upon becoming a slave to

his wife's needs and probable demands, George Rombert

could no longer be master of himself.

In the first two stories, then, the male protagonists

do not reflect upon their foolish actions that are a

result of their obedience to whims. Harry Talbot and

Dodson Garland are actually no more than puppets dangling

from strings controlled by Dorothy Harmon and Mirabel

Walmsley. In both instances, the hero proves himself

to the heroine by following through as he is expected,

And the female protagonist? That she expects no less is
indicated by Dorothy's reaction to Harry's disheveled

state: "'Dearest, you did this all for me.' '" And

although the female figure continues to strive for control

in Fitzgerald's college fiction, a different portrayal of
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these characters arises, perhaps out of a slightly older

Fitzgerald's perception of women, The sixteen-year-old

Isabel is more precocious than her earlier models, but

still not worldly-wise. Eleanor is more worldly-wise in
her sophistication, and her demands supersede a matter

of ethics and become more a matter of morals, but she does
not yet possess the reckless nature of her successor, the
flapper girl. And what may be glimpsed of Myra Fulham
reveals a type intrinsically more selfish than the others
and, more especially, one that suffers equally with her
victim from her control of the situation. A pattern of
change, therefore, is evident in comparing the prep school
fiction with those stories written while Fitzgerald was
attending Princeton. The basic qualities of the dominant
female figure remain constant and fairly consistent, but
the more distinctive features arise from new dimensions,

Perhaps as Fitzgerald acquainted himself more familiarly
with real women in the real world, his stories began to
gain a necessary realism. Too, as the social milieu began
to shift toward a new and different set of values, so did
Fitzgerald's writing grow sensitive to the exit of tra-
ditional approaches and the emergence of new trends.
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4F. Scott Fitzgerald, "A Luckless Santa Claus," inThe Apprentice Fiction of F. Scott Fitzgerald, ed. JohnKuehl (New Brunswick: Rutgers University Press, 1965), p.53.
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CHAPTER III

THE FLAMBOYANT YEARS: 1920-1925

Since in writing of the early 1920's Fitzgerald was

working with a more complex era, it only follows that the

female figures of this period would reflect the tumultuous

atmosphere in their thoughts and actions. Moreover, the

molds into which Fitzgerald cast his female characters

produced different natures; thus, the heroines are not

as simple to typify as their predecessors are. While

some make a supreme effort at being terribly shocking and

truly revel in their unconventional acts, others are more

conservative and tend to maintain a hold upon some form

of security. Yet despite these dissimilarities, they are

all bound together by several general characteristics:

all possess a restlessness that creates a yearning for

new experiences; all are very much aware of a loosening

of the moral code, whether they actually succumb to it or
not; all tend to gravitate toward a certain type of male;

furthermore, in conjunction with this last quality, all

possess an elusiveness to some degree.

Unlike the heroine who exercises authority over the

male protagonists of Fitzgerald's prep school and college

fiction, the presence of the female figure in this stage

24
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of writing does not impose a threat upon male pride and

sensibility; instead, her proximity endangers the preser-

vation of the hero's dream or fantasy. She seems attracted

to this male who longs for fulfillment of his dream, and

somehow she becomes an object of his romantic yearning,

In the same manner that the heroine is drawn toward this

particular type of protagonist, the protagonist himself

gravitates toward an inexplicable longing, searching for

something that exceeds his grasp--something that he is

unable to define. The female figure becomes fused with

his dream, and when her elusiveness prohibits a permanent,

functional role in his life, he is faced with yet another

loss: the ideals which compose his dream. Contrary to

the earlier heroines who realize the full extent and impetus

of their power, this figure is virtually unaware of her

tremendous influence upon the male protagonist who is

intent upon the materialization of his fantasy. She per-

forms the function, then, of a dream to be attained, either

partially or completely, and once in this position can

assume various roles. Often she will remain primarily on

the perimeter of the hero's life, touching his plane of

existence only slightly. Other times she will penetrate

his life more deeply, occupying a fairly significant place.

Still other times she will become the embodiment of all

that is meaningful to him. In all cases, he is affected
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to a degree by her function as dream figure, and in no

case does her influence go unmarked.

Furthermore, just as the heroine becomes the embodiment

of the fantasy so vital to the hero, she must, in addition,

play an equally significant role in the destruction or

near destruction of the dream. The male figure, in pur-

suing his dream, often does not realize that it is the

myth of innocence that is actually the object of his search.

Thus, upon discovering some form of innocence in the female

figure, the protagonist is lured and captivated by it.

He is also attracted by the desire of the heroine to

derive greater meaning from her surroundings. This char-

acteristic seems to be marked by an impatience with her

environment, a quality which motivates her to seek new

alternatives. Although she is frequently unconventional

in her search for identity, more often than not she cannot

successfully remove herself from the environment that con-

tains the patterns so essential to her intrinsic happiness.

Her elusiveness, then, appears to arise either from her

unconventional actions, which tend to alienate her by

the strangeness of their modernity alone, or from the

fact that just as she seems to be within the male figure's

grasp, she drifts back into her own world. Unfortunately,

at the end of his search, the male protagonist does not

find fulfillment of his dream any more than he can hope
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for permanence with the dream figure; rather, he encounters

reality and faces the realization that his myth has been

stripped of its hopes and ideals.

For Bernice in "Bernice Bobs Her Hair" (1920), trying

to fit into the scheme expected of popular girls proves

difficult. Her cousin, Marjorie Harvey, counsels her in

an effort to transform Bernice's dull personality into one

more exciting. Although Marjorie and her friends feel

that they have transcended the restraints placed upon

women of their mother's generation, they little realize

how dutifully they unconsciously adhere to the qualities

required of the "innocent girl." They would like to con-

sider themselves somewhat "speeds," but they are not

prepared to compromise their moral conduct, regardless

of their scorn for it. To avoid being further labeled

as "hopeless," however, Bernice feels that she must make

a fewichanges. An important step in her transformation

is her decision to act as though she were planning to

bob her hair, for, as she informs one eligible bachelor,

"'I want to be a society vampire, you see,"' adding that

"bobbed hair was the necessary prelude."1

When Marjorie's primary suitor begins to pay more

attention to Bernice, Marjorie decides that she has perhaps

been of too much help. She waits until the occasion of

a bridge party to assert blatantly that Bernice was only
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bluffing about her intention to get her hair bobbed, Upon

then being questioned by the others, Bernice realizes that

she is about to be made a fool by Marjorie and knows that

she must act quickly. "This was the test supreme of her

sportsmanship; her right to walk unchallenged in the starry

heaven of popular girls" (p. 56). She accepts the challenge

put before her by Marjorie and Warren, Marjorie's ex-

suitor, in order to salvage what pride remains her, Yet

what she realizes, once the deed is done, is that this

young generation is one mostly of talk. The drastic

shearing of her beautiful, cherished locks is not in

keeping with the male's concept of the standard feminine

image, While the men find her proposal exciting, they do

not expect her to act upon it.; in bobbing her hair, then,

she bobs the expression of innocence that was beginning

to bring forth her popularity: a daintiness and an ap-

pealing "madonna-like simplicity" (p. 57). Although

Bernice does not play a prominent role in any one male

character's life, she nonetheless typifies, if even only

temporarily, the sought after female figure that embodies

some characteristic of the dream ideal.

Nancy Lamar represents the fantasy beyond reach for

Jim Powell in "The Jelly-Bean" (1920). Jim, whose nick-

name "the Jelly-Bean" is a reference to his idle nature,

attends a dance where he becomes conscious of not fitting
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into the social scheme. He is one of the unfortunate types

that is not taken seriously, and worse, not taken for him-

self, but who would like to be as everyone else around him.

Such is his own discovery when he encounters Nancy Lamar,

a girl he has not spoken to for fifteen years. Watching

Nancy and her date together, Jim notes that "some ray

had passed between the pair, a shaft of beauty from the

sun that had warmed him a moment since. The Jelly-Bean

felt suddenly like a weed in a shadow." 2 Nancy repre-

sents the magic of another world to him as, in a sense,

all of the girls there appear to him as "miraculously

strange Dresden figures of pink and blue and red and gold,

fresh from the shop and not yet fully dried" (p. 22).

Just as Bernice feels the need to prove her point about

the socially conceited youth in "Bernice Bobs Her Hair,"

so does Nancy make an attempt to escape the ennui of

her environment by performing risque acts. Since her

surroundings in Southern Georgia do not show any sig-

nificant outward signs of change, Nancy has decided to

institute some of her own: she drinks yellow corn because

it leaves her with a good feeling, and she shoots craps

because she enjoys it and, most probably, because it

causes talk. Moreover, upon coercing Jim to help her

get rid of the gum on her shoe by letting gasoline out

of a car, and upon taking her "highball" of yellow corn
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straight, she warns him, "'Don't ever treat me like a girl,

I'm not like any girl you ever saw'" (p. 27).

Jim is understandably dazzled by her unconventional

behavior; and he cannot help but admire her gall, 
but she

still remains a symbol to him of all that is lovely and

pure, "For the first time in his life. he felt a vague

and romantic yearning" (p. 23), and these unfamiliar emo-

tions revolve around Nancy Lamar. Dreams often linger

before they emerge into reality, and the Jelly-Bean is not

to be spared from the bliss that arises from their kiss

following the dice game. Although Nancy is probably none

too aware of her impulsive act, for Jim Powell the kiss

is full of meaning. Later, admitting to himself that

he loves her, he feels something give "way within him, like

a lump melting in his throat" (p. 32). While he is still

in an ethereal daze the following day, he learns that

Nancy Lamar has eloped early that morning with a man she

hardly cares for. As quickly as his hopes have risen, they

crash with the sudden knowledge that the dream is gone,

that Nancy Lamar was not meant to fulfill his fantasy but

rather to "shock the town" (p. 33). So, "again something

was going on inside him, some inexplicable but almost

chemical change" (p. 34). Once again Jim Powell is a

Jelly-Bean, left with a memory and not much hope of re-

capturing his dream.



Perry Parkhurst's fantasy reveals flaws in "The Camel's
Back" (1920) when his love, Betty Medill, shows indecision
about tiarrying him. Unlike the uncultivated Jelly-Bean,
Perry holds a degree from Harvard, and his name is always
featured on the society page. And although his dream figure
plays a more intimate role in his life instead of merely
acting on the perimeter, she is nonetheless elusive. After
a violent quarrel which each assumes marks the termination
of their serious relationship, Perry is certain that he
has lost everything. Yet his pride will not allow him to
admit this fear to others. He consequently becomes up-
roariously drunk in an effort to conjure up a confidence
that he does not feel and decides to follow his pattern of
attending all of the big parties in town. The party that
is to take place this particular evening is the Townsend's
costume ball. Although preferring to appear as a chario-
teer, Perry must settle for a camel, since he waits so
late to rent a costume. And because the camel costume
requires two people, he bribes his taxi driver to fill in
as the other half.

In his inebriated confusion, Perry goes to the wrong
party and is finally directed to the right one. Once there,
he searches anxiously for Betty and spots her in the attire
of an Egyptian snake-charmer. Since his identity is so
well disguised, Perry is able to watch Betty as others
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watch her; he becomes "fascinated and his fascination exer".
cised a sobering effect on him," Moreover, when Betty
leaves her partner to devote attention to the intriguing
camel, Perry has the honor of being flirted with, and it
somewhat pleases him that he has succeeded in deceiving her
in this manner. And when they both receive prizes for the

two most original costumes, Perry is even more delighted,
for these honors signify that they will be the participating
parties in the marriage of Mirth to Folly in the final
cotillion. At this point, chaos breaks. The black waiter
called upon to "solemnize the vows" turns out to be a real
Baptist preacher, and the piece of paper that Perry hands
him is, in fact, the marriage license that he had picked
up earlier for Betty and himself. Moreover, because the
taxi driver is forced to provide his ring to further

"authenticate" the ceremony, once the disguise is lifted,
Betty finds herself legally married. And suddenly under-
standing the situation, the taxi driver comes to Perry's
aid by informing Betty that she is as much married to him
as to Perry. Once again Betty is faced with a decision
to make: whether to annul the marriage and remain a co-
quette or to annul the marriage and marry Perry immediately
again. She decides upon the latter, preferring to sacri-
fice a bit of pride for her reputation. In this example,
then, the dominant female figure is only partially elusive,
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a quality attributable to her restless and indecisive na,

ture, Such an outcome, however, is an unusual one for the

short stories in this stage of Fitzgerald's writing; nor-

mally the hero is not in a position of control over the

destiny of his dream, but instead must salvage what he can

from its termination.

A still different rendition of the elusive female

figure is found in "The Ice Palace" (1920). To Harry

Bellamy from the North, Sally Carrol Happer from Georgia

is a helpless Southern belle who needs his protection.

For Sally Carrol, the idea of marriage with a Northerner

brings to mind new opportunities and new vistas. She tells

one of her lifelong friends who questions her interest

in a Yankee, "' . . well, I want to go places and see

people, I want my mind to grow. I want to live where

things happen on a big scale."' What she is unable to

realize at first is the intensity of her loyalty to the

South and all that it represents. Even when she takes

Harry for a walk through a cemetery close to her home,
she does not fully see how she will ultimately be unable

to fulfill his fantasy. The Confederate dead, and es-
pecially the last row of crosses entitled "Unknown," can-
not contain the same meaning for Harry as they do for Sally

Carrol. He seems to believe that he can gain feeling
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from her own deep emotional commitment, but he never truly
understands, even when she attempts an explanation,

"These were just men, unimportant evidentlyor they wouldn't have been 'unknown'; but they diedfor the most beautiful thing in the world--the deadSouth. You see,"she continued, her voice stillhusky, her eyes glistening with tears,"people havethese dreams they fasten onto things, and I've alwaysgrown up with that dream. It was so easy because itwasall dead and there weren't anysdisillusions. I'vetried in a way to live up to those past standards ofnoblesse oblige--there's just the last remnants ofit, like the roses of an old garden dying all aroundus--streaks of strange courtliness and chivalry insome of these boys an' storiesdI useddtorhear froma Confederate soldier who lived next door, and a fewold darkies. Oh, Harry, there was something, therewas something! I couldn't ever make you understand,but it was there"(p. 66).

Harry smiles and nods, for her words cause him to want to
protect her all the more. That he regards her as somewhat
a child is evident when they are making plans for her visit
North to meet his family the following January. Observing
her apparent enthusiasm, he informs her that "there's a
winter carnival on, and if you've never really seen snow,
it'll be like a fairyland to you" (p. 67). When Sally
Carrol first gazes upon the ice palace,.the magnificent
wonder of the winter carnival, she is fascinated with its
beauty and its novelty. After getting lost and confused
in the labyrinthine network within it, however, she is
terrified by its stark and alien atmosphere. Thus, al-
though she tries to meet Harry's demands and expectations,
although she strives to fulfill his dream, she cannot. Her



35

efforts to adjust to the northern coldness fail, for it

seems to her that there death awaits her southern soul,

She is stifled there, not at all free to roam the ceme-
teries, which, like the South, try to keep the past alive..
Sally Carrol is torn between an allegiance to her heritage

and a desire to escape those ties. Her corn-colored hair
is bobbed to accommodate the present fad, yet she enjoys
covering it with an old-fashioned sunbonnet, a mark of
tradition. While she thinks that her love for Harry is
one of a lasting and special nature, one that would bring
new highlights to her life, she nevertheless discovers that
she is one with her surroundings, that her loyalty to her
environment is a commitment of much longer standing. The
engagement between Harry Bellamy and Sally Carrol Happer
is broken off, and she returns South to resume a pattern
of living that becomes all the more comfortably secure

to her.

In some instances, the male protagonist himself is
responsible for his fantasy's not coming into full reali-
zation. Although the female figure would like to be a
part of his dream, he is the one who is accountable for
her permanently elusive state. Such is the case for Gordon
Sterrett in "May Day" (1920). Gordon is a Yale graduate,
considered very well-dressed and popular. Since his return
from active service in the War, however, he has involved
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himself with unscrupulous people and succeeded in marring

the reputation of a girl with whom he would like to disso-

ciate himself. Now he is haggard, his clothes are frayed,

he is without a dime and, most especially, he is desperate.

When he learns that Philip Dean, an old classmate from Yale,
is in New York, he quickly gets in touch with him. Philip

represents a too familiar version of the wealthy, indolent

type which Gordon remembers only too well. After their

initial handshake, Philip takes a critical survey of Gordon

and discovers that their life styles no longer have a common

ground. His enthusiasm in their reunion progressively

wanes upon hearing his old friend's hard luck tales, and
when Gordon presses him for a loan of three hundred dollars,

Philip becomes more aware of the extent of Gordon's des-

peration.

Yet because Philip does not care to be reminded of
unpleasantries during his vacation, he prolongs Gordon's

misery by encouraging him to attend the Yale dance at
Delmonico's that evening. He then makes, casual mention

of having seen Edith Bradin, a girl Gordon had taken to
a few dances before the War. When he hears her name,

Gordon's thoughts take a different direction, and his mood
is temporarily lifted.

He wanted to see Edith--Edith whom he hadn'tmetbsince one romantic night at the Harrisburg CountryClub just before he went to France. The affair haddied, drowned in the turmoil of the War and quite
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forgotten in the arabesque of these three months, buta picture of her, poignant, debonnaire,: immersed inher own inconsequential chatter, recurred to him
unexpectedly and brought a hundred memories with it,It was Edith's face that he had cherished through
college with a sort of detached yet affectionate
admiration. He had loved to draw her--around hisroom had been a dozen sketches of her--playing golf,swimming--he could draw her pert, arresting profile
with his eyes shut.5

He resolves to go to the dance so that he might see her

again, for she has come to represent the world of beauty

and innocence to him, a world that he has left behind.

What Gordon does not realize is that Edith has been har-

boring cherished memories of their relationship, also.

Although surrounded by many men eager to dance with her,
Edith, pleased with her own milky loveliness, surveys the

room, hoping to find Gordon. She has long since become

numb to the thrill of having many suitors. She longs to

be married and has "decided that the next time she saw

Gordon their relations were going to be changed. She

would say something that would change them. There was

this evening. This was her evening. All evenings were

her evenings" (p. 100). She does not reckon with the

possibility that Gordon may have changed drastically.

Thus, when she notices his clumsy, drunken state, she

is horrified. "As he talked she saw he had changed

utterly. He wasn't at all light and gay and careless--a

great lethargy and discouragement had come over him.

Revulsion seized her, followed by a faint, surprising
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boredom, His voice seemed to come out of a great void"

(p. 103). Although he senses her increasing distaste in

his recounting of his present misfortunes, he is encouraged

when she tells him that she still cares.

But her caring cannot remedy all that has happened

to him, nor can it return the familiar Gordon to her. Had

he allowed her, she would have answered the call to the

fulfillment of his dream. Gordon, however, has provided

the necessary material for the demise of his dream himself:

his degeneration. When he awakens the next morning and

discovers that he has married the girl from whom he was

unable to disentangle himself, he commits suicide; this

girl whom he has lowered is the antithesis of Edith, and

with this despondent recognition, all of his golden dreams

of success suddenly vanish.

Infrequently, the male protagonist, in an attempt

to insure a quality of perfection about his dream, feels

the need to test the sincerity of his dream figure.

Knowleton Whitney of "Myra Meets His Family" (1920) is

in love with Myra Harper, but he fears that she is more

intrigued with his wealth than with him. This apprehension

of Knowleton's is no doubt due to his observation that she

is as any stereotyped "Myra": she is eager to begin her

flirting early at the proms held by Eastern schools; she

travels from one boy to another, "falling in love" every
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time, only to fall out Of love when the next conquest comes

her way; she must always be in love as a means of relief

from the ennui; and she is always certain of captivating

any man that she wants. Although Knowleton would like to

believe that this Myra is different, that her responses to

him are genuine, he cannot afford to have his ideals shat-

tered. "The outer surface of his mind was deliriously

happy, but just below that was a slowly hardening fright

at what he had done [proposing to Myra]. He, protected

from the snares of fascinating fortune hunters, dragged

away from several sweet young things by the acquiescent

nape of his neck, had taken advantage of his family's

absence in the West to become so enmeshed in the toils

that it was hard to say Which was toils and which was he, "6

Thus, he conspires with two actors who propose a

scheme to him: they will portray the members of his

family, doing everything opposite from what Myra expects

of a well-to-do family. If Myra truly loves him, then

she will ignore the idiooyncracies that she finds; if,

however, she is repulsed by the eccentricity of the sur-

roundings, then Knowleton will have proof of her lack of

loyalty to him. From th instant that she steps foot in

his family's home, Myra becomes an unsuspecting participant

in a comedy performed in poor taste. She witnesses the

forgetful nature of Knowiteton's father, she becomes
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acquainted with the twenty-one poodles housed in the bed,

room of Knowleton's mother, and she is terrified during

the night by the scream of a child suddenly silenced.

Although she accepts most of the idiosyncratic behavior

taking place, she nonetheless balks at the final trick:

a presentation of a portrait of a Chinese woman in European

costume, who is purported to be Knowleton's great-grand-

mother. Since Chinese blood was not considered respectable

at that time, such a sight is more than Myra can tolerate,
and she faints in his arms.

When he does confess the scheme to her, her reaction

seems that of a martyr. Accepting his profuse and genuine

apology, she agrees to marry him immediately. Yet she has

a plan, too. Convincing her cousin Walter to pose as a

minister, they are married, but falsely so, with Knowleton

remaining completely unaware of the trick. At the end,
when they are in their train compartment embarking on their

honeymoon, Myra invents an excuse to leave the train for

a moment, While Knowleton remains on the train waiting

for her, she is hailing a cab to take her to the Hotel

Biltmore. Once again, then, the hero is responsible for
the unraveling of the pattern of his fantasy. Myra Harper
is to be permanently elusive qnly because he values the

preservation of his dream more than he values Myra as a

person,
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In some cases, the hero's dream is formed before it

becomes personified by an individual, The male figure in

"Head and Shoulders" (1920), Horace Tarbox, is seventeen

years old and a prodigy. He lives in a philosophical

fantasy which occupies all of his spare time and is a

constant enigma to those who know him. Preferring the

companionship of Berkeley and Hume to that of any class-

mate, Horace is fairly isolated and appears to have little

need for matters of a mundane variety. Therefore, when

he is paid a visit by a young theatrical star, Marcia

Meadow, who has been set up for this meeting by Horace's

cousin, he finds it difficult to engage in a conversation,

Marcia's effervescent and out-going personality is in

marked contrast with Horace's fairly reclusive state.

His life is caught up in a desire to write a set of books

that will "popularize the new realism as Schopenhauer had

popularized pessimism and William James pragmatism."7  He

has no intention of allowing a woman to captivate his heart,

for he has many important goals ahead of him which have

always taken precedence over everything else in his life.

Yet after seeing Marcia perform the following Thursday

night, Horace realizes that something within himself has

been touched, and it is a feeling quite unlike any schol-

arly emotion he has previously experienced.
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When he ultimately falls in love with her and decides

to propose marriage, it is with the notion that such a

union will be compatible with his mental pursuits. He

and Marcia are able to work out a harmonious situation

in which he will supply the brains while Marcia provides

the bulk of the couple's income from her theatrical roles;

hence, Marcia dubs the team "Head and Shoulders." This

agreement works successfully until Marcia becomes pregnant.

Horace, forced to find a way of obtaining money in order

to finance their baby's birth, capitalizes upon his

ability to perform trapeze stunts and earns his fame as

a circus figure--one who "delights the children at the

Hippodrome with his wondrous flying-ring performance"

(p. 85). To alleviate boredom during her confinement,

Marcia, influenced by her reading of Samuel Pepys, writes

her autobiography. After their daughter is born, she

persuades Horace to show her work to a well known colum-

nist in the hope that he might promote it. The columnist

agrees, and suddenly Marcia Tarbox becomes a literary

fledgling, while Horace continues 'his success at the Hippo-

drome.

And when Horace at last has the opportunity to meet

his life-long idol, the French philosopher Anton Laurier,

Laurier does not acknowledge him for his amazing intellect,
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but for his noteworthy physical ability. Not only does the

philosopher praise Marcia for her mental prowess, but in

addition, a newspaper article comments upon her role as

the "Head" of their "Head and Shoulders" team. Ironically

and sadly enough, then, Horace finds himself in the position

originally designated for his wife, while Marcia has accom-

plished, in a sense, his dream of writing. Although Horace

does not lose contact with the dream figure, he does lose

grasp of the dream itself. "How he would have gaped at

himself a year before! How everyone would have gaped! But

when you opened your door at the rap of life you let in many

things" (p. 85).

The dominant female figure is sometimes never tangible

at all, but instead as impalpable as the dream she repre-

sents, In "'0 Russet Witch!"' (1921), Merlin Grainger

encounters the dream figure before he is aware of the

dream itself. Merlin realizes that the young woman whose

apartment building faces his own has brought meaning into

his life, for his fantasies come to revolve around her.

He does not know her name, but because she reminds him of

a figure on a dust jacket in the book store where he is

employed, he calls her Caroline. Merlin's rather drab

and undistinguished appearance accompanies a rather dull

and uneventful life, and Caroline presents an exciting con-

trast to his bleak surroundings. Merlin discovers that



44

there is nothing commonplace about her and considers her

"dazzling and light, with a shimmering mass of russet waves

to take the place of hair, and the sort of features that

remind you of kisses--the sort of features you thought

belonged to your first love, but.know,, when you come across

an old picture, didn't,"8

Every evening he looks out of his single window and

observes her resting on the chaise longue or entertaining

male callers, while he eats his supper. His life passes in

much the same ritual until one October afternoon, when

Caroline enters the Moonlight Quill. Without saying a

word, she tosses a volume of poems to the ceiling and it

lands in the crimson lamp. She chooses another book and

then another, sailing each one upward to its goal. Merlin

then begins doing the same, and the two engage in this

game until they have cleared a table of its books. Then

Caroline informs him that his eating off the dresser each

evening has frightened her. Merlin hardly knows how to

react to her, But she has not really come to talk; she

wants to hurl book after book until the crimson shade gives

way. When she has successfully accomplished just that,

she bids Merlin a simple good-by and leaves. The destruc-

tion that she has caused astounds him. But what surprises

him more is that the owner and other two employers of the

Moonlight Quill appear not to have seen or heard any of the
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action taking place. The owner's only comment is to warn

Merlin that the young lady must behave better next time,

A year and a half after Caroline's visit, Merlin proposes

to Olive Masters, the stenographer at the Moonlight Quill,

Pleasant, but nonetheless immersed in a dreariness similar

to Merlin's, Olive has no particular charm about her, but

will complement Merlin's lifestyle perfectly. He proposes

to her over dinner in a restaurant and while they are there,

Merlin suddenly becomes aware of Caroline's voice and

laughter. Merlin watches as she sits at the next table

flirting with three men and creating a scene. When she

jumps upon a table and begins dancing, Olive clucks in

disapproval and takes Merlin out of the restaurant.

He comes upon her once again, five years later. He

and Olive now have a son and have settled into an unevent-

ful life, On Easter morning the three Graingers are walking

along Fifth Avenue and upon reaching Fifty-Third Street,

Merlin becomes aware of a traffic jam--with Caroline being

the center of it. Men flock all about her, making it im-

possible for traffic to proceed, and Caroline radiates

smiles and brightness, drawing to her all of the eager and

admiring faces. When Olive recognizes the center of at-

traction, she pulls Merlin away. As the years pass, Merlin

fades more and more into a nondescript state, and his spirit

is kindled only by the fire of his dream. He sees Caroline
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for the final time when he is sixty-five, and her purpose

in his life suddenly becomes clear, She again enters the

book store, of which he is now the owner, to purchase a

first edition. They speak of their previous encounters

with one another and Merlin now comprehends all that she

has meant to him. "'I understand. Understanding is allowed

to us old people--after nothing much matters. I see now

that on a certain night when you danced upon a table-top

you were nothing but my romantic yearning for a beautiful

and perverse woman . . . You were making an attempt at me,

Olive's arms were closing about me and you warned me to

be free and keep my measure of youth and irresponsibility.

But it seemed like an effect gotten up at the last moment.

It came too late'" (pp. 116-17).

Not until she walks out of his life forever does Merlin

discover her true identity. His "romantic yearning" has

been an adventuress, a notorious dancer named Alicia Dare.

Still he cannot think of her as such, for she seems to him

more a witch, someone who put a spell on him forty years

earlier that frustrated rather than taught him. Not only

was he unable to have her as a significant part of his life,

but he was never able to possess the true nature of his

dream.

He was an old man now indeed, so old that it was
impossible for him to dream of ever having been young,
so old that the glamour was gone out of the world,
passing not into the faces of children and into the
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persistent comforts of warmth and life, but passing
out of the range of sight and feeling., He was never
to smile again or to sit in a long reverie when Spring
evenings wafted the cries of children in at his win-
dow until gradually they became the friends of his
boyhood out there, urging him to come and play before
the last dark came down, He was too old even for
memories (p. 119).

In the same way that Fitzgerald came to perceive the

American dream as one impossible of attainment, so do

the personal dreams of Dexter Green follow the same course

in "Winter Dreams" (1922), mixing pleasant illusion with

inevitable reality until reality emerges the victor. Dex-

ter, whose father owns "the second best grocery-store in

Black Bear,"9 falls prey to his winter dreams, in which

he imagines himself impressing the wealthy patrons of the

Sherry Island Country Club. As he grows older, his desires

increase; but as Fitzgerald tells the reader, "Do not get

the impression, that because his winter dreams happened to

be concerned at.first with musings on the rich, that there

was anything merely snobbish in the boy. He wanted not

association with glittering things and glittering people--

he wanted the glittering things themselves" (p. 130). He

decides to do well, then, and buys a partnership in a laun-

dry so that by the age of twenty-seven, he owns laundries

all over his section of the country. When he courts Judy

Jones, dazzlingly beautiful and wealthy, he is reluctant

to inform her that he cannot boast of riches as her other

suitors might, for at that time he is still struggling,
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"'I'm nobody,' he announced, 'My career is largely a

matter of futures'" (p. 136).

Yet he continues to pursue her, determined to make

her his wife, determined to fulfill something in his winter

dreams. Because Judy uses wealth as a means to an end,

Dexter is destined to be miserable as long as he makes her

a vital part of his life. She moves back and forth from

one man to another, never serious, always flirtatious and

coy, Encouraging Dexter to fall in love with her, she

thinks little of later cooling their relationship to mere

friendship. A year afterwards, when they meet again and

Dexter is certain that he has accepted the loss of his

dream, she clings to him in an emotional state. "'I'm

more beautiful than anyone else . . . why can't I be happy?'

Her moist eyes.tore at his stability--her mouth turned

slowly downward with exquisite sadness: 'I'd like to marry

you if you'll have me, Dexter. I suppose you think I'm

not worth having, but I'll be so beautiful for you,

Dexter'" (p. 142). And the old feeling sweeps over him

again--the urge and necessity to make her his. But even

as he tries again, he knows that such a union will not

work; still he cannot quite relinquish his grasp of what

used to be, for his most pleasant memories seem to be asso-

ciated with that time. This notion, then, of recapturing

the past, is a matter that further debilitates the male
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protagonist, The present course of affairs appears a waste-

land; but the past signifies the splendors of the dream,

For Dexter Green, Judy Jones is the embodiment of the

winter dreams he nurtures as a child during the invigorating

Minnesota autumns. He longs so to rise out of the "second

best" category to the enterprising "self-made man" classi-

fication, Judy provides the more concrete reasons for

aspiration; in having to compete with her more sophisticated

suitors, he somehow knows better than to hope that he can

win her heart by a profession of love alone. Yet he be-

comes almost hopelessly enmeshed in a tangle of his own

emotions, aware of the futility of his actions, but never-

theless maintaining a tenacious grip upon the sacredness

of the symbol. Not until Dexter is thirty-two years old

does the part of his life associated with Judy come to a

final close. During the seven years that he has not seen

her, he prides himself upon his invulnerability to matters

of an emotional nature. When a business acquaintance,

however, reveals that Judy Jones is a mutual friend, Dexter

astonishes himself by becoming defensive and almost pro-

tective of her.

All that he hears about Judy--that she has married

someone so unlike the young men who anxiously strove to

please her, that her beauty has faded--creates a numbness

in him. He now realizes that the visual image of Judy has
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diminished gradually in the past seven years, and that he

has rationalized his secure sense of invulnerability. What

he suddenly becomes aware of, moreover, is the sensation

of having "just lost something more, as surely as if he had

married Judy Jones and seen her fade away before his eyes"

(p. 145). Yet instead of seeing her fade before him, he

watches instead his dream, already dim, fade completely.

The tears that he cries are for himself, as the blinding

recognition that "he had gone away and he could never go

back any more" (p. 145) forces itself upon him. These

moments of freshness, youth, and innocence are in a time

now gone, and all of the reaching and wrenching cannot

bring them back. "They had existed and they existed no

longer, The dream was gone" (p. 145).

"The Popular Girl," also written in 1922, dramatizes

a male protagonist's struggles with the elusiveness of

the dream until he finally overcomes it. When Scott

Kimberley, while visiting his cousins in the Midwest,

attends a dance, he is surprised by the boredom and resig-

nation of the dancers; yet he is relieved to find that

"there was one face in the crowd to which his generalization

did not apply. When his eyes found Yanci Bowman among the

dancers he felt much younger. She was the incarnation of

all in which the dancers failed--graceful youth, arrogant

languid freshness and beauty that was sad and perishable
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as a memory in a dream." 10 Because he does not find her
to be typical, because he finds her kind of languor charm-

ing, Yanci decides to tease Scott a bit, relenting just
enough to keep him curious, but making certain that he
never becomes too sure of himself with her. Her means of
accomplishing such a plan is illusion. In order that Scott
not be fully aware of the extent and habit of her father's
alcoholic bouts, she lies, making it appear that her father
is only irresponsible at times. In addition, she plays

the perfect coquette, never permitting herself to act the
least bit interested in him.

All of this behavior is effective until her father
suddenly dies. Although she continues her game of decep-
tion, her position is not the same, for she is in danger
of becoming virtually penniless. Yet, because she wants
desperately to remain a part of the cultivated society,
Yanci continues living in the same fashion as before.
She informs Scott that she will be staying at the Ritz
for two weeks or so, in order to maintain the necessary
pretense. Once there, she economizes when necessary, yet
indulges occasionally for the benefit of others. She waits
for Scott to call and then reluctantly turns his offers
down, lazily excusing herself. When she does consent to
see him, it is always for luncheon or tea--never for the
big events, which she constantly claims she is booked-for.
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As her finances dwindle, Yanci begins to wonder if she has

discouraged Scott to the extent that he might grow tired

of the game and give up. Still, her pride impels her to

continue with her plan, with the optimistic hope of some-

day having an apartment on Park Avenue with Scott Kimberley.

Suddenly her game is faced with an unexpected ending. As

a result of a miscalculation in her savings, Yanci cannot

afford to remain at the Ritz. She cannot confide in Scott

about her predicament, so she decides to delude him until

the very end and then bid him a simple, permanent good-by.

Scott, however, having eventually ascertained the reason

behind Yanci's continual elusiveness, saves her from her
destitute state, protecting not only Yanci's well-being,

but the increasingly important symbol of his future as well,

Just as wealth both impressed and depressed Fitz-
gerald, so does it have the same effect upon many of his
dominant male figures. George O'Kelly of "The Sensible

Thing" (1922), like Dexter Green, struggles to achieve

success so that he might win the woman of his ideals.

Unlike Dexter, however, who wants to become successful

before settling down, George wants his love alongside

him as he strives for a position with unlimited opportunity,
Jonquil Cary has different ideas, though. The thought of
marrying into possible poverty places a strain upon her
feelings for George, since she is not prepared for a
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lifestyle that is unlike the comfort of her familiar,

Southern heritage. Although George's dream, in the be-

ginning, focuses upon a career in construction engineering,

the emergence of Jonquil into his life makes her an

equally--if not more--important priority. Moreover, he

is willingly fired from his job as an insurance clerk in

New York so that he might go to Tennessee and clear up

this matter of indecision on Jonquil's part, His visit is

a failure, however, for they quarrel and terminate their

plans for engagement; Jonquil will not be pushed, and George

is unwilling to wait. Yet good fortune finally comes George

O'Kelly's way. Having been offered a job in Cuzco, Peru,

he remains there fifteen months, working his way toward

prosperity. Now that half of his fantasy has been ful-

filled, he anxiously returns to Tennessee so that the

remaining half might have the same opportunity. With

maturity and confidence working to his advantage, George

feels certain that all will follow through as planned this

time, Unfortunately, he does not expect the changes that

he finds both in his own attitude and that of Jonquil upon

arriving at her home.

The house loomed up suddenly beside him and hisfirst thought was that it had assumed a strange un-reality. There was nothing changed--only everything
was changed. It was smaller and it seemed shabbierthan before--there was no cloud of magic hovering
over its roof and issuing from the windows of theupper floor. He rang the door-bell and an unfamiliarcolored maid appeared. Miss Jonquil would be down
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in a moment. He wet his lip nervously and walkedinto the sitting-room--and the feeling of unrealityincreased. After all, he saw, this was only a roomand not the enchanted chamber where he had passedthose poignant hours. He sat: in a chair, amazed tofind it a chair, realizing that his imagination haddistorted and colored all these simple familiarthings."~

It is not long before it becomes pparent to George that
fifteen months have not brought about growth but death.
"The sensible thing--they had done the sensible thing. He
had traded his first youth for strength and carved success
out of despair. But with his youth, life had carried away
the freshness of his love" (p. 156). Realizing that he
must come to accept the fact that Jonquil no longer loves
him, he nevertheless wants to bare his soul to her, he
wants her to know the extent of his suffering. Jonquil
responds in a curious manner. Most probably sorry for
what he has had to endure and awar of his increasing
financial stability, she offers herself to him once again.
George accepts, but not with the same rush of emotion he
experienced previously. Now they ave "all the time in
the world--his life and hers. But for an instant as he
kissed her he knew that though he search through eternity
he could never recapture those lost April hours. He might
press her close now till the muscles knotted on his arms--
she was something desirable and rar that he had fought
for and made his own--but never again an intangible whisper
in the dusk, or on the breeze of ni ht. . . . Well, let it
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pass, he thought; April is over. There are all kinds of

love in the world, but never the same love twice" (p, 158),

Roger Halsey discovers that the fulfillment of his

dream is hindered by his wife's inability to realize its

importance in "Gretchen's Forty Winks" (1924). Once Roger

has established his own advertising business, it is nec-

essary for him to acquire a certain large account that

will place the business on a more prosperous level..

Gretchen, his wife of three years, resents his plan of

concentrating doggedly upon this account for forty days,

insisting that a nervous breakdown will result from his

excessive dedication to the project. Unable to persuade

him by any other means, Gretchen resorts to seeking the

companionship of George Tompkins, a friend of theirs

who sympathizes with her. Although jealous of the amount

of time Gretchen and George spend together, Roger nonethe-

less is stubborn and refuses to sacrifice his important

prospect to appease his wife. As time passes, though,

his patience diminishes, and Roger begins to resent

Gretchen's capricious actions. A portion of his fantasy

stipulates that she be at his side during this nerve-

wracking six weeks, providing him with encouragement and

understanding. Yet Gretchen is not performing as the model

wife; she is skirting the requirements.
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Finally, at the peak of their accumulated tension,
Roger decides to act. Only twenty-four hours remain before

the deadline when he must submit his portfolio of ads. He
cannot bear the idea of Gretchen meeting with George again,

for he knows that he must be free from all worries in

bringing his project to a close. Thus, he craftily pours

a sleeping potion into Gretchen's coffee that morning that
will keep her asleep for twenty-four hours. The following

morning, after learning that he has received the account,
:Roger goes home and awakens Gretchen, never offering an
explanation for the day he has stolen from her. Roger

Halsey, then, unlike the majority of male protagonists, not
only achieves his dream, but he also manages, despite many
obstacles, to find a viable method for keeping his dream

figure intact.

This general quality of elusiveness, then, is a trait
in common among the dominant female figures of this period
in Fitzgerald's writing. Although the situations vary to
a great extent insofar as the effect of this quality upon
the hero is concerned, its presence and its impetus are

undeniable, Just as each of the male protagonists reveres
and cherishes a dream of some kind, so is each dream at the
mercy of the all important female in the protagonist's life,
While some of the fantasies are extinguished soon after
their birth, others are struck down during their struggle
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to the peak; yet some few are fully realized, although not
before they experience times of duress, Not only have the
female figures become more clearly defined in this second
stage of writing, but their roles have come to produce a
much greater impact upon the protagonists' lives, These
heroes do not merely have their pride at stake; rather,
they are having to resolve the conflict between dream and
reality, And because the instigator of the conflict, the
female protagonist, is, by her nature, seemingly unattain-
able, a new dimension her surfaced: in her restless state
she has come to demand more of life, and this desire does
not necessarily accommodate the pattern of the hero's dream,
In those instances of unconventional display, the female
figure struggles against her conditioning in the belief that
she will find a greater happiness, for in the Jazz Age,
anything goes, The transcendence is not a simple one, how-
ever, for conventional values maintain a strong grasp, Yet
the very act of making such an attempt reveals a new bold-
ness, an unaccustomed brashness that establishes the heroine
in a new light. No longer is she a fairly stereotyped
manipulator of puppets, but she has instead emerged as a
distinctive personality in various, fascinating forms.
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CHAPTER IV

THE UNSETTLING CLOSE OF A DECADE: 1926-1929

The third stage of Fitzgerald's writing reveals a

significant change in the personality of the dominant

female figure. Although her elusiveness still exists at

times, no longer does it function as the principal char-

acteristic of her personality. What arises in its place

i..s a desire for permanence, a desire to escape the flux

of present times. Whereas the stories of the previous

period presented a restless nature that sought to inves-

tigate more exciting lifestyles for better promises, the

stories of the late 1920's indicate an altered personality

of these earlier experiences. Essentially, the female

figure has come to the realization that the pitch of

excitement cannot sustain itself forever. Her dream of

attaining something beyond the ordinary, beyond the mundane,

remains a dream, a wistful yearning that does not appear

destined to be materialized. The post war ennui that

earlier appealed to reckless natures to create outlets for

escape is an ennui of a different nature. The female pro-

tagonist no longer finds daring and shocking acts par-

ticularly attractive. The glamorous world of endless
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dances, moonlit verandas, and innumerable suitors has lost

its glow for this female figure who wants to free herself

from the chaos that surrounds her. Such, then, is the

challenge that faces the heroine during the second half

of the decade. The transition is an unsettling one, but

it is one that she intends to bridge. Thus, a desire for

umlimited fancy gives way to a desire for permanence, a

greater sense of stability. Moreover, as she grows older,

she realizes all too clearly how the perpetration of the

earlier lifestyles is unrealistic. She cannot always be

sixteen or eighteen years old, forever the belle of the

ball. The inevitable reality that she will be replaced

by younger beauties causes her to seek happiness in a

different direction.

Once marriage posed a threat to her coquettish exis-

tence; now, however, it has a certain appeal, in that it

provides her with a sense of purpose in her life. While

this view is a practical one, it does not necessarily

supply the ultimate happiness. Often the heroine uses it

as a means to an end, expecting it to fill a void. Yet

often she faces marriage with a slight resignation, as if

it were an anodyne. If the female figure is not attracted

to marriage, then it is the magic of the moment that serves

as a magnet instead, luring her away from the realm of

mundane existence. This type of heroine does not mislead
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herself into thinking that she will necessarily find per-

manence in such a situation, but rather she places the em-

phasis upon the meaning that is captured by the moment; and

she somehow expects to attain a certain fulfillment with

this assurance that the experience is unlike the routine

ones of the flapper era.

In addition, as in the first two stages, the male

protagonist is affected by these changes within the

heroine's character. He appears to be less puzzled by

her elusiveness than by the transformation of a coquette

into a woman who is in pursuit of a goal that is serious

and tangible. Furthermore, the variance in the degree of
intensity with which these female figures exhibit this

new dimension is a significant feature of this stage. The
hero finds that the heroine is an important facet of his
dream, but the passage of time must reshape his fantasy
into a mold that is more appropriate for the current times.
As before, the destiny of the dream of most of the male
figures is not within their control, so these protagonists

must adjust to the new set of values as best they can. In
all cases, however, something remains as either a subtle
or blatant reminder of the glory that once existed.

Anson Hunter of "The Rich Boy" (1926) learns well

the powerful effect of time. He seems an unlikely beau
for Paula Legendre, for he is somewhat wild and she is prim;
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nevertheless, they fall in love. Although aware of the

rather glaring dissimilarities that exist in their person,

alities, both feel a kinship that is not revealed in their

superficial discussions. When Anson enters the service,
Paula feels a slowly deepening void produced by their

separation. Her intense longing for him during the war

and the post war need for security create an urgency in her

to settle down and marry. Anson, however, confident of his
superiority, of his belief that he has Paula fairly much

under his control, is not yet ready to fill that need; he
is not ready to make a commitment. When he travels to Palm
Beach to see her, she implies broadly that she needs his
reassurance of permanence together, for there is another

likely suitor in her life. Recognizing only too well that
she is pleading for a proposal, Anson can say nothing, but
only repeats her name over and over.

The words wrung her heart like hands, and Anson,feeling her tremble, knew that emotion was enough. Heneed say no more, commit their destinies to nopractical enigma. Why should he, when he might holdher so, biding his own time, for another year--for-ever? He was considering them both, her more thanhimself. For a moment, when she said suddenly thatshe must go back to her hotel, he hesitated, thinkingfirst, "This is the moment, after all," and then: "No,let it wait--she is mine. " He had forgottenthat Paula too was worn away inside with the strainof three years. Her mood passed forever in the night,1

Paula consequently marries the other suitor, a wealthy
Bostonian, and she remains forever lost to Anson. Although
he continues to prosper in the business world, there is "one
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thing he could not help--for three days, in any place, in

any company, he would suddenly bend his head in his hands

and cry like a child" (p. 187). Out of boredom, he involves

himself with Dolly Karger, who is "slackly and indiscreetly

wild"' (p. 189). Yet he cannot transfer his emotions to

this relationship successfully, for even when he enters

Dolly's room one night to make love to her, he feels that

"over her head he perceived that the picture of Paula was

hanging here upon this wall" (p. 193). Anson takes Dolly

for granted; and when he loses her, he is surprised but

not terribly disappointed. As the years pass, the only

true recollection that Anson has of them is that each one

has made him feel older. He plays the role of best man in

more weddings than he can remember and celebrates many
births, His bachelorhood is envied by many friends, yet

Anson is saddened by it, for he never planned to be a loner

for life.

And then seven years after his break-up with Paula,
he comes upon her again. "At the first sight of her a

strong nervous thrill of familiarity went over him, but

not until he was within five feet of her did he realize

that it was Paula. . . . She took both his hands and he
saw in the freedom of the gesture that the memory of him

had lost poignancy to her. But not to him--he felt that

old mood that she evoked in him stealing over his brain,
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as if afraid to mar its surface" (p. 204). Paula then

introduces Anson to the husband of her second marriage,

speaking proudly of the baby she will soon have and her
other children. After accepting an invitation to have
dinner with them and spend the night, Anson endures the
pain that suffuses him upon noting Paula's complete devotion
to her husband. She looks younger than she did before; her
happiness has kept a pretty flush on her face. The worst
sting, however, comes when she admits, "'This baby is the
first one I ever really wanted. You see, I'm in love now--
at last'" (p. 205). After his visit with her, Anson senses
that he will never love again--not after Paula--that he will
continue to drift from woman to woman, And yet what purpose
do these women serve? According to the unnamed narrator,
a good friend of Anson's, "Perhaps they promised that there
would always be women in the world who would spend their
brightest, freshest, rarest hours to nurse and protect that
superiority he cherished in his heart" (p. 208).

When sixteen-year-old Lucy Wharton of "The Adolescent
Marriage" (1926) decides that she does not want to wait
any longer to marry twenty-year-old Llewellyn Clark, she
does not realize that her youthful idealism has masked
reality, She is far too young to recognize that love is
more than having someone older to take care of her; all

65
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that she knows is that she is tired of being a child and

living amidst the unpredictabilities of an adolescent en-

vironment and that she longs to exchange her present life-

style for one that is more ordered and disciplined. Upon

launching into an impulsive elopment, however, she discovers

all too quickly that her childish temperament is unprepared

to deal with adult matters of a more complex nature.

Llewellyn reaches a similar conclusion, and after many

quarrels that produce increasing tension between them,

they decide upon a separation. Since Lucy's parents do

not want Lucy's life marred by a divorce, they implore

an old friend, Chauncey Garnett, to advise them. After

talking with both of the young people, Garnett concludes

that their impetuous marriage suffers principally from

their youth and selfishness, rather than from a lack of

genuine feeling for one another.

Because he ultimately believes in them, Garnett goes

to New York to take care of the agreed-upon annulment, yet

does not really arrange it. All concerned, however, are

led to believe differently. Garnett discerns that, given

time, Lucy and Llewellyn will come to grow up quickly and

return to one another. Nevertheless, due to his sensi-

tivity, Llewellyn cannot easily adjust to his new lifestyle.

He does not feel that their actions were wrong, but merely

inopportune.
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He hadn't thought of Lucy as being sixteen, but
only as the girl whom he loved beyond understanding,
What did age matter? Hadn't people married as
children, almost, one hundred--two hundred years ago?
The day of his elopement with Lucy had been like an
ecstatic dream; he the young knight, scorned by her
father, the baron, as a mere youth, bearing her away,
and all willing, on his charger, in the dead of the
night, , . . And then the realization, almost before
his eyes had opened from their romantic vision, that
marriage meant the complicated adjustment of two lives
to each other, and that love is a small part only of
the long, long marriage day. Lucy was a devoted child
whom he had contracted to amuse--an adorable and some-
what frightened child, that was all.2

After Llewellyn decides to enter a contest for which

he has designed a bungalow, he learns from Chauncey Garnett

that Lucy is planning to marry a man considerably older

than she. He is-stunned and resentful but does not be-

grudge Lucy her happiness. And when he wins the contest

and sees his bungalow constructed, he realizes that he

has designed the house for the two of them, that his design

is the embodiment of their well-intentioned love. "Poor

children--he looked back on them both, himself as well

as her, from a great distance. Little wonder their love

had made a faint, frail effort, a gesture, and then, un-

prepared for the oppression of those stifling walls, starved

quickly to death" (p. 234). Suddenly he wishes to have her

back with him and decides that he cannot let her marry

another man. Yet despite the misery that both have under-

gone, they are reconciled by the realization of their love

and the knowledge that they are going to have a child.
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Thus, although Lucy is initially unprepared for marriage,

she ultimately matures as a result of her marriage and does

escape the last grasp of childhood.

The inevitable changes that arise in passing from one

stage of life to another are further exhibited in "Basil

and Cleopatra" (1928). When Basil Duke Lee first meets

Erminie Gilbert Labouisse Bibble, he is perplexed by the

effect she has upon his life. "Wherever she was, became,

a beautiful and enchanted place to Basil, but he did not

think of it that way. He thought the fascination was in-

herent in the locality, and long afterward a commonplace

street or the mere name of a city would exude a peculiar

glow, a sustained sound, that'struck his soul alert with

delight. In her presence he was too absorbed to notice

his surroundings; so that her absence never made them empty,

but, rather, sent him seeking for her through haunted rooms

and gardens that he had never really seen before." 3 The

Minnie Bibble in this story is different from the one he

visited in St. Paul several years before. The younger

Minnie seen in "Forging Ahead" had had time and attention

for Basil Duke Lee. The present, more mature Minnie now

has her eyes trained on a tall Southerner, Littleboy La

Moyne, who appears to fit so well in her Mobile environment,

Basil would prefer to believe that time has not changed

any significant part of Minnie's personality, for he fears
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that she may have changed her feelings for him, Since he

has come to see her so that they can share the Yale-

Princeton activities together, he wants to believe that

there is something solid in their relationship but rather

than receiving reassurance, he grows increasingly appre-

hensive of a growing elusiveness. She no longer seems a

reality but a legend. Suddenly, "for the first time in his

life he wanted passionately to be older, less impression-

able, less impressed. Quivering at every scent, sigh, or

tune, he wanted to be blas6 and calm. Wretchedly he felt

the whole world of beauty pour down upon him like moonlight,

pressing on him, making his breath now sighing, now short,

as he wallowed helplessly in a superabundance of youth for

which a hundred adults present would have given years of

life" (p. 55). The longer that Basil is in Minnie's com-

pany, the more he realizes that she has come to associate

him with the young set, with the time in her past when she

herself was young and immature. Now her dreams comprise new

and different ideals, and the form of Littleboy La Moyne

seems more an inherent part of those notions than her old

friend Basil.

At the party following the Yale-Princeton game, Basil

realizes that he must finally relinquish his hope for a

relationship that will never be. "He wanted to put his

arm around her and tell her that she was the most romantic
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person in the world, but he saw in her eyes that she

scarcely perceived him; he was a lay figure--she might

have been talking to another girl. . . . There was nothing

left except to escape with his pride" (p. 68). Although

he perceives that she has gone somewhere without him, that

he has somehow been left behind, it is still difficult for

him to realize that Minnie is now searching for qualities

that she does not find in him. He feels the need to get

out and so steps onto the veranda. "There was a flurry

of premature snow in the air and the stars looked cold.

Staring up at them he saw that they were his stars as al-

ways--symbols of ambition, struggle and glory. The wind

blew through them, trumpeting that high white note for which

he always listened, and the thin-blown clouds, stripped for

battle, passed in review. The scene was of an unparalleled

brightness and magnificence, and only the practiced eye of

the commander saw that one star was no longer there"

(p. 69).

Just as the theme of elusiveness is the prominent

characteristic of the second stage of writing, the passage

of time is an equally powerful theme in the third. In

"The Last of the Belles" (1929), Andy becomes infatuated

with a Georgia belle named Ailie Calhoun while serving in

the National Guard Division. Yet, at this time, he is not

aware of the strange, irrevocable changes that will take
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place in the following six years, In introducing Ailie,

Fitzgerald carefully typifies her as a female figure who

knows only how to have a good time, whose natural tendency

is to cause a ripple in the life of each suitor who comes

her way. Six years later, however, when all of the soldiers

who once came have long since gone, she emerges as a leg-

endary figure, one, who as Andy recounts, is "scarcely more

than a name on a Christmas card; something that blew a

little in my mind on warm nights when I remembered the

magnolia flowers."4

Although certain changes have taken place in Andy's

life the past six years, he still feels a keen attraction

toward her, a feeling that, unlike others, has not faded

completely with time. After seeing a girl who reminds him

of Ailie and those warm, dusky evenings in Tarleton, he

knows that he must return and see her once more. He spends

three days in her hometown and notes that she is still

most attractive. Yet a marked change is obvious, and Andy

notes that "she had a different line. The modulations of

pride, the vocal hints that she knew the secrets of a

brighter, finer antebellum day, were gone from her voice;

there was no time for them now as it rambled on in the half-

laughing, half-desperate banter of the South. And every-

thing was swept into this banter in order to make it go on

and leave no time for thinking--the present, the future,
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herself, me" (p. 251), Even though Andy is aware that a

different generation has come to dominate the dances, Ailie

seems to have made a deliberate effort to be a part of the

new tempo. As Andy observes, "Possibly she had perceived

that in her initial longing to escape from Tarleton's

provincialism she had been walking alone, following a

generation which was doomed to have no successors. Just

where she lost the battle, waged behind the white pillars

of her veranda, I don't know. But she had guessed wrong,

missed out somewhere. Her wild animation, which even now

called enough men around her to rival the entourage of the

youngest and freshest, was an admission of defeat"

(p. 252).

Andy's plan, in returning to Georgia, is to ask Ailie

to marry him. But he quickly discovers that she regards

him only as a friend, that she plans to marry someone the

next month. Her animation is trickling out; she is growing

too old for such pretenses and growing more aware of the

fact that she is playing an antebellum role in modern times,

Andy then asks her to ride out to the site where his camp

once stood and he moves around "looking for my youth in

a clapboard or a strip of roofing or a rusty tomato can"

(p. 253). He searches for concrete reminders of his mem-

orable past, hoping that they will ally themselves with

his dream-like memories. Yet nothing appears to bear much
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resemblance to what once was so fresh to him, "All I could

be sure of was this place that had once been full of life

and effort was gone, as if it had never existed, and that

in a month Ailie would be gone, and the South would be empty

for me forever" (p. 253).

In "The Rough Crossing" (1929), the two female figures

play equally dominant roles, each representing a different

kind of protagonist. The Adrian Smith family is aboard a

ship traveling to France. The head of the household, an

attractive man of thirty-one, has achieved recent fame as

a playwright. His wife Eva, equally attractive and ap-

pealing, has resolved to isolate her husband and herself

from the dreary outside world and revel in the beauty of

their relationship. Although she wants to believe that

marriage to Adrian has provided her with all of her needs,

her words and actions imply that security is lacking.

Thus, when her husband begins to pay attention to a pretty

eighteen-year-old admirer of his aboard the ship, Eva is

convinced Adrian feels threatened by the length and commit-

ment of their marriage and is certain that he prefers the

younger set" on board to her company.

In truth, Adrian is flattered by the attention he

receives from Betsy D'Amido and becomes simultaneously

confused and guilty when he finds himself returning her

meaningful glances.. During a hurricane, in which the ship
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is violently tossed, Eva becomes ill and confines herself

to their cabin. Adrian spends the evening with Betsy and

when she asks him to kiss her, he hesitantly responds, "He

could not remember when anything had felt so young and fresh

as her lips, The rain lay, like tears shed for him, upon

the softly shining porcelain cheeks. She was all new and

immaculate, and her eyes were wild," 5 Betsy D'Amido, who

maintains that she has been in love with him since viewing

a rehearsal of his play some time before, is not concerned

with conventional procedures. She willingly plays the role

of aggressor and is intent upon gaining as much happiness

as possible while they are on the ship together. Unlike

her predecessors, she does not care for courtships and

lines of suitors. She longs for purpose and meaning in

her involvement, even if it is short-lived.

Although Eva Smith has a similar yearning, hers is

more a desire not to disrupt an idyllic concept of marriage,

She does not care for the pace of the younger generation;

it confuses- her because she is not a part of it, There-

fore, she comes to resent her husband's friendship with

Miss D'Amido because it poses a threat to her security.

Adrian, in the meantime, is caught up in the wonder of the

girl's infatuation with him. It appears to him that "her

youth seemed to flow into him, bearing him up into a deli-

cate, romantic ecstasy that transcended passion. He
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couldn't relinquish it; he had discovered something that he

thought was lost with his own youth forever, As he walked

along the passage he knew that he had stopped thinking,

no longer dared to think" (p. 264). All of this tumult

surrounding these three characters takes place in the con-

fusion of the storm and the approaching hurricane. The

hurricane itself seems to bring an element of sense into

their present situations, and the end of the storm returns

them to peace and tranquility. In the end, all three seem

to silently decide to forget what has happened, for Betsy

D'Amido, after exchanging pleasantries with the Adrian

Smiths, "passed gracefully along the corridor and out of

their life" (p. 270). Thus, life will continue as before,

with the implication that nothing has really been lost or

gained,

What Fitzgerald achieved in this third phase is a

more realistic portrayal of the dominant female figure and

a successful delineation of the changes that have molded

her new personality. Previously, he had concentrated upon

a narrow slice, a particular pattern within her personality.

In this group of stories, however, Fitzgerald creates a

history of the individual. By supplying detailed incidents

of her past, focusing upon her present, and speculating on

her future, he can reveal the events in her life leading

to the transformation of her values. As the social climate
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changed, as Fitzgerald himself matured, his heroines, too,

had to make adjustments. Progression often appears subtle,

as in "The Adolescent Marriage"; yet it is still discern-

ible. It is, in fact, as recognizable as those more blatant

occurrences of change that appear in "The Last of the

Belles," At this point in Fitzgerald's fiction, the trend

in values is moving away from the lure of illusion toward

a more concrete sense of reality. This direction of move-

ment was inevitable, for not only was America giving way to

this tendency, but Fitzgerald found that he was yielding

to it, also.
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CHAPTER V

THE AFTERMATH: 1930-1941

The advent of the thirties brings change and upheaval

into the American social and economic structure and signals

the conclusion of the illustrious Jazz Age. As long as the

stock market was booming, Americans could afford to revel

in their fantasies during the first nine years of the Jazz

Age. With the Crash in 1929, however, these same enthusi-

asts discovered that the foundation of their happiness and

good times was only as stable as the era responsible for

their existence. Suddenly, people found themselves awak-

ening to a new world. Bathtub gin and speakeasies were

soon to become symbols of a glorious time and they were

relegated to memories. Even Fitzgerald, the idealist of

the Twenties, felt the immediacy of change and realized

that hard times were ahead. Yet, rather than choosing to

escape the inevitable reality facing the American economy

and, consequently, American society, Fitzgerald decided

to plunge into the new decade and meet the challenges in-

stead, His heroines also undergo change and rise to the

new challenges. Now, more than ever before, the dominant

female figure is compelled to look ahead and contemplate

what the future might hold for her. Just as the flapper
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girl was preoccupied with the present and ambivalent toward

the future and her successor was beginning to sense that

the glamour, once so vital to the success of the period,

had nothing of permanence to offer, so does the female

figure of Fitzgerald's late fiction reach a fuller under-

standing of the reality with which she must live.

Therefore, the characters in the fiction of the Thir-

ties continue to be a mirrored reflection of the maturing

Fitzgerald. Moreover, during this decade an unexpected

yet distinct aura of optimism pervades the seemingly tragic

scene. The heroines are not the carefree types who thrive

upon whims, popularity, and dreams of security; instead,

they emerge from their development the strongest, the most

independent, naturally the most realistic, and strangely

enough, the most content. Their lives are not without

trials, but these tests of endurance provide the ultimate

strength. Self-fulfillment, the preoccupation of the

earlier characters, is replaced by a sense of survival

necessary to surmount the difficult times. In these last

stories, then, Fitzgerald places his female figures in the

midst of the problems of the 1930's and permits them to

somehow overcome the strifes that appear inherent in living

during this period. Perhaps Fitzgerald was personally echo-

ing his own triumph--his acceptance of reality--for the
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emotional impact, not as prominent in the earlier stages,

seems to culminate at this point in his writing,

For the first time in the delineation of the various

stages of the female protagonist, Fitzgerald presents a

young, hopeful seventeen-year-old girl who is ultimately

stripped of the idealism associated with youth. In "A

Woman With a Past" (1930), Josephine Perry is a boarding

school girl about to attend her first big dance at Yale.

Upon being introduced to Dudley Knowleton, a popular young

man on the Yale campus, she immediately becomes infatuated

with him. Although she is aware of the serious relation-

ship between Dudley and her schoolmate Adele Craw, "the

president to the senior class and the school's ideal girl,"

she nevertheless wants to pursue someone who is challenging.

Arriving at New Haven, she is unimpressed with what she

finds: " . . . the men they passed seemed young and rather

bored with the possibilities of the day, glad of anything

to stare at; seemed undynamic and purposeless against the

background of bare elms, lakes of dirty snow and buildings

crowded together tinder the February sky. A wisp of hope,

a well-turned-out derby-crowned man, hurrying with stick and

suitcase toward the station, caught her attention, but his

reciprocal glance was too startled, too ingenuous.

Josephine wondered at the extent of her own disillusion-

ment" (p, 364).



81

Priding herself on her unconventional behavior, for

she has "kissed a lot of boys and got a reputation for a

speed and raised the deuce" (p. 379), Josephine is confident

that she will be able to stir up some interest in Dudley;

she considers Adele rather dull and is certain that Dudley

will soon prefer her excitement to Adele's complacency.

Her coquetry, however, does not win her the man of her

dreams, He is kind and gentle with her but does not con-

sider her especially fascinating. Later, when Josephine

returns to school and receives casual, newsy letters

from him, she regards her feelings for him differently.

"Life, she saw now, was a serious matter, and in the

modest darkness a line of a novel ceaselessly recurred to

her: 'He is a man fit to be the father of my children. '

What were the seductive graces, the fast lines of a hundred

parlor snakes compared to such realities. One couldn't go

on forever kissing comparative strangers behind half-closed

doors" (p. 374).

After an unfortunate incident in which Miss Brereton,

headmistress of the girls' school, mistakenly believes that,
rather than stumbling and falling into her visiting nephew's

arms Josephine threw herself into them, Josephine leaves

the school. She travels to Hot Springs with her mother

and sees Dudley again. Once more she tries to win his

affections, and once more she fails. She "realized with a
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shock that for the first time in her life, she had tried

for a man and failed. But, save in the very young, only

love begets love, and from the moment that Josephine had

perceived that his interest in her was merely kindness she

realized that the wound was not in her heart but in her

pride. She would forget him quickly, but she would never

forget what she had learned from him. There were two kinds

of men, those you played with and those you might marry"

(p, 379), Thus, Josephine learns to leave illusion behind

and face reality, realizing that the latter contains the

true definition of love--the former only hints at it. "One

mustn't run through people, and for the sake of a romantic

half-hour, trade a possibility that might develop--quite

seriously--later, at the proper time. She did not know that

this was the first mature thought that she had ever had in

her life, but it was" (p. 380).

The notion that wealth does not necessarily provide

ultimate happiness is noteworthy in "The Bridal Party"

(1930). Michael Curly "had met Caroline Dandy when she

was seventeen, possessed her young heart all through her

first season in New York, and then lost her, slowly,

tragically, uselessly, because he had no money and could

make no money; because, with all the energy and goodwill

in the world, he could not find himself; because, loving

him still, Caroline had lost faith and begun to see him as
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something pathetic, futile, and shabby, outside the great,

shining stream of life toward which she was inevitably

drawn," 2 Now, some years later, Michael receives a tele-

gram from Caroline which announces her forthcoming marriage

to Hamilton Rutherford, a man both wealthy and confident,

Convinced that Hamilton has won out because of his financial

superiority, Michael begins to wonder what kind of chance

genuine love has in a world still somewhat preoccupied with

materialism. Then, a week away from the wedding, he learns

that with his grandfather's death he has inherited a quarter

of a million dollars. He knows that he must act quickly,

but he hopes that he can change Caroline's mind before it

is too late. He recalls the look she gave him when he saw

her earlier with her fiance, "the look that seemed to say,

'Oh, why couldn't you have done something about it? Why

couldn't you have been stronger, made me marry you? Don't

you know how sad I am?'" (pp. 273-4).

He underestimates Caroline, however, At the same time

that she learns of Michael's newly acquired fortune, she

learns of Hamilton's immense loss in the stock market,

With a choice before her, she turns toward Hamilton and

away from Michael. Knowing that Hamilton will have to

start over, she is nonetheless certain of her allegiance,

"'Oh, darling,' she cried, 'What does it matter! It's

better; I like it better, honestly I do! I want to start
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that way; I want to! Oh, please don't worty or be sad

even for a minute"' (p. 282), Caroline has merely fallen

in love again; only this time an older, more mature Caroline

places integrity above wealth. She hurts the man who was

once the object of her love, in her acquisition of new

priorities, but it is a necessary sacrifice. Michael, who

has recognized all along that the glittering world of the

wealthy actually constitutes very little, has lost once

again; but perhaps his, too, is a worthy sacrifice since

Caroline is happy.

* '.he realized with a start that he hadn't really
thought of Caroline for hours. He looked above him
with a sort of alarm, and then he saw her across the
room, very bright and young, and radiantly happy.
He saw Rutherford near her, looking at her as if
he could never look long enough, and as Michael
watched them they seemed to recede as he had wished
them to do that day in The Rue de Castiglione--recede
and fade off into joys and griefs of their own, into
the years that would take the toll of Rutherford's
fine pride and Caroline's young, moving beauty;
fade far away, so that now he could scarcely see
them, as if they were shrouded in something as
misty as her white, billowing dress (p. 286).

"Babylon Revisited" (1931) is most representative

of Fitzgerald's attitude toward a disillusionment with

the past. Charlie Wales, a man once affluent in the flam-

boyant Twenties, finds that he is altogether a different

person in the Thirties. He now wants to bar from his

memory all of the painful incidents that occurred at the

close of the previous decade: the death of his wife, for

which his sister-in-law holds him responsible, the Crash,
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in which he lost everything, and his subsequent bout with

alcoholism. He returns to Paris, the Babylon that has lost

its splendor, to obtain legal guardianship of his daughter

once again. He realizes that his sister-in-law, Marion

Peters, has an antipathy toward him; after his wife's death,

when he had his breakdown and committed himself to a sani-

tarium, Marion took custody of his daughter Honoria. But

now Charlie knows that he is going to be all right. He

takes only one cocktail each afternoon and, more impor-

tantly, he has created a new set of values for himself.

He recalls his past, when he tossed thousand-franc notes

about as if they were nothing. He realizes that they "had

been given, even the most wildly squandered sum, as an

offering to destiny that he might not remember the things

most worth remembering, the things that now he would always

remember--his child taken from his control, his wife es-

caped to a grave in Vermont." Now "he believed in charac-

ter; he wanted to jump back a whole generation and trust

in character again as the eternally valuable element.

Everything else wore out" (p. 388).

Marion Peters, on the other hand, cannot seem to

forget her distaste for the Twenties. Unlike the flapper

girl, she is responsible and sensible. Because she pos-

sesses a rather definite moral code, she cannot tolerate

the memories that recall the looseness and the wild,
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irresponsible manners of the Twenties. Such memories only

serve as reminders of her sister Helen and the ways in

which the Jazz Age brought about Helen's ruin. Moreover,

in Marion' s eyes Charlie has become the symbol of the dec-

adence and degeneration of that era, and she continues

to hold him responsible for the general destruction of

which Helen was a victim. Although she, too, is a strong

believer in integrity, she overlooks the fact that Charlie

is struggling to make everything right, that he has

put behind him his reckless past and is ready to begin

anew, Marion is. unable to view him as a fit father because

she is afraid that he will become weak again. But Charlie

has changed with the times; he has adopted many of Marion's

values, yet she does not appear to notice his effort,

Just as he convinces Marion that Honoria will be safe

and happy with him, two friends from his former days

appear. Marion's disillusionment with the past is re-

awakened, and she ultimately refuses to relinquish the

guardianship. Yet, instead of sinking into total des-

pondency, Charlie strengthens himself. "He would come

back someday; they couldn't make him pay forever. But

he wanted his child, and nothing was much good now, beside

that fact. He wasn't young any more, with a lot of nice

thoughts and dreams to have by himself. He was absolutely

sure Helen wouldn't have wanted him to be so alone" (p. 402).
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The realization that sacrifice is a part of realistic

awareness often accompanies the change in values. In "More

Than Just a House" (1933), the dominant female figure learns

that sacrifice, while a struggle, is nevertheless a reward

in the end. When Lew Lowrie saves Amanda Gunther from

being struck by a donkey engine in 1925, he has no idea

how his future friendship with the Gunther family will

affect his life. Although fascinated by the peculiar Mary-

land family, Lew is almost more intrigued by the disinte-

grating yet noble family mansion. He becomes infatuated

with Amanda, but she discourages his attentions. Of all

the family members--the parents, Amanda, her sister Jean,

and her younger sister Bess--the last is the friendliest

and most genuine, but Lew is attracted only to Amanda and

she has rejected him. Four years later he pays another

visit to the Gunther mansion, only to find that many

changes have taken place. The mother has died, the father

is senile, Amanda has married, Jean has become bored and

restless, and Bess is too old for her years, This time

Lew makes an attempt to woo Jean, but he is unsuccessful,

She cannot answer his need for security any more than he

can respond to her need for excitement. While he is

staying there, news arrives that Amanda has died in child-

birth, At first Lew is deeply affected by her death; then

he realizes that he never loved her. As he observes further
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decay of the Southern home, brought about by an obvious

desire to keep it unchanged, Lew feels that nothing about

the family makes sense to him anymore. "'It's degenerate

business,' he decided--'all this hanging on to the past.

I've been wrong. Some of us are going ahead, and these

people and the roof over them are just push-overs for it.

I'll be glad to leave it for good and get back to something

fresh and new and clean in Wall Street tomorrow. "'

Then, in 1933 business takes Lew to Baltimore and

he decides to drive out and see the old home. First, how-

ever, he sees Bess riding her horse. She informs him that

her father has died, Jean has married, and she herself

plans to marry the following week. Not until Lew learns

from a store clerk that the Gunther house and furniture

have been mortgaged, does he realize why Bess has lied

to him about her plans. Unlike her sisters, she does

not have the personality of a coquette; she wants him to

help her, but her conscience and pride will not permit her

to lure him. When Lew goes to see her, he is amazed not

so much by the forlorn state of the house as by its lin-

gering sense of nobility. Bess, who always cared about

the house, was caring for it still. Although too many of

her young years had been given to keeping the house alive,

Bess does not regret the sacrifice. Furthermore, although

Lew has sensed all along that the mansion was more than just
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a house, he suddenly recognizes why--it is Bess that he is

meant to love after all, the girl who told him years before

that she "had the makings of Cinderella" (p. 34). He asks

her to marry him and she accepts, aware of the fact that

she is the embodiment of the permanence and stability that

have repeatedly drawn Lew back to the mansion, When they

leave the house for the last time, Lew looks around and

observes the surroundings.

It was a bright sunset--the creep of the rosy
light that played across the blue fenders of the car
and across their crazily happy faces moved across
the house too--across the paralyzed door of the
ice house, the rusting tin gutters, the loose-swinging
shutter, the cracked cement of the front walk, the
burned place of last year's rubbish back of the tennis
court. Whatever its further history, the whole human
effort of collaboration was done now. The purpose
of the house was achieved--finished and folded--it was
an effort toward some commonwealth, an effort difficult
to estimate, so closely does it press upon us still
(p. 34).

Sacrifice takes another form in "No Flowers" (1934),

For Marjorie Clark, the old social ideas still hold an

attraction. Having grown up with both her grandmother's

and mother's accounts of a university social life, Marjorie

somehow expects to experience the same type of life. Yet

she is disappointed when she discovers that her introduction

to the prom world at the age of eighteen takes place in

the "tin age" rather than a glamorous era. "What a break--

to grow up into the middle of hard times, when all the

luxury and revelry was subdued and everybody was
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economizing--economizing even on proms. Imagine!"' Soon

after her arrival at the university, she wanders into "The

Engagement Room," a famous parlor haunted by old love

affairs. Not only does she fantasize about the appearance

of the room during her grandmother's and mother's times,

but she is also enraptured by the glamour and excitement

suggested by her favorite stories and longs to share the

same exhilaration.

At first Marjorie is horrified by the curtailment of

luxuries; only one band has been hired to play and no

corsages are allowed. Yet, despite these disappointments,

she discovers just how much an example of her own times

she has become and how differently she would probably

have reacted to the same news years before, She soon

realizes that her expectations are more realistic than

she previously imagined. When her escort, Billy Johns, has

a problem with finding a suit of clothes to wear, Marjorie

is at first indignant at the possibility of not attending

the prom, After learning that Billy has helped himself to

a suit that really belongs to a freshman, Marjorie feels

that her small world will remain intact after all, Later,

however, she overhears a young rural couple deplore a recent

misfortune--the young man has discovered that his suit is

gone and thus he cannot attend the dance. As Marjorie

observes the overdressed girl who, though disappointed, is
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pacifying her escort, she is touched by their inexperience.

Deciding that the couple's enjoyment would bring her greater

satisfaction than exquisite flowers, a dashing escort, and

six bands to listen to, she asks Billy to return the suit

to its rightful owner. "Marjorie had almost succeeded in

forgetting the prom now; there was only this man [Billy

Johns] with his proud poverty, his defiant gayety. Just

as she had always respected her grandmother of the gilded

age as being less insulated than her mother of the golden

age, so she felt new communications of noblesse oblige in

this tin age of struggle that her mother would not have

understood. Marjorie had come to the university with no

illusions; she left with none acquired. But she knew

pretty certainly that she loved this man, and some day she

would marry him" (p. 60). Billy does manage to acquire a

suit at midnight and Marjorie is able to attend the prom

after all. But she has learned to replace disappointment

with respect and has achieved acceptance of the decade's

hardships.

For Mary, of "Design in Plaster" (1939), possessing

a realistic attitude does not always make much sense.

Four months after she and her husband Martin, a chief

electrical engineer at a movie studio, separate, he falls

thirty feet and is immobilized with a dislocated arm.

After he is taken to his home to convalesce, Mary visits
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him daily and they soon discover that the accident has

brought them closer. Although they have mutually agreed

not to ask each other about their new social lives, Martin,

due to his present disability, becomes curious as to how

Mary spends her time when she is not visiting him. He is

aware that she frequently sees a Frenchman named Joris and

his wife, but he fears that Mary's feelings for Joris extend

beyond friendship and is also worried that Joris may be

reciprocating. One evening when he tries to phone Mary

and continually receives a busy signal, he becomes jealous

and decides to go to her house. While Mary is talking to

Joris on the phone, Martin is climbing the first flight of

stairs to her house; and at approximately the time that she

tells Joris that she is too tired for visitors, Martin trips

and breaks his shoulder. After Mary finds him and calls

an ambulance, she is afraid to wait alone and calls Joris.

She then repeatedly ponders Martin's decision to make the

trip alone when he knew that he was not supposed to be

active, until Joris answers for her--jealousy.

"That was it," Mary said bitterly. "We were to
be free--only I wasn't free. Only free to sneak about
behind his back."

She was free now, though, free as air, And later,
when he [Joris] said he wouldn't go just yet, but would
sit in the living room reading until she quieted down,
Mary went into her room with her head clear as morning.
After she undressed for the second time that night she
stayed for a few minutes before the mirror arranging
her hair and keeping her mind free of all thoughts
about Martin except that he was sleeping and at the
moment felt no pain.6



Upon realizing that she has been bound by her love for
Martin and thus has been unable to extricate herself from

their relationship, Mary now recognizes that Martin's

jealousy has enlarged the gulf between them, that she
can now use this threat of jealousy as a justification for
the freedom she has previously denied herself.

Occasionally the awareness of reality causes the
dominant female figure to become distant and almost harsh.
When Donald Plant of "Three Hours Between Planes" (1940)
discovers that he has a layover at the airport, he decides
to call a childhood sweetheart, Nancy Holmes. In the twenty
years since they have seen one another, she has married
Walter Gifford, whom she suspects of infidelity, and Donald
was married six years before his wife died, During their
reminiscing, Donald informs her that she has never left
his memory, "'Nancy, whenever I talked to my wife about
the past, I told her you were the girl I loved almost as
much as I loved her. But I think that I really loved you
just as much. When we moved out of town, I carried you
like a cannonball in my insides. '"' Nancy reacts to his
admission with visible pleasure. "'Oh, this is such fun,'
she said. 'Such fun that you're so nice, that you remember
me so--beautifully. Let me tell you--I wish I'd known it
then! After you'd gone I hated you"' (p. 467). Her
yearning to recapture those particular golden moments of
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her youth and coquetry is a device to obscure the present,

for she cannot find any pleasure in her life now,

The enjoyable reminiscing is spoiled, however, by the

dawning of a misunderstanding. As they look at old photo-

graphs, Nancy suddenly points to a little boy in shorts and

shows him to Donald. "For a moment Donald failed to recog-

nize himself in the photo--then, bending closer--he failed

utterly to recognize himself" (p. 467). Nancy has confused

him with Donald Bowers, and with this embarrassing discovery

Donald realizes that twenty years earlier a ten-year-old

girl had thrown him over for another little boy, and he

has lived in ignoranceof that-knowledge for two decades.

Still, he wants to bridge the gulf that is now between them,

brush aside all male threats, and claim her for himself

once again, But with the recognition of her mistake, Nancy

feels the past fade away and realizes that an ever present

reality surrounds her, stark and inescapable. When she

turns and asks Donald to leave, there is only cool detach-

ment in her words and movements; not a trace of the earlier

warmth even lingers in the room. Indignant, Donald observes

that she does not seem to recall him at all. Distantly

she replies, "'I do. I remember you too . . . But it was

all so long ago.' Her voice grew hard again. 'The taxi

number is Crestwood 8484'" (p. 468),
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As in the earlier fiction, Fitzgerald often contrasts

two female figures to show the progression of the new form

of the heroine more strongly. In "The Woman from Twenty-

One" (1941), Raymond Torrence, a celebrated writer, and

his Javanese wife Elizabeth have come to New York to see

his publishers. Since this occasion marks Elizabeth's

first trip to America, Ray wants her to experience as much

of the culture as possible and thus decides to take her

to one of William Saroyan's plays. Soon after the produc-

tion begins, a woman and her escort arrive and take seats

next to Ray. The woman clearly demonstrates that she has

no interest in the theatre and would like to return to the

Twenty-One Club. She creates such a scene that she dis-

turbs everyone around her. When Ray finally says "please"

to her, she turns on him with fury. As he stares at her,

he is amazed. "These were the unmistakable eyes of Mrs.

Richbitch, that leftist creation as devoid of nuance as

Mrs. Jiggs. As they burned with scalding ignorance--the

very eyes of the Russian lady who let her coachman freeze

outside while she wept at poverty in a play--at this moment

Ray recognized a girl with whom he had played Run Sheep

Run in Pittsburgh twenty years ago."'

Although Ray is terribly irked by the woman's behavior,

Elizabeth, who is both sensitive and intelligent, pities

her; she realizes that the woman is unaware that the times



have changed and that she is making an idiot of herself,

"But the effect upon Ray had been profound. It made him

remember why he had left New York in the first place. This
woman was what everything was for. She should have been
humble, not awful" (p. 164), Suddenly Ray decides to return
to Java, He realizes that Elizabeth "would be a little
disappointed at not seeing any more plays and not going
to Palm Beach, and wouldn't like having to pack so late
at night. But in a silently communicable way she would
understand. In a sense she would be glad. She even sensed
that it was the children Ray was running to--to save them
and shield them from all the walking dead. . , , When they
went back to their seats for the third act the party from
Twenty-One were no longer there--nor did they come in later,
It had clearly been another game of Run Sheep Run" (p. 164).

Elizabeth, then, of "The Woman from Twenty-One,1"

emerges as Fitzgerald's final concept of the female figure,
She contains the very qualities that he seemed to cling to
during the last decade of his life--particularly his last
four or five years: a synthesis of softness, wisdom, and
practicality, The first few stories of this last period
demonstrate his shifting from the self-centered personality
toward this new woman for whom he had increasing respect,
Until the last story, each female figure, in an effort to
accept more realistic aspects of life, reveals at least
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one of these inclinations that Fitzgerald established in

his new and final concept of the female personality. More-

over, the quality that tends to unite these figures is

practicality. Neither Marion of "Babylon Revisited" nor

Mary of "Design in Plaster" possesses softness, and the

others possess no outstanding degree of wisdom. But all

appear more practical and logical than the female figures

before them. Although a considerably shorter story than

most of the others and certainly not as well written as

some, "The Woman from Twenty-One" is nevertheless a fitting

choice for the close of this study, in that Elizabeth Tor-

rence is the embodiment of the mature Fitzgerald's ideal.

Inasmuch as his search for the ideal type in the 1920's

was never attained, Fitzgerald saved himself from a similar

disillusionment during the last decade by discovering

meaning in the real and concrete values, searching for

an ideal woman to complement those standards and qualities,

and at last finding a type that would harmonize with his

realistic perspective.
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CHAPTER VI

THE STORIES: THEIR RELEVANCE AND WORTH

The dual aspects of Fitzgerald's personality--his

idealistic nature and his acceptance of the real and the

mundane--never truly fused harmoniously. As with so very

many of his heroes, Fitzgerald continued his search for

that "something" that could not be named, even while he

was surrounded by disillusionment. Throughout his writing,

he suggests which qualities compose the dream, not only

for the benefit of his readers but for his own, as well.

These implications, present even in the earliest stories--

although in a more roughly expressed form--culminate in

what has been heralded as his best novel, The Great Gatsby

(1925). Through the novel's protagonist, Jay Gatsby,

Fitzgerald acknowledges that wealth certainly plays a strong

role in the fulfillment of the yearning and that beauty,

too, seems essential for its completion, but that glamour

is not the whole of the answer or solution. At the end

of the novel, Nick Carraway thinks "of Gatsby's wonder when

he first picked out the green light at the end of Daisy's

dock, He had come a long way to this blue lawn, and his

dream must have seemed so close that he could hardly fail

to grasp it. . . . Gatsby believed in the green light,
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the orgiastic future that year by year recedes before

us,"i Whatever it is that exceeds Gatsby's grasp, he

almost comes face to face with it, this longing that is

"commensurate to his capacity for wonder" (p. 182), The

fact that Fitzgerald was never able to define this per-

sistent desire for himself made him unable to define it

for his characters. Their frustration is an echo of his

own until he reached the point where he realized that he

could derive greater security from concrete certainties

than from elusive marvels. Charlie Wales of "Babylon

Revisited" comes closest to determining the missing link

in unfulfilled yearnings with his newly acquired reverence

for character.

The era of the 1920's was not the only period in

history when individuals grabbed hold of the fervor of

the times and stood in awe of their own fantasies. Yet it

was the time that Fitzgerald knew and understood best.

And because he was the chronicler of the Jazz Age, because

he was such a concise and careful recorder of the events

within the decade, his increasing significance is all the

more comprehensible. While his resurgence may be explained,

in part, by a natural, augmented curiosity that tends to

follow the death of a notable person, it certainly is not

the whole reason for his resurrection. Since the tumult

of the 1920's clearly parallels the confusion of the 1960's,
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it seems only natural that people should gravitate toward

the writing of Fitzgerald, sensing its relevance to more

recent times. Although many of the props were different-

marijuana and LSD replaced wood alcohol and speakeasies

became communal hang-outs--chaos was still the underlying

current for both eras. In addition, the sobering Thirties,

with its disinclination toward flamboyance, is a familiar

echo of our present epoch, in which the emphasis has been

placed upon a stabilization of the economy and replacing

the previous false flamboyance with a tone of moderation,

Fitzgerald can perhaps be more clearly understood

now, for Americans are in a better position to comprehend

and recognize the authenticity of his experience. The

intervening years seem not so much a gulf as a slight

degree of deviation separating four decades of history,

With his short stories acting as a catalogue in his effort

to describe and account for what he saw, the authenticity

of his experience becomes all the more apparent. The

significance of this great body of work does not lie in

its lack of worth, in the fact that they were produced in
abundance; such an evaluation intimates that quantity pre-

cludes the existence of quality. On the contrary, because
Fitzgerald did produce a plentiful amount of short fiction,
his contribution to literature has been a considerable one,
both in substance and in number. His four complete novels
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and his last unfinished one do not nearly provide the wealth

of information concerning his life and his times in and of

themselves. The stories are the fragments that made the

longer works possible. Without them, the grand scope of

Fitzgerald's work would be incomplete.

The disregard for this genre of his writing is a

puzzle, Jackson Bryer, in an essay on Fitzgerald studies,

notes that "the most unfairly neglected subject in Fitz-

gerald studies is the short stories."2  Although conven-

tional criticism implies that the short stories are tan-

gential to the novels, careful analysis proves otherwise.

These short fictional pieces do not assume a subordinate

position at all; they make valuable contributions to the

whole of Fitzgerald's writing in many ways: they reflect

his responses to the times; they reveal the growth process

of his artistic ability, demonstrating a greater complexity

in structure and theme as well as a more careful and prac-

ticed delineation of character; and finally, they bring

to view the stages of Fitzgerald's development as an indi-

vidual, focusing upon his personal, changing attitudes,
and thus making a detailed study of the evolution of the

Fitzgerald heroine possible.

Moreover, whatever value is attributed to the stories

is primarily confined to their success as rough drafts for
Fitzgerald's future novels. This notion has frequently
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been applied to such stories as "Winter Dreams," a work

which critics seem to esteem only as a precursor of The

Great Gatsby, the novel that followed three years later,

Too, such stories as "The Ice Palace" and "The Rich Boy"
are inclined to receive more critical acclaim than lesser

known stories because they tend to reflect major themes

in Fitzgerald's writing and are therefore considered

significant, Studies of the novels are plentiful as well
as beneficial in understanding the man behind the endeavor.
Yet the short stories say much more, since they chronicle
the thoughts of F. Scott Fitzgerald for three decades

with the precision and diligence of a scribe who, simply
and unpretentiously, wanted merely to capture the meaning
of the moment.
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