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INTRODUCTION 

The novels of F. Scott Fitzgerald include a variety 

of settings, ranging from the estates of the rich in Lake 

Geneva, Wisconsin, and Long Island, New York, to the world 

of American expatriates on the French Riviera, to the 

fairyland atmosphere of Hollywood. In each of his five 

novels settings include gardens whose descriptions are full 

of distinctive and meaningful imagery related to the idea 

of paradise. In This Side of Paradise (1920), young 

Amory Blaine encounters a number of females, most notably 

his mother, in garden scenes reminiscent of the temptation 

in the Garden of Eden. In The Beautiful and Damned (1922), 

various characters dream of an innocent paradise in which 

they, l~ke children, can find protection and shelter from 

the adult world. In The Great Gatsby (1925), Jay Gatsby 

performs priestly rites in order to regain a paradise that 

he had never really had. His attempt ends in his destruc

tion. In Tender Is the Night (1933), Dick Diver is 

destroyed by the seductions of his wife Nicole's garden, a 

paradise which is ultimately a trap. Finally, in The Last 

Tycoon: An Unfinished Novel (1941), the characters are 

caught up in the illusory paradise of Hollywood. 
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Long considered an historian of the Jazz Age he helped 

to create and a master at capturing the flavor of his era, 

Fitzgerald, in his descriptions of the gardens and the 

events that occur in them, presents a picture of a para-

dise for all ages. Not only does Fitzgerald convey a 

sense of the atmosphere in which his characters live 

through reference to their gardens, but he also imparts 

symbolic significance to the gardens. An examination of 

his imagery reveals several overlapping levels of signifi-

cance which may have their roots in Fitzgerald's life 

experiences, in American history, in religion, and in the 

human psyche itself. 

At its most basic and universal level, the garden in 

Fitzgerald's novels represents the mother. 1 To understand 

the relationship between the garden and the mother, one may 

look to Carl Gustav Jung's theory of the collective uncon-

scious. According to Jung, the personal unconscious, 

repository of the repressed material actually experienced 

at some time in an individual's life, constitutes but one 

superficial level of the unconscious. The collective 

1 C[arl] G[ustav] Jung, "Psychological Aspects of the 
Mother Archetype: 2. The Mother Archetype," in The Arche
types and the Collective Unconscious, trans. R. c. F. Hull, 
Vol. IX, Part 1 of The Collected Works of C. G. Jun , ed. 
Herbert Read, Michae For am, and Ger ard A ler, Bollingen 
Series 20 (New York: Pantheon Books, 1959), p. 81. 



unconscious is a deeper layer which contains the arche-

types, the inherited, universal images common to all 

people. 2 An archetype is not an idea but a pattern or 

mold "which direct[s] all fantasy activity into its 

3 

appointed paths. II An individual, according to Jung, 

inherits certain "possibilities of i.deas." 3 The conscious 

manifestations of an archetype may occur within myths, 

dreams, literary works. 4 

It is important to consider that the archetype will 

always manifest itself within the context of the social 

milieu of an individual. An author, for example, "trans-

5 lates it into the language of the present. Further, it 

2 C [arl] G [ustav] Jung, "Archetypes of the Collective 
Unconscious," in The Archetypes· and the Collective Uncon
scious, trans. R. c. F. Hull, Vol. IX, Part 1 of The Col
lected Works of C. G. Jung, ed. Herbert Read, Michael 
Fordham, and Gerhard Adler, Bollingen Series 20 (New York: 
Pantheon Books, 1959), pp. 3-4. 

3 C[arl] G[ustav] Jung, "Concerning the Archetypes, 
With Special Reference to the Anima Concept," in The Arche
types and the Collective Unconscious, trans. R. C. F. Hull, 
Vol. IX, Part 1 of The Collected Works of C. G. Jung, ed. 
Herbert Read, Michael Fordham, and Gerhard Adler, Bollin
gen Series 20 (New York: Pantheon Books, 1959), p. 66. 

4 Jung, "Archetypes of the Collective Unconscious," 
p. 5; and Judith Fryer, The Faces of Eve: Women in the 
Nineteenth Century American Novel (New York: Oxford Univ. 
Press, 1976) , p. 23. 

5 C[arl] G[ustav] Jung, "On the Relation of Analytical 
Psychology to Poetry," in The Spirit in Man, Art, and Lit
erature, trans. R. C. F. Hull, Vol. XV of The Collected 
Works of c. G. Jung, ed. Herbert Read, et al., Bollingen 
Series 20 (Princeton, NJ: Princeton Univ. Press, 1966), p. 82. 



4 

is important to realize that an archetype remains "morally 

neutral" until it comes in contact with the-· cons·cious mind 

and finds expression in terms of cultural·· values. 6 

Whereas Jung felt that he needed to· determine that an 

individual had had no access to a given archetype during 

his lifetime in order to "prove" that a manifestation was 

indeed based on an archetype, Maud Bodkin;·authbr of 

Archetypal Patterns in Poetry, has ma:intained that one 

need show only that there has been minimal··,contact ·with a 

given archetypal form. An individual, having been slightly 

exposed to a ·form, would subsequently assimilate it because 

of the predisposing factor, the archetypei· ih his uncon-

scious. Her method of proof~ like Jung's, involves doing 

a comparative study of persistent themes and images in the 

myths, dreams, and literature of the ages~ But she also 

states that "we may study analytically in different indi-

viduals the inner experience of responding '•to such 

themes." 7 In short, therefore, proof of ths presence of 

6 C[arl] G[ustav] Jung, "Psychology·and·Literature," 
in The Spirit in Man, Art, and Literature," trans. R. c. F. 
Hull, Vol.· XV of The Collected Works of c. G. Jung, ed. 
Herbert Read, et al., Bollingen Series 20 (Princeton, NJ: 
Princeton Univ. Press, 1966), p.: 104. 

7 Maud Bodkin, Archetypal Patterns in Poetry: Psycho
logical Studies of Imagination (London: Geoffrey 
Cumberlege-Oxford Univ. Press, 1934), pp. 2-5. 



an archetypal manifestation must involve examination, not 

just of the manifestation and its similarity to known 

features of the archetype on which it is based, but also 

of other possible sources of the manifestation. 
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And as for the mother archetype, Jung postulated that 

paradise is one of its manifestations, as are other "things 

arousing devotion or feelings of awe," such as objects in

volving fertility, fruitfulness, or protection. Gardens, 

caves, springs, and trees are included. Negative manifes

tations of the archetype include the dragon, the serpent, 

the grave, death and all that is hidden and dark or that 

"devours, seduces, and poisons." 8 Thus a manifestation of 

the mother archetype might be a symbol of protection or 

destruction. 

Considering the ideas of both Jung and Bodkin regard

ing proof, one would expect to look at the background of 

the dreamer, mythmaker, or author and rule out conscious 

influences which have led to use of imagery suggestive of 

the mother archetype. Then one would compare the imagery 

with other manifestations of the archetype in myths, dreams, 

and literature. If one were following Bodkin's suggestions, 

a further analysis of readers' or listeners' responses to 

the manifestation could be conducted. 

8 Jung, "The Mother Archetype," pp. 81-82. 
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To be sure,·Fitzgerald's garden scenes parallel themes 

in certain ancd.enf··:ffiyths arid literature. For example, in 

Hippolytus of'.· Euripides, man is tempted by two goddesses 

representing contrasting views of woman. Artemis is "ideal 

virginity." Unmarried, she is "chaste" because she engages 

in no unlawful sex, hot because she has no lovers. 

Aphrodite is· the temptress~ ·"the power that drags virgin 

youth •• ::·'into the 'whirling flux of life and death. " 9 

In Fitzgerald's. g~~de~ sceries, a given female character 

frequently ha~ a'~u~l nat~~e, exhibiting both the aloof 

chastity of Artemis, who is; nevertheless, associated with 

childbirth and death, and the frivolous, deceitful and un

faithful but beautiful and seductive Aphrodite. Thus, the 

character re~resents' bofh=the positive and negative sides 

of the mother archetype. 

Fitzger~id~s scenes also bear similarities to the 

Epic of Gilgamesh; an account of paradise and its loss far 

more ancient than the· account found in Genesis. In it, 

Enkidu, the natural man, is seduced by a city harlot; and, 

as a result, the animals with whom he has lived in inno

cence spurn him~ King Gilgamesh, disturbed by the death 

of Enkidu, tries( 'to find his lost paradise so that he can 

understand mortality. He locates a paradise atop a 

9 Bodkin, p. 170. 



mountain, where scorpions are on guard and bushes bear 

gems. It is the home of the Sun and the goddess Siduvi. 

From there, he travels across the waters of death and 

enters Dilrnun, where he gets a plant which will renew 

youth; but a serpent steals it. 10 The epic includes the 
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positive image of the fertile garden paradise with a plant 

which gives life and the negative images of a serpent and 

a harlot who take away the chance for eternal life. 

In other myths, the serpent who steals immortality 

is eliminated; and it is the woman who is solely responsi-

ble for the loss, as in a Babylonian myth in which the man 

Adapa enters paradise and is offered food and drink which 

will grant him eternal life. But the goddess Ea has warned 

him that they will bring him death instead, so he rejects 

them. 11 Again, in this myth, one finds emphasis upon the 

nurturance and fertility of paradise, suggesting the fertile 

mother, as well as emphasis upon the negative goddess, 

bringer of death. Likewise, in Fitzgerald's works, one 

10 Joseph E. Duncan, Milton's Earthly Paradise: A His
torical Study of Eden, Minnesota Monographs 1n the Humani
ties, Vol. V, ed. Leonard Unger (Minneapolis: Univ. of 
Minnesota Press, 1972), p. 10; and James George Frazer, 
Folklore in the Old Testament: Studies in Comparative 
Religion Legend and Law (London: Macmillan, 1919), I, 50-51. 

11 Duncan, p. 10. 



finds female characters who in garden settings :suggest 

both fertility and destructiveness. 

In many myths and in Fitzgerald's works, the time 

before the "fall" is considered to have been a time of 

sexual innocence. For example, Ovid in his Metamorphoses 

suggests innocence, especially sexual innocence, in the 

golden age when men existed without women, law, or 

business. 12 

But in Fitzgerald's case, despite the presence of 
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similarities between his themes and images and those found 

in mythology and other literature, conscious influences 

are apparent also: namely, exposure to the religious con-

cept of the Garden of Eden and to the notion of America 

as the New World Garden. An examination of these influ-

ences yields a fairly clear idea of Fitzgerald's multi-

faceted notion of the garden paradise. The notion, as it 

turns out, is as complex as the "tangled roots [of] Fitz-

gerald's puritanical Catholic background, his middle

western upbringing and his early poverty.nl3 

The first of these roots, the Catholic background, 

certainly influenced Fitzgerald's notion of paradise. As 

12 Duncan, p. 21. 

13 Arthur Mizener, "Scott Fitzgerald and the Imagina
tive Possession of American Life," Sewanee Review, 54 
(1946)' 68. 
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a Catholic, he would have associated paradise with the 

"paradise of pleasure," popularly known as the Garden of 

Eden, in the Old Testament Book of Genesis: 

And the Lord God had planted a paradise of 
pleasure from the beginning; wherein he placed 
man whom he had formed. And the Lord God 
brought forth of the ground all manner of trees, 
fair to behold, and pleasant to eat of: the tree 
of life also in the midst of paradise: and the 
tree of knowledge of good and evil. And a river 
went out of the place of pleasure to water para
dise, which from thence is divided into four 
heads •••• And the Lord God took man, and put 
him into the paradise of pleasure, to dress it, 
and to keep it. And he commanded him, saying: 
Of every 'tree of paradise thou shalt eat: But of 
the tree of knowledge of good and evil, thou 
shalt not eat. For in what day soever thou shalt 
eat of it, thou shalt die the death. And the 
Lord God said: It is not good for man to be 
alone: let us make him a help like unto himself. 
And the Lord God having formed out of the ground 
all the beasts of the earth, and all the fowls 
of the air, brought them to Adam to see what he 
would call them: for whatsoever Adam called any 
living creature the same is its name. And Adam 
called all the beasts by their names, and all 
the fowls of the air, and all the cattle of the 
field: but for Adam there was not found a helper 
like himself. Then the Lord God cast a deep 
sleep upon Adam: and when he was fast asleep, he 
took one of his ribs, and filled up flesh for it. 
And the Lord God built the rib which he took from 
Adam into a woman: and brought her to Adam. And 
Adam said: This now is bone of my bones, and 
flesh of my flesh: she shall be called woman, be
cause she was taken out of man. Wherefore a man 
shall leave father and mother, and shall cleave 
to his wife: and they shall be two in one flesh. 
And they were both naked: to wit, Adam and his 
wife: and were not ashamed. Now the serpent was 
more subtle than any of the beasts of the earth 
which the Lord God had made. And he said to the 
woman: Why hath God commanded you, that you 
should not eat of every tree of paradise? And 
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the woman answered him, saying, Of the ·fruit of 
the trees that are in paradise we do.eat: But of 
the fruit of the tree which is in the midst of 
paradise, God hath commanded us that we should 
not eat; and that we should not touch~it, l~st·· 
perhaps we die. And the serpent said to the 
woman: No, you shall not die the death. For God 
doth know that in what day soever you shall eat 
thereof, your eyes shall be opened: and you shall 
be as Gods, knowing good and evil. A~d the woman 
saw that the tree was good to eat, and·fair to 
the eyes, and delightful to behold; and she took 
of the fruit thereof, and did eat, and gave to 
her husband who did eat. And the eyes of them 
both were opened: and when they percel~ed·them
selves to be naked, they sewed together fig 
leaves, and made themselves aprons. And when 
they heard the voice of the Lord God walking in 
paradise at the afternoon air, Adam and his wife 
hid themselves from the face of the Lord God, 
amidst the trees of paradise. And the Lord God 
called Adam, and said to him: Where art thou? 
And he said: I heard thy voice in paradise; and I 
was afraid, because I was naked, and I hid my
self. And he said to him: And who h~th told thee 
that thou wast naked, but that thou hast eaten of 
the tree whereof I commanded thee that thou 
shouldst not eat? And Adam said: The woman, whom 
thou gavest me to be my companion, gave me of the 
tree, and I did eat. And the Lord God said to 
the woman: Why hast thou done this? And she 
answered: The serpent deceived me, and I did 
eat •••• And Adam called the name ot~his wife 
Eve: because she was the mother of all the living. 
And the Lord God made for Adam and his wife, gar~ 
ments of skins, and clothed them. And he said: 
Behold Adam is become as one of us, knowing good 
and evil: now, therefore, lest perhaps he put 
forth his hand, and take also of the tree of 
life, and eat, and live for ever. And the Lord 
God sent him out of the paradise of pleasure, .to 
till the earth from which he was taken. And he 
cast out Adam; and placed before the paradise of 
pleasure Cherubims, and a flaming sword, turning 
every way, to keep the way of the tree of life.I4 

14 Genesis 2:8-10; 2:15-3:13; 3:20-24 (Douay). 
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Joan M. Allen, in her Candles and Carnival Lights: 

The Catholic Sensibility of F. Scott Fitzgerald, has 

described what Fitzgerald's early,church training mp.st have 

been like, based on the common teachings of the churches 

and schools he actually attended. The ideas;qf,st. Augus-

tine, she finds, were major influences on Catho~ic dogma, 

leading to an emphasis upon the doctrines , of·.· O~iginal 

Grace and Sin: Adam was free before the fall, but his sin 

corrupted all men.l5 Paradise was,a place_pf~~exual inno-

cence in which marriage was institu.ted but ney,~r consum

mated.16 As for the fall, woman was at f~ult;, i~ fact, men 

still strive to be pure, but women tfY to:pull them away 

from purity. 17 Thus Fitzgerald's early religious training 
l ":) : • ) '. ~ ' 

led to a set of attitudes conducivE: :to the __ deve:Lopment of 

the notion of a garden paradise in which innocence is pre-

ferred and temptation comes from a woman. 

Even in Fitzgerald's later life, despite.--:his seeming 

abandonment of the Catholic Church, he mai~tained emotional 

ties to the Church. 18 Like his fictional c9unterpart, 

15 Joan M. Allen, Candles and Carnival Lights: The 
Catholic Sensibility of F. Scott Fitzgerald (New York: New 
York Univ. Press, 1978), pp. 4-6. 

16 Duncan, p. 56. . . ! . 

17 Allen, p. 6. 

1 8 Andrew Turnbull, Scott Fitzgerald (New York: 
Scribner's, 1962), p. 270. 
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Amory Blaine, he seemed to want to "keep the tree without 

ornaments •••• " 19 Even after the years of his crack-up 

in the 1930s, he talked nostalgicly about Mass and the 

saints. According to his friend Nora Flynn, "'Scott played 

hide and seek with the angels •••• He was fundamentally 

a moralist and a very religious person.'"20 Certainly, 

many critics have spoken of the moral quality in Fitz-

gerald's work. Finally, an observation made by another 

friend of Fitzgerald's, Ernest Boyd, attests to the sig-

nificant influence of Catholicism on Fitzgerald's notion 

of paradise even after he had abandoned the Church. Speak-

ing of Fitzgerald's view of marriage, he said: 

Where so many others are conscious only of sex, 
he is conscious of the soul. His Catholic 
heaven is not so far away that he can be misled 
into mistaking the shoddy dream of a radical 
millennium as a substitute for Paradise.21 

While Boyd too easily dismisses other influences upon Fitz-

gerald's rather complex view of paradise, he does rightly 

emphasize Catholicism as a crucial influence. 

In a way, all of Fitzgerald's "roots," his religious 

training, his relative poverty as a child, and his 

19 F. Scott Fitzgerald, This Side of Paradise (1920; 
rpt. New York: Scribner's, 1948), p. 254. 

20 Turnbull, p. 270. 

21 Turnbull, p. 146. 

.... 



midwestern upbringing, led to an identification of para

disif with the· idea of America as New World.· Garden. This 
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idea goes back to the accounts o:f the earliest .~explorers 

and settlers 'of the continent and has continued to be influ

ential.· ~In addition, a particular area of-th~ ~ountry, 

the Middle West, Nick Carraway's "warm center of the 

world,,i• 22· has' often been viewed as the site of·· paradise· 

regained~ 

The· initial accounts of conditions on'. the- American 

continent use the garden metaphor. For exampie; 

Captain'M. Arthur Barlowe, speaking of his·~oy~g~ to 

Virginia in 1584, characterizes the area as a lovely 

garden':·. We "found shole water, .. wher we sinel t, so . sweet I 

and so strong a smel' as if we had bene iii;"·tJ:ie midst of 

some delicate garden abounding with all.kinde of odori

ferous flow(:rs •••. " He also describes ri.~tives "most 

gentle, lo{ring and faithful,:voide of all guile and 

treason, arid·such as live after the ~ane~ of the golden 

age."23 

22 F. Scott Fitzgerald, The Great Gatsby (1925; rpt. 
New York:-Scribner's, 1953), p. 9. 

. . 
2 j [M. Arthur Barlowe] I "~he First Voyage Made to the 

Coasts of America ••• 11 in The Principle Navigations 
Voyages Traffiques and Discoveries of the En lish Nation, 
by R1char Hakluyt, 1ntrod. John Mase£1eld London: J. M. 
Dent and !Sons, 1927), VI, 122-28. 
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One can cite examples of this same notion from any 

subsequent period of American history. Two major foreign 

policies which have guided action through the years are 

based upon the idea of America as paradise. In 1898, the 

policy of "messianic intervention" was in effect. It was 

an outgrowth of the Edenic dream which saw Americans as 

"an innocent people in a fundamentally innocent world in 

which virtuous foreign peoples needed to be saved from 

their wicked rulers." The other common policy, isolation-

ism, also relates to the Edenic image of America: as a 

paradise, America should serve as an example to the rest 

of the evil world. 2 4 

During Fitzgerald's lifetime, President Woodrow Wilson 

consistently used Edenic imagery when he spoke of 

America. 25 In Fitzgerald's time, too, World War I and 

Wilson's subsequent failure at Versailles led to disillu-

sionment which is certainly reflected in Fitzgerald's 

garden scenes. 26 The hero ends in defeat or devoured by 

the very thing he had thought was his paradise. Yet, also 

reflected in Fitzgerald's great interest in the theme of 

24 Charles L. Sanford, The Quest for Paradise: Europe 
and the American Moral Imaginat1on (Urbana: Un1v. of 
Illinois Press, l96l), pp. 229-30~ 

25 Sanford, pp. 236-37. 

26 Sanford, p. 241. 
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paradise is the fact that "a people chosen to make a 

pleasure garden for the Lord God of Hosts do not easily 

become unchosen." 27 Instead, however hopeless the effort 

may be, they, like Gatsby, "beat on, boats against the 

current," 28 still striving for paradise. 

Part of a letter Ernest Hemingway wrote to Fitzgerald 

indicates another important part of Fitzgerald's view of 

paradise, the emphasis upon its material nature: "I 

wonder • . • what your idea of heaven would be--A beauti-

ful vacuum filled with wealthy monogamists all powerful 

and members of the best families all drinking themselves 

to death." 29 

The American dream has long involved the wedding and 

the confusion of the material and the spiritua1. 30 Thomas 

Jefferson, whose ideas have had much impact upon the atti-

tudes of the nation, thought of the introduction of 

27 Lewis P. Simpson, The Dispossessed Garden: Pastoral 
and History in Southern Literature, Mercer University 
Lamar Memorial Lectures No. 16 (Athens: Univ. of Georgia 
Press, 1975), p. 12. 

28 Fitzgerald, Gatsby, p. 159. 

29 Arthur Mizener, Scott Fitzgerald and His World 
(London: Thames and Hudson, 1972), p. 62. 

30 Marius Bewley, "Scott Fitzgerald and the Collapse 
of the American Dream," in The Eccentric Design: Form in 
the Classic American Novel (New York: Columb~a Un~v. Press, 
1963)' p. 265. 
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industrialization to America as "a token of libera-

tion of the human spirit." Once out of the oppressive 

European cities, the machine would "blend harmoniously 

into the open countryside of his native land." In short, 

he believed, as historian Charles Beard did later on, that 

industrialization would lead to the liberation of all men 

and, thus, to the restoration of Eden.31 To such men as 

Jefferson and Beard it seemed that progression, or gain of 

material ease, leads to regression, or the freedom to 

simplify life and enjoy a paradisical existence. In his 

discussion of man's tendency to progress in order to 

regress, Charles Sanford speaks of George Santayana's 

essay, "A Long Way Round to Nirvana.'' Santayana, Sanford 

says, 

speculates upon a tendency in living organic 
matter to revert to an earlier, simpler condi
tion of being which it has been forced to 
abandon by external disturbing forces and which 
each additional effort to regain by circuitous 
expedients puts farther beyond reach. This 
original condition is held to be a state of 
blissful quiescence so near to non-being that 
Freud can say--and Santayana agrees--'The goal 
of all life is death.' The complex human 
organism evolved, paradoxically, not out of the 
~lan vital of simpler organisms, but from the 

31 Marx, p. 150; and David W. Noble, "The Lost Genera
tion: Winston Churchill, Ernest Hemingway, F. Scott Fitz
gerald," in The Eternal Adam and the New World Garden (New 
York: Braziller, 1968), pp. 136-37. 



unconscious desire to return to the primordial 
unity.32 
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Fitzgerald shared in the view of the material nature 

of paradise. Though the paradoxical manner in which he 

presents the view in his works indicates that he was aware 

of the futility of this "circuitous expedient," which only 

serves to put the paradisical state farther out of reach, 

he was drawn to the desire for wealth and ease. While 

growing up, Fitzgerald was ashamed of the financial failure 

of his father and the resulting reliance of the family upon 

his mother's well-to-do family. 33 Thus, his great concern 

with wealth led him in later years to dream of a paradise 

in which 

There'd be an orchestra 
Bingo! Bango! 

Playing for us 
To dance the tango, 

And people would clap 
When we arose 

At her sweet face 34 And my new clothes. 

Not only would paradise be a place of sexual innocence, as 

signified by the image of "her sweet face," but also it 

32 Sanford, p. 3. 

33 Allen, pp. 13-16. 

34 F. Scott Fitzgerald, as quoted in D. W. Harding, 
"Scott Fitzgerald," Scrutiny, 18 (1951-52), 168. 



would be a place of material ease--a place for "my new 

clothes." 
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How does one make sense of the complex picture that 

has been presented of the influences leading to Fitz

gerald's use of the garden as a symbol for paradise? Can 

one presume to speak of the mother archetype in regard to 

this imagery despite the fact that conscious influences 

were present? The answer seems to lie in the realization 

that the religious concept, the American paradise concept, 

and even the notion of material progress are themselves 

manifestations of this archetype. Simply to reduce them 

to this basic level and deny them importance as symbols in 

their own rights would be ludicrous; but to deny their 

archetypal significance would be equally so. Just as other 

myths of paradise, such as the Epic of Gilgamesh, relate to 

the mother archetype, so does the Edenic myth. Furthermore, 

the notion of America as paradise relates to this arche

type, with its emphasis upon the "'separation from the 

world, a penetration to some source of power, and a life

enhancing· return.•n 35 Finally, even the dream of a material 

paradise relates to the notion of the mother archetype. As 

Santayana maintains, humans may progress in order to reach 

35 Joseph Campbell, as quoted in Marx, p. 228. 
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a point of regression, a condition "near to non-being," 

the condition of being in the womb. 36 

It was Fitzgerald's gift to pick up on the archetypal 

significance of these other levels of symbolism. He was 

able to show in his garden scenes imagery suggestive of 

several levels, and ultimately suggestive of their arche-

typal basis. His tendency to "identify autobiographical 

and historical events" 37 helped in his efforts to take per-

sonal events and ideas and see their significance in terms 

of religious, political, and mythic ideas. His "creative 

kind of intelligence, the kind that understands things, 

not abstractly, but only concretely, in terms of people and 

situations and events" was an asset which helped him to 

make the universal understandable in the present. 38 It 

becomes the truly crucial task to examine the garden scenes 

and show how the imagery in them operates to convey these 

various levels of significance. As A. W. Herd has pointed 

out, showing whether or not any mythical pattern is con-

sciously or unconsciously developed by an author is secon-

dary to the task of showing "that this pattern forms a 

36 Sanford, pp. 15-16. 

37 John Kuehl, ed., The Apprentice Fiction of F. Scott 
Fitzgerald: 1909-1917, by F. Scott Fitzgerald (Brunswick, 
NJ: Rutgers Un1v. Press, 1965), p. 35. 

3B Mizener, "Imaginative Possession," p. 67. 
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coherent and meaningful whole" within the work. 3 9 This 

study, therefore, will examine the imagery in Fitzgerald's 

garden scenes. Although it is important to consider the 

reasons he may have had for using such imagery, it is even 

more important to examine how the imagery works within the 

novels to convey both universal and particular levels of 

symbolic significance. 

39 E. w. Herd, "Myth Criticism: Limitations and Pos
sibilities," Mosaic, 2, No. 3 (1969), 71. 



CHAPTER ONE 

EARLY WORKS: THIS SIDE OF PARADISE 
AND THE BEAUTIFUL AND. DAMNED 

This Side of Paradise (1920) focuses on Amory Blaine, 

a young man conditioned by his mother's flamboyant, root-

less life; by his years in conventional Minneapolis, 

St. Regis, and Princeton; and by his friendship with 

Monsignor Darcy, a rather worldy priest. Amory, a "romantic 

egoist" and later a "personage," comes to the conclusion at 

the end of the novel that "'I know myself .•• but that is 

all.'"l This conclusion, many critics say, is largely un-

prepared for in the novel--one sees little evidence of 

Amory's growth in self-knowledge. Nearly everything about 

the novel has been harshly criticized--its attempts at 

philosophy, its themes, its technical merit. Instead of 

being remembered for exhibiting literary merit, it is 

remembered as an important historical document, a chronicle 

of the Jazz Age and the first of a number of novels of 

1 F. Scott Fitzgerald, This Side of Paradise (1920; 
rpt. New York: Scribner's, 1948), p. 255. All further 
references to this novel in this chapter are from this 
edition and appear in the text preceded by TSP. 



22 

rebellion published in a rebellious age.2 However, despite 

the seeming emphasis in the novel on the new, anti-

religious, brazen behavior of the younger generation, the 

novel contains much moral and religious material. "The 

problem of evil had solidified for Amory into the problem 

of sex," by the end of the novel; and, furthermore, Amory 

felt that "inseparably linked with evil was beauty ••• " 

(TSP, p. 253). 

Amory relies ultimately upon religious notions, and 

nowhere is this reliance more apparent than in the garden 

scenes of the novel. These scenes remind one of the 

temptation in the Garden of Eden and also contain imagery 

relating to the notion of a material American paradise. 

Finally, they contain imagery which suggests the mother 

archetype and the tension Amory feels when confronted with 

both its positive and its negative aspect. Many of the 

particular patterns of imagery anticipate those used in 

later Fitzgerald novels, especially The Great Gatsby. One 

finds the greatest emphasis upon woman as temptress, 

attempting to seduce man with sexuality and suggestions of 

wealth. As for particular types of imagery, one finds 

evidence of Fitzgerald's color imagery and of his 

2 James E. Miller, Jr., F. Scott Fitzgerald: His Art 
and His Technique (New York: New York Univ. Press, 1964), 
p. 31. 
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juxtaposing such images as lightness and darkness, surren

der and retreat. 

The two scenes literally set in gardens are parallel 

to each other and emphasize the connection between the 

mother image and Amory's view of all other women. The 

scenes are the encounter between Amory and his mother, 

Beatrice, and the encounter between Amory and Eleanor 

Savage. 

The Amory/Beatrice garden scene occurs early in the 

novel, when Amory is fifteen. The two have been separated 

for two years, and the early influence of Beatrice's flam

boyant and nomadic life has been blunted somewhat by the 

influence of a more conventional America, the Middle West, 

that stronghold of Puritanism and the American dream. But 

now, at the crucial age of fifteen, Amory is thrust back 

into the opulent world of his grandfather's Lake Geneva 

estate, complete with summer houses and several formal 

gardens. In one of the gardens he meets Beatrice, specifi

cally in one of the dark, "foliage-hung hiding places" 

(TSP, p. 26). Here he is seduced by Beatrice's beauty--her 

"exquisite neck and shoulders" (TSP, p. 26)--and her mad 

dream which is suggestive of money and power, both parts of 

her identity as mother figure and both reinforced by the 

imagery of the garden itself. 
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Beatrice's sexual attractiveness for Amory is sug

gested in several ways: she "captures" him on "one of the 

shadowy paths ••• after Mr. Blaine had, as usual, retired 

for the evening to his private library" (TSP, p. 26). One 

gets a picture of an unapproachable husband whose role is 

being given to the son who, in earlier years, had already 

taken a part of the role by serving as his mother's close 

traveling companion. At her suggestion, Amory calls her 

"Beatrice" instead of "mother." And Amory's reaction to 

Beatrice's description of her breakdown is to "put his arm 

around his mother, rubbing his head gently against her 

shoulder" (TSP, p. 27)--that shoulder he had so recently 

described as "exquisite." 

On the other hand, Amory is repelled by Beatrice, 

afraid of her attractiveness. "He could not reconcile him

self to her beauty, that was mother to his own .•. " (TSP, 

p. 26). This statement indicates that he fears the sexual

ity in himself as well as in her. In addition, Beatrice 

suggests that Amory has been trying to avoid her since he 

has been on the estate. And though showing attraction in 

his response to Beatrice's news of her breakdown, he also 

shows repulsion when he winces and snickers in response to 

her remarks. Finally, he quickly retreats from the en

counter when he "suddenly" brings up going away to school 



25 

because "'everybody in Minneapolis is going to go away to 

school'" (TSP, p. 27). The remark effectively shows his 

alliance with the world away from Beatrice and her 

enticement. 

Beatrice's attractiveness is not only her beauty but 

also the romantic promise of an opulent life she holds up 

for Amory to see. In her dream of "'bronze rivers lapping 

marble shores, and great birds that soared through the 

air'" and of "'gardens that flaunted coloring against which 

this [the actual garden] would be quite dull, moons that 

whirled and swayed, paler than winter moons, more golden 

than harvest moons'" (TSP, p. 27) , one sees images of wealth 

and power. Nature is not natural--the water is made of 

bronze, and the earth, of marble--expensive, precious, and 

enduring materials. Power is suggested by the intensity 

and largeness of many of the objects. The colors are 

bright to the extreme, and the birds are very large. Power 

is further suggested by the out-of-kilter action of the 

moon, as though some unusual force were controlling it. In 

this world full of richness, even control of nature can be 

possessed. Finally, wealth is once again suggested by the 

fact that even the moon is "golden." 

The description of the garden in which the encounter 

occurs contains imagery which reinforces the image of 
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Beatrice's tempting Amory sexually, just as the imagery in 

Beatrice's dream garden reinforces her identify as supplier 

of wealth and power. The garden, like Beatrice, is beauti

ful and fertile, being full of "many fountains," "many: 

flower-beds," and a "constantly increasing family of white 

cats" {TSP, p. 26). And the forbidden nature of the 

attraction is suggested by the "foliage-hung hiding places" 

and the "darkening trees," fertile as well as dark and 

hidden. Even the white cats are surrounded by the darkness 

of the trees. This juxtaposition of lightness and darkness 

helps signify the dual response of attraction and repulsion. 

The archetypal and literal levels are very close in 

this scene since a woman who is literally a mother is in

volved. Beatrice is a mother promising both protection·and 

the danger of smothering or devouring. Much of the imagery 

of the garden suggests the mother archetype, too. The 

"foliage-hung hiding places" and "shadowy trees" offer :, 

shelter and a protective cloak as well as enveloping, 

devouring darkness. ·, 

The Amory/Eleanor scene, parallel in important ways to 

the Amory /Beatrice scene, comes near the end of the novel.; 

The two scenes constitute a sort of thematic frame for the 

other garden scenes in the novel. In the scene with 

Eleanor, one finds that although several years and several 
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girls have gone by, Amory still reacts to sexual and 

material temptation in much the same way that he did when 

confronted by his mother. And the presence of much of the 

same imagery as in the earlier scene attests to the appli-

cability of the mother archetype to women other than the 

literal mother. 

The entire episode involving Amory and Eleanor is set 

in nature, the only chapter of the novel that is. 3 The 

climactic scene occurs in a garden. Eleanor, like Beatrice, 

has times of madness. Eleanor nearly commits suicide by 

rushing toward a·cliff on her horse in the dark; and 

Beatrice has breakdowns complete with colorful, exotic 

hallucinations. Robert Sklar has called Eleanor the repre

sentative of "absolute, unfettered romantic will," 4 signi-

fying romanticism gone to the extreme, or the irrationality 

of madness. Beatrice shares this trait, for she retreats 

from reality into madness, too. Other similarities between 

the two include their identification with wealth. 

Beatrice's family obviously has money, and her vision shows 

her interest in material things; Eleanor is apparently from 

a wealthy family, as is evidenced by mention of her having 

3 Robert Sklar, F. Scott Fitzgerald: The Last Laocoon 
(New York: Oxford Univ. Press, 1967), p. 53. 

4 Sklar, p. 53. 
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been a debutante and having lived abroad with her mother. 

Amory makes the similarily between the two explicit when, 

as he is thinking back on his relationships with women, he 

says, " •• Eleanor [was] like Beatrice, only wilder and 

brainier" (TSP, p. 235). 

Eleanor's connection with material wealth is implicit 

in Fitzgerald's description of her appearance: "Oh, she 

was magnificent--pale skin, the color of marble in star

light, slender brows, and eyes that glittered green as 

emeralds in the blinding glare" (TSP, p. 206). The marble, 

reminiscent of the marble shores in Beatrice's vision, and 

the glittering emeralds suggest her connection with wealth 

and material ease. Thus, besides her sexual attractive

ness, Eleanor is attractive as a figure suggesting riches. 

In the actual garden scene, one finds a series of 

images similar to those in the Beatrice/Amory scene which 

reinforces the archetypal symbolism. The dark/light motif 

is present: the moonlight pours "a great burden of glory 

over the garden," but then Eleanor and Amory turn "out of 

the moonlight into the trellised darkness of a vine-hung 

pagoda, where there were scents so plaintive as to be 

nearly musical" (TSP, p. 212). As in the earlier scene, 

the suggestions of sexuality and fertility are strong in 

the images of the vines and the lovely scents. Yet vines 
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can also choke, lovely scents that are too strong can 

become offensive, and darkness is not only protective but 

also frightening. The lighting and subsequent burning out 

of Amory's match further signify the "light" and "dark" 

sides inherent in both Eleanor and the garden as manifes-

tations of the mother archetype. Eleanor, furthermore, 

is shadowy, a description which emphasizes both lightness 

and darkness. 

Amory succumbs to the enticements of Eleanor and the 

garden, at least temporarily, instead of immediately run-

ning away as he did with Beatrice. As he proclaims 

Eleonor "his," " •.• the moonlight twisted in through the 

vines and listened ••• [Fitzgerald's ellipsesl the fire-

flies hung upon their whispers as if to win his 

glance ••• " (TSP, p. 213). This intriguing passage pro

vides images of light--the moonlight and fireflies--trying 

to "win" Amory from the darkness of sexual "evil" he has 

succumbed to. The moonlight tries to creep in through the 
., 

entangling vines, analogous to the entangling Eleanor; and 

the fireflies try to divert his attention from her. 

But as in the Beatrice/Amory scene, Amory ends the 

episode with retreat. He hates Eleanor when he sees her 

utter recklessness in almost going over the cliff, whereas 

he had snickered and winced at Beatrice's madness. And 
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Eleanor's disbelief in God and her idea that only the mate-

rial world is real disturb him just as Beatrice's dream·of 

a material paradise forced him to run away. 

The roots of these scenes in the scene of temptation 

and fall in Genesis are difficult to miss. The Eve figure, 

Beatrice or Eleanor, as fertile mother of mankind, is both 

temptress and symbol of protection and warmth. Her power 

to tempt comes largely from her very fertility and sex~ 

uality, fruit which she offers to Adam, or Amory. Speak-

ing of the nature of the fruit of the temptation, Maud 

Bodkin states, 

' ' 

The comparative study of the serpent and apple 
symbols, present in the story of the fall, has 
left little doubt that the original myth had 
sexual significance. Milton seems to feel that 
significance when [in Paradise Lost] he repre
sents the immediate effect of the taste of the 
apple upon the man and woman to be an inflaming 
of carnal desire •.•• s 

Just as the fruit is the sign of the fertility of the 

garden, the fruitfulness of woman is her sexuality. Thus, 

the woman Eve is equated with the garden. The Garden of 

Eden has the same dual nature as Eve: it is a place pro-

tecting and nurturing Adam and Eve, yet it is a place of 

5 Maud Bodkin, Archetypal Patterns in Poetr Psycho
logical Studies of Imagination London: Geoffrey Cumberlege
Oxford Univ. Press, 1934), p. 168. 
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danger in which even the fruit which provides sustenance 

becomes an instrument of their destruction. Beatrice and 

Eleanor, representing this ambiguous Eve, produce responses 

in Amory which reflect a fear of the dark side, the 

temptress-mother, and the light side, the nurturing mother. 

These scenes are also related to the notion of America 

as material paradise. Beatrice's rich dream garden and 

Eleanor's various connections with riches provide Amory 

with the temptation to accept the material as paradise, 

with the enticement of the American dream. As with the 

sexual temptation, this enticement produces responses of 

both attraction and repulsion, suggesting a recognition of 

the falseness of the idea of progressing in order to 

regress to the simple, blissful paradisical state. 

Other scenes in This Side of Paradise, while not set 

in actual gardens, contain images of either flower-like 

girls or girls associated with gardens. Each of these 

scenes reinforces the patterns of imagery just discussed. 

For example, when Amory kisses Myra St. Claire's cheek, 

" • he tasted his lips curiously, as if he had munched 

some new fruit. Then their lips brushed together like 

young wild flowers in the wind" (TSP, p. 21). A sense of 

a garden atmosphere is conveyed by mention of flowers and 

fruit. And that Amory "tastes" Myra as he would a piece of 
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fruit surely suggests the Edenic temptation scene and, 

further, woman as garden. Joan M. Allen, referring to this 

scene, has called Amory a "young Adam, burdened by his sex-

uality, the original sin • enticed to a new and 

frightening awareness •• It He "stares at the temptress 

as if she were a new species of animal of whose existence 

he had not been aware." 6 And indeed, Amory, when Myra 

wants another kiss, cries "passionately" (TSP, p. 21) that 

he does not want another. He has come to view Myra as 

7 
dangerous. So, as with Beatrice and Eleanor, he both 

surrenders and retreats. 

Other scenes strongly indicate the America-as-paradise 

side of the temptation. An example is Amory's dream of 

"the wonderful girl." Significantly, the scene occurs on 

Washington's birthday; and in it Amory attends a play called 

The Little Millionaire with George M. Cohan. These details 

surely suggest the American dream of material success: 

The last scene was laid on a roof-garden, and 
the ~ellos sighed to the musical moon, while 
light adventure and facile froth-like comedy 
flitted back and forth in the calcium. Amory 

6 Joan M. Allen, Candles and Carnival Lights: The 
catholic Sensibility of F. Scott Fitz erald (New York: New 
York Un~v. Press, 1978 , p. 74. 

7 Jan Hunt and John M. Suarez, "The Evasion of Adult 
Love in Fitzgerald's Fiction," Centennial Review, 17 
(1973), 156-59. 
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was on fire to be an habitut of roof gardens, to 
meet a girl who should look like that--better, 
that very girl; whose hair would be drenched with 
golden moonlight, while at his elbow sparkling 
wine was poured by an unintelligible waiter. 
(TSP, p. 35) 

Here, Amory's is a dream of a garden paradise pur-

chased by the power of wealth. A roof-garden, of course, 

is a club and, thus, an artificial and costly sort of a 

garden. Wealth is also suggested by the golden color.of 

the moonlight and the sparkling of the wine. Even his 

desire for the girl is primarily one for the riches .. she 

represents since the one detail of her appearance he 

notices is her "hair • drenched with golden moon-

light ••• " (emphasis added). 

In other scenes, Axia and Phoebe, "from the Summer 

Garden show" (TSP, p. 104), figure in the temptation scene 

in which Amory sees the Devil. And Rosalind Connage, his 

great love, is associated with gardens through her flower: 

name. The rose, usually considered a symbol of beauty ~ ,, 

and love, 8 has thorns which indicate its dangerous aspect. 

Having led Amory on, the beautiful Rosalind proceeds to 

8 
[Carruthers], Flower Lore: The Teachings of Flowers 

Historical Legendary Poetical and Symbolical (Belfast, 
1879; rpt. Detroit: Singing Tree Press, 1972), p. 201. 
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9 become a destroyer. Hers is a combination of sexual and 

material enticements: she is both beautiful and rich. 

One other garden-like scene is somewhat set apart from 

all the others. It deserves examination because of its 

contrast with the other scenes and because of its antici-

pation of imagery used in The Great Gatsby. Clara Page 

exhibits a "goodness • above the prosy morals of the 

husband-seeker, apart from the dull literature of female 

virtue" and "a latent strength, a realism" (TSP, p. 129), 

which set her in marked contrast to other women in the 

novel, especially the unrealistic, rather pagan Eleanor 
10 

and Beatrice. She is, for Amory, a madonna figure: "She 

seemed suddenly a daughter of light alone. His entity 

dropped out of her plane and he longed only to touch her 

dress with almost the realization that Joseph must have 

had of Mary's eternal significance" (TSP, p. 135). Yet he 

realizes "'what a devil you could have been if the Lord had 

just bent your soul a little the other way!'" (TSP, p. 136). 

Even with this idealized woman, Amory cannot help thinking 

of her potential evil. 

9 Hunt and Suarez, pp. 159-62. 

10 Sy Kahn, "This Side of Paradise: The Pageantry of 
Disillusion," Midwest Quarterly, 7 (1966), 184. 
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In another scene involving Clara, Amory finds a poem 

she has written 

about a gray convent wall on a gray day, and a 
girl with her cloak blown by the wind sitting 
atop of it and thinking of the many-colored· 
world .••• [I]t brought a picture of Clara to 
his mind, of Clara on such a cool, gray day 
with her keen blue eyes staring out, trying to 
see her tragedies come marching over the gardens 
outside. {TSP, p. 131) 

This garden scene seems in several ways to prefigure the 

scenes in The Great Gatsby in which Dr. Eckleburg stares 

out at the gray valley of ashes with faded blue eyes. Here, 

in contrast, the eyes are a keen blue and belong, not to an 

abandoned old sign, but to a living, intelligent girl who 

in Amory's view is almost a deity. Blue in Gatsby can 

suggest vision and dream; 11 but their vision is a bit dis-

torted, and the billboard is incapable of caring about the 

gray ruins surrounding it, whereas here the idealized 

positive mother image sees her world clearly, even though 

it be a gray one. And she is a caring individual. Gray

ness, here as in Gatsby, signifies meaninglessness. 12 

11 Robert Emmet Long, The Achieving of The Great 
Gatsby: F. Scott Fitzgerald, 1920-1925 {Lewisburg, Pa.: 
Bucknell Univ. Press, 1979), p. 135. 

12 Anne R. Gere, "Color in Fitzgerald's Novels," in 
Fitzgerald/Hemingway Annual: 1971, ed. Matthew J. Bruccoli 
and C. E. Frazer Smith, Jr. (Wash., D.C.: Microcard Edi
tions, 1971), p. 337. 
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This Side of Paradise, when examined for its garden 

imagery, becomes a novel with rich cultural, religious, and 
. 

universal significance. It has been called an "American 

folk ballad," 13 suggesting a mythic level, but its garden 

imagery reveals that it is also a universal folk ballad. 

Unfortunately, most criticism of the novel has been con-

cerned with its value as an historical document or with 

generalities about its literary value. A closer examina-

tion of the novel's themes and symbols reveals its literary 

merit. 

Turning to Fitzgerald's second novel, The Beautiful 

and Damned (1922) , another work not often closely analyzed 

by critics, one finds relatively few garden scenes. Quite 

possibly the influence of H. L. Mencken upon Fitzgerald 

at the time this novel was written is responsible. Sklar 

states that 

Mencken's domination of [its] social point of 
view is so complete that even Fitzgerald's sense 
for history and social nuance was crudely 
blunted •••• The novel moves from prewar days 
through the First World War into the twenties, 
but little in it bears any intrinsic relation
ship to the historical circumstances under which 
it occurs.l4 

13 Arthur Mizener, Scott Fitzgerald and His World 
(London: Thames and Hudson, 1972), p. 47. 

14 Sklar, p. 94. 
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Without the compulsion to provide an idea of the social 

milieu of his characters, Fitzgerald's reason to use garden 

descriptions was reduced. Instead, he concerned himself 

with imitating Mencken's themes and tone. 

What gardens he does include are certainly meaning-

ful, but they are somewhat different from those of the 

other novels. They are dream gardens, idealizations of 

another world instead of the mixtures of dream and harsh 

realities, the positive and the negative, found in the 

gardens of the other novels. A study of the garden imagery 

in The Beautiful and Damned reveals that the novel is not·1 

despite what has been suggested, focused upon a brutal 

world which causes the destruction of Anthony and Gloria 

Patch. 15 After all, one does not even see a clear picture 

of their world. Instead, the novel focuses upon the char-

acters and their childishness and indulgence as the reasons 

for their downfall. Fitzgerald successfully provides a 

"moralistic tract against self-indulgence." 16 To this end, 

he presents characters who indulge in dreams of an innocent 

paradisical garden. They suffer in the extreme from the 

15 John W. Aldridge, "Fitzgerald: The Horror and the 
Vision of Paradise," in After the Lost Generation: A Criti
cal Study of the Writers of Two Wars (New York: McGraw-Hill, 
1951), pp. 46-47. 

16 Richard Astro, "Vandever and the Brute and The 
Beautiful and Damned: A Search for Thematic and Stylistic 
Reinterpretatl.ons," Modern Fiction Studies, 14 ( 1968-69), 405. 
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"nostalgia for Paradise," the longing to be always and 

effortlessly 11 in the Centre of the World, at the heart of 

reality; and • to transcend the human condition, and 

to recover the divine condition--as a Christian would say, 

the condition before the Fall."17 In archetypal terms, 

they desire a return to the womb. 

The garden scenes involve the longings for paradise 

felt by three major characters: Adam Patch, Gloria Gilbert 

Patch, and Anthony Patch. Adam Patch's dream of paradise 

is surprisingly similar to those of Gloria and Anthony. 

Adam, Anthony's grandfather, represents American Puritanism 

and the upper class in his identity as wealthy reformer. 18 

Moralism in his religion has led to his desire for a 

return to a paradise of innocence; 19 after all, in his wdrk 

as a reformer, he works toward that goal. He speaks one 

day to Anthony of his dream of paradise: 

"I wonder," began Adam Patch, looking out with 
a mild, kindly glance at the lilac bushes that 

17 Mircea Eliade, Images and Symbols: Studies in 
Religious Symbolism, trans. Ph~lip Mairet (New York: Sheed 
and Ward, 1969), p. 55. 

18 Long, p. 44; and Barry Gross, "The Dark Side of 
Twenty-Five: Fitzgerald and The Beautiful and Damned," 
Bucknell Review, 16, No. 3 (1968), 41. 

19 Charles L. Sanford, The Quest for Paradise: Europe 
and the American Moral Imagination (Urbana: Univ. of 
Illinois Press, 1961), p. 10. 
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"I think a great deal about the after-life." 
His eyes were dim but his voice was"confiderit and 
clear. "I was sitting here to-day thinking about 
what's lying in wait for us, and somehow I began 
to remember an afternoon nearly sixty-five years 
ago, when I was playing with my little sister 
Annie, down where that summerhouse is now." He 
pointed out into the long flowergarden, his eyes 
trembling of tears, his voice shaking. 

"I began thinking--and it seemed··to'me that 
you ought to be--steadier"--he paused and seemed 
to grope about for the right word--"more 
industrious--."20 

The lilac Adam sees traditionally signifies youthful 

innocence, 21 and the fact that the children h~~recalls are 

brother and sister adds to the innocent quality~ of the 

dream paradise. That they are siblings at play in a gard~n 

also seems to suggest the garden as protective mother. One 

is reminded of the actual account of Eden in Genesis. Un-

like the elaborations of Milton and others, the biblical 

account makes no mention of Satan, Original Sin, ·or the 

high intellect of Adam and Eve before the fall. Instead, 

2° F. Scott Fitzgerald, The Beautiful and Damned 
(1922; rpt. New York: Scribner's, 1950), p. 140. All 
further references to this novel in this chapter are from 
this edition and appear in the text preceded by BD. 

21 Cora Linn Daniels and C. M. Stevans, eds., 
Encyclopaedia of Superstitions, Folklore, and the Occult 
Sciences of the World (1903; rpt. Detroit: Gale Research 
Co . , 19 71) , I I , 7 9 5 • 
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Genesis presents Adam and Eve as children who.do not gain 

knowledge of anything until they gain knowledge of good. 

and evi1. 22 Adam Patch's dream is of a paradise like that 

of the Eden of Genesis before the fall. What is more, he 

believes that gaining this paradise requires death, as 

evidenced by his talk of the after-life. Though he 

believes Anthony and Gloria desire much different para-

dises, their dreams bear remarkable resemblances to his. 

Gloria's dream of paradise is interesting ~f only 

because it is presented from the point of view of a female 

character. Despite the fact that, in Anthony's eyes, she 

is a destroyer or negative mother image, here one sees that 

she is a three-dimensional character with her own fears and 

desires. A rain storm one night reminds her of . 

a cool rain of her childhood, that made cheerful 
mud in her back yard and watered the tiny garden 
she had dug with miniature rake and spade and 
hoe. Drip--dri-up! It was like days when the 
rain came out of yellow skies that melted just 
before twilight and shot one radiant shaft ·Of 
sunlight diagonally down the heavens into the 
damp green trees. So cool, so clear and clean-
and her mother there at the centre of the 
world •••• (BD, p. 242) 

22 Joseph E. Duncan, Milton's Earthly Paradise: A 
Historical Study of Eden, Minnesota Monographs in the 
Human1t1es, Vol. V, ed. Leonard Unger (Minneapolis: Univ. 
of Minnesota Press, 1972), p. 13. 
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Her dream occurs during a wild party to which Anthony 

and Gloria's friends have brought a "weird-looking" fellow 

with a "yellow beard continually fighting through his skin 

and a low voice which varied between basso profunda and a 

husky whisper" (BD, p. 237). Gloria senses evil,in Joe 

Hull, and she becomes disturbed by his presence-and his 

easy familiarity with her. Even their old friends behave 

more crudely than usual. Finally, with the room 11 full of 

men and smoke," it seems to Gloria "that everything in the 

room was staggering in grotesque fourth-dimensional gyra

tions through intersecting planes of hazy blue". ·(BD, 

p. 241). Here again, one sees the color blue used to 

represent vision--in this case, hazy vision. 23 - , To .... add to 

Gloria's terror, a storm rages outside, and she hears;:' 

"the scrape of the tall bushes against the house" (BD,· 

p. 241). The entire scene is an· intense night~ar~ version 

of their usual parties, one in which the sense of sexuality 

and violence is intensified to such an extent .that Gloria 

becomes terrified and seeks release in her dream. 

In contrast to the party is her dream of ·an innocent 

paradise in which the connection between mother and garden 

is made fairly explicit. Instead of the storm associated 

23 Long, p. 13 5. 
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with the party, one finds a cool and comforting.rain asso

ciated with her dream. Even the mud it produces is "cheer

ful." Having recalled her tiny, well-watered garden, she 

immediately turns to thoughts of other rainy days which 

were "cool, so clear and clean--and her mother there at 

the centre of the world." It is a vision of innocence, ·, 

such as that in Eden, and of a return to the protective 

mother. The use of the colors yellow and green, with their 

traditional meanings of sun and life and fertility, in 

contrast to their ironic use elsewhere in the novel., 

reinforces the image of the positive mother to whom Gloria 

would like to escape. 24 
1 • 

Just after her dream, Gloria senses Hull standing 

over her; and he seems to her "an indiscernible and subtly 

menacing terror, a personality filthy under its varnish" 

(BD, p. 243). Hull seems to represent sexuality· and 

animality, things which Gloria fears greatly. She runs out 

"into this cool damp, out, away, to feel the wet swish of 

the grass around her feet and the fresh moisture on her 

forehead" (BD, p. 243). Literally she tries to escape 

to a spot resembling the innocent childhood paradise of 

her dream. In its dampness and darkness, the spot resembles 

24 Gere, pp. 334-35. 
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the womb; and in its coolness, relief from the discomfort 

and the heat and smoke of the nightmarish party.; What is 

more, her dream of escape to a paradise in which her mother 

is the center involves death, for her mother is,dead. 

Both Adam and Gloria, therefore, desire a return to 

an innocent paradise, and the dreams of both are associated 

with suggestions of death. The difference lies in the cir

cumstances leading to the dreams. Adam talks to Anthony 

about his dream because he senses that Anthony is not . '! ·, 

living up to Puritan standards--not moral ones primarily, 

but those involving working and saving and attendi~g to . 

one's business connections. In other words, Ad~m is con

cerned about Anthony's lack of headway in achieving the 

American dream of a material paradise. Thus, he tells his 

story of paradise, with the admonition that Anthony should 

be "steadier" and more 11 industrious. 11 Gloria, ,however, 

associates her innocent paradise with an escape from adult 

life, especially sexuality, as is obvious from a look at 

the events leading up to her dream. 

Finally, Anthony's dream of a childhood paradise 

becomes increasingly a desire for a state of non~being. 

One scene that is not set in a garden should be mentioned. 

When Anthony breaks down near the end of the novel, escap

ing completely from adult reality, he is found "sitting in 
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a patch of sunshine" (BD, p. 446), reminiscent of the yel

low sunshine in Gloria's dream, sorting his stamp collec

tion, his childhood hobby. He has regressed to childhood. 

Anthony's garden scenes show the earlier si:gns of his 

desire to slip into a world of inactivity and oblivion-

either alcoholic stupor, or sleep, or death. In one 

scene, he is enjoying an afternoon of drinking with a 

friend when Gloria rises, "tapping Anthony's knee with her 

parasol to get his attention" (BD, p. 196·) , insisting· that 

they leave. To Anthony, " ••• nothing seemed of more 

importance than to idle on that shady porch drinking·mel

lowed Scotch" (BD, p. 196). Yet he follows Gloria's 

orders: "In a minute he was following Gl6ria down a 

garden-walk between tall rose-bushes, her parasol brushing 

gently the June-blooming leaves" (BD, p. 196). Her para

sol disturbs the garden paradise just as it had disturbed 

Anthony's attempt to achieve a temporary state akin to an 

innocent paradise, a state of drunkenness in which he would 

know nothing. He prefers a hazy oblivion to life. 

Here, Gloria, in Anthony's eyes, becomes the negative 

mother, the destroyer who ruins his "paradise." 25 One 

sees some similarity between this garden scene and those in 

This Side of Paradise. But in this scene, unlike those in 

25 Hunt and Suarez, pp. 159-62. 
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the earlier novel, Anthony is a passive creature who does 

not fight the one he perceives to be destroyer; also, in 

Anthony's case, it is fairly clear that he ·is at fault. He 

lets Gloria take him away from his friend and then blames 

her for being inconsiderate. 

One other garden scene illustrates Anthony's desire 

for oblivion. While stationed in the South, during the 

war, Anthony begins "to feel a drowsy attachment for this 

South--a South ••• with faded aspirations;~ointing back 

over innumerable generations to some warm primitive 

Nirvana, without hope or care" (BD, p. 337): • The atmo- ' 

sphere of the South is drowsy and warm, akin to th~· 

"primitive Nirvana," the womb. Further, Anthony enjoys 

"Johnston's Gardens" where [he and Dorothy] 
danced, where a tragic negro made yearning, 
aching music on a saxophone until the garish 
hall became an enchanted jungle of barbaric 
rhythms and smoky laughter, where to forget 
the uneventful passage of time upon Dorothy's 
soft sighs and tender whisperings was the 
consummation of all aspiration, of all content. 
(BD, p. 338) 

It is a primitive place, and the description is full of 

muted sounds: "smoky laughter," "soft sighs," "tender 

whisperings," as though these sounds are muffled, being 

heard from inside a dark enclosure. And Anthony desires 

the contentment he finds in such a place. Such an 
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atmosphere fulfills his desire for drowsiness, sleep--

oblivion. 

Thus, repeatedly in this novel, one sees characters 

dreaming of a paradise of innocence or oblivion, both of 

which involve an absence of knowledge or awareness. They 
"' f . ": ~ •, 1 

dream either of a mother who will warm and protect them 

from adulthood or of a mother image who will provide 

stupor, madness, or even death. In Anthony's case, he 

seems to prefer total oblivion to facing life. 

The garden scenes in The Beautiful and Damned indeed 

reinforce its status as a novel about childish characters 

who wreck their lives through their inability to face 

adulthood. And the fact that Adam Patch's dream is little 

different from those of the more childish characters sug-

gests that there is no alternative preferable to the 

futile dream of an infantile paradise. 



CHAPTER TWO 

THE GREAT GATSBY 

Generally considered F. Scott Fitzgerald's finest 

novel, The Great Gatsby (1925) contains a complex array of 

garden images. In part, these images are a continuation 

of those found in Fitzgerald's earlier novels; for example, 

one finds images of the female as destroyer, as in This 

Side of Paradise, and images suggestive of a preference for 

drunken oblivion to a life of responsibility, as in The 
-

Beautiful and Damned. But, unlike the earlier novels in 

which the protagonists simply find themselves in para-

disical settings or simply dream of innocent garden para-

dises, The Great Gatsby concerns Jay Gatsby, a man who 

actually creates a paradise of sorts for the many people 

who flock to his parties, a man who attempts to regain 

the paradise he feels he once had. The various garden 

scenes of the novel are important in explaining Gatsby's 

notion of paradise and his failure to gain his paradise 

because he cannot see the darkness the pretty surfaces of 

the gardens hide. 

Jay Gatsby's desire for paradise comes to life for 

him in 1917 when he meets Daisy Fay while ·h~ is a serviceman 



stationed in Louisville. As her name suggests, Daisy 

seems to be a flower, growing in a garden symboli'c, to 

Gatsby at least, of beauty, protection, and fertiiity. 1 
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And as her last name suggests, she seems to be a "fay," a 

fairy-creature who is not of this earth. 2 From the start, 

Gatsby idealizes her as the beautiful flower. Her identity 

as representative of a material paradise also draws him 

to her. She is a "golden girl" 3 with a "rich house," and 

Gatsby is "overwhelmingly aware of the youth and mystery 

that wealth imprisons and preserves, of the freshness of 

many clothes, and of Daisy, gleaming like silver, safe and 

proud above the hot struggles of the poor" (GG, p. 132). 

To Gatsby, material wealth is the means for arriving at a 

state of safety and protection. He cannot see the signifi-

cance of the fact that Daisy and her silver are cold, that 

her position "above the hot struggles of the poor" only 

1 
Robert Emmet Long, The Achieving of The Great Gatsby: 

F. Scott Fitzgerald, 1920-1925 (Lewisburg, Pa.: Bucknell 
Univ. Press, 1979), p. 134. Long discusses the pattern of 
floral imagery in the novel. 

2 John H. Kuhnle, "The Great Gatsby as Pastoral Elegy," 
in Fitzgerald/Hemingway Annual: 1978, ed. Matthew J. 
Bruccoli and Richard Layman (Detroit: Gale Research Co., 
1979)' p. 150. 

3 F. Scott Fitzgerald, The Great 
New York: Scribner's, 1953), p. 107. 
to this work in this chapter are from 
appear in the text preceded by GG. 

Gatsby (1925; rpt. 
All further references 
this edition and 
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prevents her being a true symbol of protection, a warm 

mother figure. Instead, the silver and gold Daisy is cold 

and hard, a callous destroyer.4 Even in her·identity as a 

daisy, she is only partly a beautiful and pure white. 

Inside, she is yellow, corrupt, just as the~daisy has a 

yellow center. 5 Gatsby, however, sees only the white, her 

promise of release from hardships he has known. as a poor 

Middle Western boy, the wealth of her silver,and gold, and 

the protection and security of her position. 

When he first meets Daisy, however, Gatsby still has 

a dream of paradise apart. from her, the same dream he has 

since childhood: 

But his heart was in a constant, turbulent 
riot. The most grotesque and fantastic con
ceits haunted him in his bed at night. A uni
verse of ineffable gaudiness spun itself out 
in his brain while the clock ticked on the 
washstand and the moon soaked with wet light 
his tangled clothes upon the·floor. Each night 
he added to the pattern of his fancies until 
drowsiness closed down· upon some vivid scene 
with an oblivious embrace. (GG, p. 89) 

4 Jan Hunt and John M. Suarez, "The Evasion of Adult 
Love in Fitzgerald's Fiction," Centennial Review, 17 
(1973) 1 159-62 • 

5 Anne R. Gere, "Color in Fitzgerald's Novels," in 
Fitzgerald/Hemingway Annual: 1971, ed. Matthew J. Bruccoli 
and c. E. Frazer Smith, Jr. (Wash., D.C.: Microcard 
Editions, 1971), pp. 334-35. 
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To be sure, the paradise he dreams of is gaudy, suggesting 

its tawdry connection with wealth; but it is also "fan-· : 

tastic" and universal, inspired by an awareness of the ., 

passing of time and the light of the moon. He has not 

yet identified his "unutterable visions" (GG, p .· 100')~· 

with anything tangible. 

But while Gatsby is in Louisville, someth{n~·h~pp~ns 

which causes him to transfer his entire dream of paradise, 

including its universal-implications, to Daisy. She 

becomes his longed-for paradise incarnate. Nick Carraway 

imagines what the event must have been like: 

• • • [Fitzgerald's ellipses] One -autumn . :;. · 
night • • • they [Jay and Daisy] had been walking 
down the street when the leaves were falling, 
and they came to a place where there were no 
trees and the sidewalk was white with moon-
light .••. Out of the corner of his eye 
Gatsby saw that the blocks of the sidewalks 
really formed a ladder and mounted to a secret 
place above the trees--he could climb to it, · 
if he climbed alone, and once there he could 
suck on the pap of life, gulp down the incom
parable milk of wonder. 

His heart beat faster as Daisy's white face 
came up to his own. He knew that when he kissed 
this girl, and forever wed his unutterable vis
ions to her perishable breath, his mind would 
never romp again like the mind of God. So he 
waited, listening for a moment longer to the 
tuning-fork that had been stuck upon.a star. 
Then he kissed her. At his lips' touch she blos
somed for him like a flower and the incarnation 
was complete. (GG, pp. 99-100) 
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At this point, Daisy becomes equated, in Gatsby's 

mind, with every part of his dream of parad~se. ,She repre

sents for him not only the possibilities of. ~ealth in her 

identity as silver idol and the beauty of the flower but 

also the universal mother who provides elemental suste~ 

nance, "the pap of life" and "milk of wonder."6 She be-

comes not a flower in the garden, but instead the gard,en 

itself. Though just before he kisses Daisy he seems to 
' r •) 

realize that a human cannot live up to the immortal ~~~ge 

of his dream, when he does kiss her, "the i~c:arnation is 

complete." Instead of his coming down onto Daisy's mortal 

plane of existence, he raises Daisy in his mind to the uni

versal level of his dream. He has confused a silver idol 

and a flower with a corrupt center with the universal, 

life-giving mother. Instead of being his Promised Land, 

Daisy is 11 corrupt from the very beginning." She turns out 

to be a "fay" indeed: a witch.7 And the kiss, instead of 

being a promise of paradise, turns out later to have been 

a betrayal of the dream. 8 

6 G. c. Millard, "F. Scott Fitzgerald: The Great 
Gatsby, Tender Is the Night, The Last Tycoon," English 
stud~es in Africa, 8 (1965); rpt. in Tender Is the Night: 
Essays ~n Cr~t~c~sm, ed. Marvin J. LaHood· (i31oomingtcin·: · 
Indiana Un~v. Press, 1969), p. 30. 

7 Paul Lauter, "Plato's Stepchildren, Gatsby and 
Cohn, .. Modern Fiction Studies, 9 (1963-64), 339. 

8 Bernard Tanner, 11 The Gospel of Gatsby," English 
Journal, 54 (1965), 472. 
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Thus, Gatsby's dream of paradise involvescseveral 

mistaken assumptions on his part. First, he·. views Daisy's 

rich world and the aura of beauty surrounding her and her 

world as a paradisical garden of which Daisy is the most 

representative flower, but he still maintains a·dream apart 

from all this--a universal, inexpressible dream. He does 

not realize that Daisy's world is only lovely*on,·the sur-

face. Then he compounds his mistake by equating Daisy .. 

with his entire dream, including both the garden ,paradise 

he thinks is inherent in her world and the paradise of the 

archetypal mother, his universal, hitherto inexpressible 

dream. Daisy, in short, becomes everything to him. 

The ladder in the incarnation scene connects paradise 

and earth and, thus, has mythic significance·. . One of the 

major myths of paradise among primitive peoples concerns 

the primordial closeness of heaven and earth. , The two 

were close enough, according to such myths, .to·be connected 

by a tree, vine, ladder, or mountain. 9 When Gatsby sees· 

the ladder to the "place above the trees," he•finds him-

self in this primordial state in which communion with 

paradise, the universal mother, is easy. He does not 

9 Mircea Eliade, "The Yearning for Paradise in Primi
tive Tradition," Diogenes (Summer 1954); rpt. in Myths and 
Mythmaking, ed. Henry A. Murray (Boston: Beacon Press, 
19 6 0 ) , pp • 61- 6 2 . 
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realize that when he kisses Daisy and thus"reaches not up

ward but outward for a corrupt sort of material paradise, 

he is moving away from, not toward, the spiritual union he 

seeks. 

Following the incarnation of paradise in-Dais~, 

Gatsby is called back to his duties as a soldier. He does 

well in the war but afterwards finds it difficult to return 

to Daisy: " •.• [H]e tried frantically to ~et home, but 

some complication or misunderstanding sent him to Oxford 

instead" (GG, p. 133). Meanwhile, having become nervous 

about her future with Gatsby, Daisy lets herself be caught 

up again in her familiar, safe world of wealth and position. 

It is a world in which "fresh faces drifted here and there 

like rose petals" (GG, p. 133) and life is full of dances, 

tea hours, and orchids. She begins to date others, want

ing "her life shaped now, immediately ••• by some 

force--of love, of money, of practicality--that was close" 

at hand" (GG, p. 134). So she marries Torn Buchanan. Her 

desire for a life based upon practicalities.shows that she 

is not up to Gatsby's standards, that she i~-not his garden 

paradise. But even when Gatsby learns about-her marriage, 

he does not abandon his image of her. He begins to "'fix 

everything'" (GG, p. 99) by amassing a fortune, by keeping 

posted as to Daisy's whereabouts by looking at newspapers 
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for any mention of her, and finally by moving to West Egg 

on Long Island to be near her. 

There at Gatsby's West Egg estate five years after 

their first meeting, he begins to give parties in his 

gardens. The parties provide a paradise of sorts for those 

who come to them and are rites by which Gatsby hopes to 

reestablish his relationship with Daisy, his paradise 

incarnate. In Christian terms, Gatsby is like a second 

Adam, a Christ figure who, through a sacrificial rite, 

hopes to regain the Edenic state of innocence, personified 

by Daisy, the unmarried young girl of 1917. · .-.In universal 

terms, he is a primitive priest seeking to reestablish 

the relations between paradise and earth which were lost 

with the destruction of the connecting ladder. 

Two of Gatsby's garden parties are described in 

detail: the first one that Nick attends (in Chapter 3) and 

the one attended by Daisy and Tom (in Chapter 6). In addi

tion, Nick provides an overview of the parties of the 

summer by listing the names of the party-goers (in 

Chapter 4). Both the Chapter 3 party and the Chapter 4 

guest list are significant because the events and descrip

tions emphasize the material, Christian, and universal 

connotations of Gatsby's paradise. 
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The material nature of the party-goers'' paradise is 

suggested by the Rolls Royce which brings them from:the 

city to the "blue gardens" (GG, p. 39); by the caterers, 

who provide sumptuous feasts; and by the large orchestra, 

complete with "a whole pitful of oboes and· trombones and 

saxophones and viols and cornets and piccolos, and low and 

high drums" (GG, p. 40). The sense of the ease~ahd comfort 

provided by wealth is suggested by "a machine~in the 

kitchen which could extract the juice of two hundred 

oranges in half an hour if a little button was pressed two 

hundred times by a butler's thumb" (GG, p. 39). The party

goers flock to a place representing material ease, believ-

ing that material progress ultimately leads to a paradisical 

state in which they will be comfortable and secure. 10 Nick 

sees, as they do not, the "desolate path of fruit rinds and 

discarded favors and crushed flowers" (GG, p. 99), the 

waste that is a true product of progress. 

The material nature of the paradise:of· the party-goers 

is further emphasized by the signs of Gatsby's power. It 

. ' . 1 f ~ 11 is as 1f Gatsby s money buys h1m contra o nature. 

10 James Ginden, "Gods and Fathers in F. Scott Fitz
gerald's Novels," Modern Language Quarterly, 30 (1969), 71. 

11 David W. Noble, "The Lost Generation: Winston 
Churchill, Ernest Hemingway, F. Scott Fitzgerald," in The 
Eternal Adam and the New World Garden (New York: Braziller, 
19 6 8) ' pp. 15 7-5 8 • 



Besides bringing food, the caterers hang "enough colored 

lights to make a Christmas tree of Gatsby's' enormous 
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garden" (GG, p. 39). These lights "grow brighter as the 

earth lurches away from the sun" {GG, p. 40); in other 

words, the artificial lights substitute'for the sun, which 

seems to have been taken away in an unn~tural way. Even 

the moon, otherwise a natural reflected iight, s·eems to 

have been "produced like the supper, no doubt; out of a 

caterer's basket" (GG, p. 42). Gatsby's control.of light 

does not come cheap--he has had to provide expensive arti

ficial substitutes.l2 The party-goers ~ho~ th~ir liking 

for power in that they are drawn to the light "like 

moths" (GG, p. 39). They represent Americans with their 

desire for a material paradise. 

They also show a desire for a paradise akin to the 

womb-state, although their idea of this archetypal paradise 

takes a negative form. Like Anthony Pa~ch of The Beautiful 

and Damned, they want the oblivion of non-identity·and 

drunkenness. The passages describing ~~~· p~r~y are so full 

of suggestions of the lack of identitie~-6~' ~he guests that 

the party may be seen as a "masquerade where identities are 

' .. ; : 

12 John Edward Hardy, "The Great Gatsby: One in Two," 
in Man in the Modern Novel {Seattle: univ. of Washington 
Press, 1964), pp. 92-93; and R. W. Stallman, "Gatsby and 
the Hole in Time," Modern Fiction Studies, 1, No. 4 (1955), 
15. 
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never discovered, real relationships are never formed." 

There is an unknown host who is seldom see~, anonymou_s 

guests, frequent partner changes, and no sepse of. commun-
,· I) -, 

•t 13 1 y. Even when Nick names the guests in Chapter 4, the 
.._ '• I 

names and their accompanying descriptions suggest their 

indistinctness. Some names indicate waste--for example, 

Leeches. Others, such as Beaver, indicate animal quali-

ties and, thus, a lack of humanness. Stil~ others 

emphasize the lack of control and violence in the histories 

of the individuals--the Quinns are "divorced now," Brew 

"had his nose shot off in the war," and Palmetto "killed 

himself by jumping in front of a subway train in Times 

Square" (GG, pp. 58-59). Whether the names._and descrip

tions signify waste, animality, or lack of control, they 

seem to suggest a blurring effect, a sense of the in-

14 definite and the temporary. 

The passages are also full of images suggesting the 

desire of the guests for drunken oblivion. Various phrases 

establish the image of a fluid atmosphere such as that per-

ceived by the intoxicated, or that perceived by the fetus 

13 Mary Kathryn Grant, R.S.M., "The Search for Cele-
bration in The Sun Also Rises and The Great Gatsby," 
Arizona Quarterly, 33 (1977), 191. 

14 Long, pp. 141-43. 
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in the womb. Wanderers "glide on through the sea-change 

of faces and voices and colors" (GG, p. 40); groups "swell 

with new arrivals" (GG, p. 40) like the tide; and Nick 

wanders, he says, among "swirls and eddies of p'eople I 

didn't know" (GG, p. 41). And like ice changing into 

liquid form, Jordan Baker "melted into her party at the 

door" (GG, p. 51) • 

The longing for drunken oblivion is also indicated 

by the frequent direct references to cocktails and drunken-

ness. The description of the garden scene is, in fact, 

permeated by suggestions of the drunken state: there are 

"floating rounds of cocktails [which] permeate the garden" 

(GG, p. 40); the music is "yellow cocktail music" (GG, 

p. 40); and "champagne was·served in glasses bigger than 

finger-bowls" (GG, p. 45). To be sure, the initial effect 

of the drinking is "air • . alive with chatter and 

laughter" (GG, p. 40) and "people ••. doing 'stunts' all 

over the garden, while happy, vacuous bursts of laughter 

rose toward the summer sky" (GG, p. 45). 

But as the party continues, the long-range effects of 

sleepiness and stupor take hold. For example, at one point 

a drunken, red-haired woman begins to sing, 

and during the course of the song she had decided 
that everything was very, very sad--she was not 
only singing, she was weeping too .••• The 
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tears coursed down her cheeks--not freely, how
ever, for when they came into contact with her 
heavily beaded eyelashes they assumed an inky 
color, and pursued the rest of their way in 
slow black rivulets. A humorous suggestion 
was made that she sing the notes on her face, 
whereupon she threw up her hands, sank into a 
chair, and went off into a deep vinous sleep. 
(GG, p. 49) 

She seeks respite from the black despair of her life, sig-

nified by the black mascara on her face and its connection 

with the sadness of the song she sings, and from the ridi-

cule directed at her in an alcohol-induced sleep, a form 

of blackness which is bliss compared to her life. 

In short, these Jazz Age party-goers seek whatever 

vestiges of paradise they can find. They are disillusioned 

about finding a paradisical garden in which there are the 

qualities of a truly warm, protective mother just as 

Americans following World War I felt bitter and disillu-

sioned about the possibilities for a New World Garden. 

The party-goers stand somewhat in contrast to Gatsby, 

to whom the parties are not really paradise itself but the 

means for reestablishing contact with paradise. In 

Christian terms, Gatsby is a second Adam, Christ; 15 and the 

party is an attempt at Holy Communion, in which the eating 

of bread and drinking of wine symbolize the sacrificial 

15 Kuhnle, p. 148; and Tanner, pp. 467-74. Both dis-
cuss Gatsby as Christ-figure. 
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death of Christ in exchange for mankind's eternal life in 

paradise. In the description of the garden, one finds, 

first.of all, mention of "the first supper" and the fact 

that " •• there would be another one after midnight· .• " 

(GG, p. 43), by implication, the .Last Supper. In addition, 

as has already been mentioned, the moon appears to have 

been brought by the caterers, suggesting its similarity 

to food. Later this moon is called a wafer, suggesting 

that it represents the communion biscuit.l6 Finally, the 

cocktails so often mentioned in the description of the 

party suggest the wine of communion. Thus, an att~mpt at 

communion takes place, hardly a holy one in reality, but 

a sincere attempt on Gatsby's part to perform a sacrificial 

rite. That it is destined for ultimate failure is evi-

denced by the fact that the communion-biscuit moon remains 

"solitary, white and remote," 17 the very antithesis of 

communion. 

In more universal terms, the party harks back to the 

efforts of primitive peoples to reestablish the broken 

connection between heaven and earth. As has been mentioned, 

some primitive peoples believed that earth and heaven were 

16 Gordon Bordewyk, "Gatsby: The Figure of the Host," 
American Notes and Queries, 17 (1979), 142. 

17 Bordewyk, p. 142. 
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once connected by a tree, vine, or ladder. ·Mircea Eliad~ 

has observed the rites conducted by present~day-primitive 

tribes in their efforts to reestablish the connection: As 

a part of his initiation into the priesthood, ·a shaman 

{priest) is supposedly taught sounds by animals •. His 

ability to make these animal sounds represents to a tribe 

his reestablishment of friendly relations with the animals, 

considered one feature of the paradisical state. Having 

recovered this much of the state, he goes into a trance; 

and, supposedly, his soul leaves his body and ascends to 

heaven by means of a tree or pole symbolizing the orJginal 

connection. He describes to the tribe the scenes.in para

dise and then collapses, exhausted. 18 

Gatsby's garden party bears certain similarities to 

this rite. His attempt to establish friendly relations 

with the "animals" is suggested by a comment made by one of 

his guests: " 'He doesn't want any trouble with anybody' "; . 

{GG, p. 43). His guests are frequently characterized as. 

animal-like; certainly, a great deal of their behavior may 

be seen as animalistic, and they are called '.'moths" {GG, . 

p. 39; 72). Near the end of the party, girls .are."putting 

their heads on men's shoulders in a puppyish • . • • way" 

{GG, p. 48). In addition, many of them have the names of 

18 Eliade, pp. 63-67. 
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animals or names at least associated with animals: Leech, 

Civit, Ferret, Blackbuck, Beaver, Fishguard, Wnitebait, 

19 Hammerhead, Beluga, Roebuck, Bull. 

Having established friendly relations·~ith his animal

like guests by providing them with the kirid of "paradise" 

they desire, Gatsby induces a trance-like atmosphere in 

his garden through his dispensing of cocktails.· Even the 

music is intoxicating in that it is cocktail music. Next, 

Gatsby makes his attempt to contact his paradise incarnate, 

Daisy, by talking to Jordan Baker about Nick's inviting 

Daisy to tea one day soon. And later the·notion that 

Gatsby has used the parties as a means for contacting 

Daisy is reinforced when Jordan reveals that-he gave them 

with the express hope that Daisy would be ·attracted by them 

and wander into one of them. 

In Gatsby's mind, the rite is working because Daisy 

does agree to come to Nick's "garden" to·tea. It is sig

nificant that the reunion occurs at Nick's garden with its 

ragged, "irregular lawn" (GG, p. 80), reminiscent of Nick's 

description of the Middle West as the "ragged edge of the 

universe" (GG, p. 9). Gatsby cannot bear to leave this 

largely undefiled paradisical garden alone, however. 

19 
Long, pp. 140-41. 
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"He • • • is bent upon wringing from life impossible con

summations •••• " not only in his efforts to turn back 

the clock and otherwise control life and nature, but also 

in his efforts to make of his neighbor,' s natural garden 

and modest home an opulent palace, complete with finely 

mown lawn and many cut flowers. He.tries ~lways to create 

settings which exhibit "an unnatu:J:"al.plen~tuc:Je~" 20 

But the effects of unadulterated_.nature-are not com-

pletely lost: the rain ruins the freshlymown lawn and 

forms "small muddy swamps and prehistoric marshes" (GG, 

p. 80}, suggesting the primordial nature-of Nick's garden, 

"the warm center of the world" (GG, p. 9) •. ·.And the effects 

of time are felt: Gatsby almost causes a~clock to fall off 

the mantlepiece, suggesting his loss of control. over time 

while in this atmosphere and, as a result, a return to the 

natural flow of time. While at this point in Gatsby's 
I 

story things seem to be going his way, later it becomes 

apparent that he only thought he could control time and 

bring back the past. 

Gatsby, who feels strained and rather' desperate while 

at Nick's, feels much more confident when the trio goes 

over to his own garden. There, Daisy is greeted by "the 

20 
J. S. Westbrook, "Nature and Optics.in The Great 

Gatsby," American Literature, 32 (1960}, 81. 
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sparkling odor of jonquils and the frothy odor~of:hawthorn 

and plum blossoms and the pale gold odor of:kiss-:-me-at-

the-gate" (GG, p. 82). Jonquils, which traditionally , 

signify the desire for a return of affection, 2J_certainly 

constitute an appropriate initial greeting ,for Daisy. 

Hawthorn stands for contentment; 22 the plum .tree, fidel

ity;23 and kiss-me-at-the-gate (pansy), thought; 24 This 

selection of flowers characterizes Gatsby ver~:well~ He 

has thought and dreamed about Daisy for a long:time and has 

21 Cora Linn Daniels and C. M. Stevans,, · eds. , Encyclo
paedia of Superstitions, Folklore and the Occult Sc1ences 
of the World (1903; rpt. Detroit: Gale Research Co., 1971), 
II, 794; and E. L. D. Seymour, et al., eds., Favorite 
Flowers in Color (New York: William H. Wise·j 1949), · 
pp. 496-97. The jonquil is a member of the narcissus family 
and has a small trumpet-like center. It needs: sunshine for 
growth. Its association with a desire for a return of 
affection may come from its shape--the trumpet, calls for 
the warmth of the sunshine. 

22 [Carruthers], Flower Lore: The Teachings of Flowers 
Historical Legendary Poetical and Symbolical. (Belfast~, 1879; 
rpt. Detroit: Singing Tree Press, 1972), p. 185. Carruthers 
speaks also of Shakespeare's identification of the hawthorn 
with a canopy that gives shade for shepherds. 

23 Daniels and Stevans, p. 797. The plum stone is 
hard and strong, and the plum is purple, suggesting hardi
ness and endurance. 

24 Carruthers, p. 198; and William Sh~k~~pear~, . 
Shakespeare Said It: Topical Quotations From1the Works of 
Shakespeare, ed. W1lliam Dodge Lewis, introd. William P. 
Tolley (Syracuse, NY: Syracuse Univ., 1961), p. 123. In 
Hamlet, IV, 5:174, Ophelia says: "There's rosemary, that's 
for remembrance; pray you, love, remember: and there is 
pansies, that's for thoughts." 
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been faithful to the dream. And now that Daisy is with 

him, he has hope for the contentment which fulfillment of.· 

his dream would give. It is also significant that these 

flowers are described in terms of the odors they give off. 

It is as though they are reaching up to gain.Daisy's 

notice, like small versions of the vine which once con-

nected earth and heaven. The sparkling and golden quali-

ties of the odors indicate the prominence of.Gatsby~s 

wealth as the lure with which he tries to attract Daisy. 
, 

The fr.ot_hy odor suggests the unsubstantial, ephemeral 

nature of his hope for contentment and the illusory nature_ 

of the object of his faithfulness, Daisy. 

Indeed, it does seem that Gatsby's material wealth is 

the primary part of his life to which Daisy responds. 

Besides admiring the flowers with their suggestions of 

wealth, she admires the golden toilet set in Gatsby's room 

and his piles of costly shirts. She does not .understand 

the larger implications of his dream, its connection with 

the idea of the life-giving, universal mother.' ., 

Chapter 6 describes several events occurring at 

Gatsby's garden party which further suggest that.Gatsby's 

dream of paradise is futile because Daisy canno·t live up to 

it. First of all, Daisy reveals that green is a casual and 

common color to her and that a kiss represents something 
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common as well. For Gatsby, of course, that color green 

has much significance--it is the color of the light at the 

end of Daisy's dock which symbolizes to him her identify 

as fertile mother figure. 25 And-a kiss signifies for him 

Daisy's incarnation of his paradise, the only point of 

connection, he thinks, between him and his paradise. Daisy 

reveals her casual feelings about these concepts when she 

says, '''If you want to kiss me any time during the evening, 

Nick, just let me know and I'll .•• arrange it for you. 

Just mention my name. Or present a green card. I'm giving 

out green--'" (GG, p. 94). 

What is more, Daisy does not like anything about the 

party except for "a gorgeous, scarcely human orchid of a 

woman who sat in state under a white-plum tr.ee'' (GG, 

p. 94). The identification of the woman as an orchid sug

gests that she functions only as an ornament and that her 

outwardly lovely appearance is her main asset. There is 

not much underneath--she is "scarcely human" inside. The 

woman appeals to Daisy, whose loveliness is also a matter 

of appearances, because she is an actress; Daisy is also 

good at acting like, appearing to be, a lovely flower. 

"But the rest of it offended her," says Nick, "and 

25 Gere, p. 334. 
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inarguably, because it wasn't a gesture but an emotion. 

She was appalled by ••• its raw vigor .• She saw 

something awful in the very simplicity she failed ~6 under-

stand" (GG, pp. 96-97). In other words, Daisy cannot make 

sense of a world stripped to its elemental level, and she 

cannot understand the significance of Gatsby's rites. 

Gatsby senses her dislike of the party but resolves to 

make her understand, to "'fix everything just the way it 

was before'" (GG, p. 99). His hopes for this party had 

been great. As originally conceived by Fitzgerald, the 

party was to have been 

a costume affair, with many of the guests wearing 
rustic apparel. Coming as it does after the 
reunion of Gatsby and Daisy, the 'harvest dance,' 
as it is called, was apparently intended to sug
gest the idea of a rich fulfillment; its harvest
time decorations include sunflowers and sheaves 
of wheat.26 

In earlier drafts of the novel, Fitzgerald used bold symbol-

ism to convey Gatsby's conception of the party, but in the 

final version he gives a more subtle impression of Gatsby's 

hopes for the party. Gatsby had high expectations, but 

despite their thwarting, he carries on with his dream. 

Feeling that he no longer need perform his rites and 

knowing that Daisy dislikes them, Gatsby stops having 

26 Long, p. 198. 
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parties. Instead, Daisy comes over to his house, appar~ 1 :-

ently starting to become again, he thinks, his paradise. 

But he will not rest until conditions are just as they 

were when she first became paradise. He desires a return 

to a paradise of sexual innocence since the Daisy of 1917 

was an unmarried girl; therefore, he wants Daisy never to 

have loved Tom. In an attempt to get her to confess her.~. 

lack of love for Tom, he arranges a luncheon at Daisy's, 

intending to confront the Buchanans and fulfill his desires. 

At Daisy's luncheon another garden comes to have sig-

nificance in showing the true nature of Daisy and her 

world. It is the Buchanans' garden. Earlier in the novel, 

Nick has described the Buchanan estate as including 

a cheerful red-and-white Georgian Colonial man
sion, overlooking the bay. The lawn started.at 
the beach and ran toward the front door for a 
quarter of a mile, jumping over sundials and. 
brick walls and burning gardens--finally when 
it reached the house drifting up the side in 
bright vines as though from the momentum of 
its run. (GG, pp. 11-12) 

The garden, Nick says, is a "sunken Italian garden, a half 

acre of deep pungent roses" (GG, p. 12). 

The scene suggests opulence; and, what is more, Nick 

at first glance sees it as "cheerful" and "bright." But 

this seeming paradise covers, though not completely, vio-

lence and callousness. The house may be white, but it is 
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also red, signifying violence. 27 The gardens may be beau

tiful and fertile, but they are also "sunken" and "burn

ing"--hellish. The roses in the garden may signity' l~ve 

and beauty, 28 but their thorns signify danger and their 

pungency is harsh. And the vines may be bright, but they 

also suggest qualities of choking and imprisonment. 

The Buchanans' garden represents the material paradise 

to which Gatsby has aspired since a boy. The fact that 

theirs is a Colonial mansion adds to the identification of 

their estate and gardens with the American dream of a 

material paradise. But one can see the harshness and vio

lence underlying the American dream in the description of 

the garden. And when one considers the gardens a~ a repre

sentation of the second Garden of Eden, one finds evidence 

of the supposed innocence of the place in the word "cheer

ful." But this innocence is illusory, a mere cover for 

violence and sordidness. Instead, the "burning" gardens 

represent the opposite of Eden, hell. In addition, at the 

archetypal level, the gardens contain hints of the warm, 

protective mother in the images of the fertile flowe·rs and 

the vines which "hug" the mansion. Yet these same plants 

can destroy. 

27 Long, p. 135. 

28 Carruthers, p. 201. 
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As with Daisy, Gatsby refuses to see the negative 

side of the garden. During the luncheon at the Buchanans', 

he, Nick, and Tom look over the estate. Gatsby is the 

first of them to look beyond "the rose-beds and the hot 

lawn and the weedy refuse of the dog-days alongshore" 

{GG, p. 105). Instead of recognizing the presence of the 

hellish heat, the harsh, thorny roses, and the waste along 

the shore, Gatsby looks in the direction of his.garden, 

the refuge of his dream. 

The heat and hellishness and violence which are hinted 

at in the description of the Buchanans' garden are: made 

manifest in the descriptions of still another garden, the 

grotesque valley of ashes. At the luncheon, because Tom 

is astounded when he realizes Daisy loves Gatsby and be

cause Daisy is confused by the confrontation that is 

beginning to occur, the group decides to go to New York. 

On the way, the party passes through the valley of ashes. 

Then, in New York, Gatsby explicitly confronts Tom and 

Daisy, demanding that Daisy say she never loved Tom. It 

is his ultimate bid for his paradise. But Daisy cannot say 

it. For one thing, she does love Tom; just as she loves 

and belongs to her world, she loves and belongs to Tom. 

What is more, Nick believes, " .•• she had never, all 

along, intended doing anything at all" (GG, p. 117) about 
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declaring her love for Gatsby or having more than a mere 

"fling" with him. Daisy once again shows how far. ,short 

she falls of Gatsby's ideal; but, once again, Gatsby will 

not accept the death of this dream. Instead, his "dead 

dream fought on as the afternoon slipped away •••• " He 

keeps "trying to touch what was no longer tangible, 

struggling unhappily, undespairingly, toward that lost_ 

voice across the room" (GG, p. 120). He still tries to· 

reach for paradise, just as the primitive shaman does. 

Finally, the group leaves the city and travels back through 

the valley of ashes, where the hellishness and violence and 

despair in its atmosphere finally erupt, paralleling the 

hellish events of the afternoon in the city. 

This valley of ashes is first described by Nick early 

in the novel: 

About half way between West Egg and New York 
the motor road hastily joins the railroad and 
runs beside it for a quarter of a mile, so as to 
shrink away from a certain desolate area of land. 
This is the valley of ashes--a fantastic farm 
where ashes grow like wheat into ridges and hills 
and grotesque gardens; where ashes take the forms 
of houses and chimneys and rising smoke and, 
finally, with a transcendent effort, of ash-gray 
men who move dimly and already crumbling through 
the powdery air .••• 

But above the gray lands and the spasms of 
bleak dust which drift endlessly over it, you 
perceive, after a moment, the eyes of Doctor T. J. 
Eckleburg. The eyes of Doctor T. J. Eckleburg 
are blue and gigantic--their retinas are one yard 
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high. They look out of no face, but, instead, 
from a pair of enormous yellow spectacles which 
pass over a non-existent nose. Evidently some. 
wild wag of an oculist set them there to fatten 
his practice in the borough of Queens, and then 
sank down himself into eternal blindness, or 
forgot them and moved away. But his eyes, dim
med a little by many paintless days under sun 
and rain, brood on over the solemn dumping ground. 
(GG, p. 25) 

In two ways this grotesque anti-paradise is the truth 

behind the material paradise to which Gatsby and his guests 

aspire and of which the Buchanans' garden is the examp~e,: 

It is the true result of the progress and industrialization 

which account for the material wealth of the West Eggers., 

the nouveaux riches; thus, it is a truth behind Gatsby's 

dream garden, a truth he cannot discern. And it is the 

spiritual poverty behind the opulent and cheerful front. of 

people like the Buchanans, the old-money families whose lack 

of struggle and attitude of snobbishness have made of them 

"silver idols," hard and so far above the emotions and 

desires of most humans that they are unable to care 

deeply. 29 

Doctor T. J. Eckleburg's billboard symbolizes a Christ 

who is totally impotent in the world, just as Gatsby is. 

Gatsby, try as he may, cannot restore paradise; Eckleburg 

29 
Noble, p. 159. 
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(the sign) does not even try to make a difference. And 

the God whom Eckleburg represents (the oculist himself) is 

not even around--he has either forgotten about the world 

or has become blind to its sufferings. 30 Doctor Eckle-

burg's only activity is his staring out into the ashen 

garden, like "Ozymandias surveying the ruins." 31 Unlike 

Gatsby, who fails to see because his vision of paradise 

colors everything blue, the color of dream and vision. (as 

with his "blue gardens") , 32 Eckleburg's blue eyes are only 

"dimmed a little," his main failure being not failed vis-

ion but inability to act. This Christ is only a cardboard 

sign. Like the Buchanans, he is hard and unfeeling and· 

does not care enough to restore paradise. 

One also sees evidence of the effects of both progress 

and spiritual poverty upon the people who populate the 

valley. Myrtle and George Wilson are residents of the 

valley of ashes. George is an example of someone whose 
' . 

whole existence is caught up in the grayness and meaning-

lessness of his environment. He is "a blond, spiritl~ss 

3° Chris Schroeder, "The Oculist, the Son, and the 
Holy OWl Eyes," American Notes and Queries, 18 (1980), 89. 

3 1 David Savage, "Who Is 'Owl Eyes' in The Great 
Gatsby?" American Notes and Queries, 13 (1975), 73. 

32 Long, p. 135. 
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man, anaemic, and faintly handsome" (GG, p. 26). And "a 

white ashen dust veiled his dark suit and his pale hair as 

it veiled everything in the vicinity .•. " (GG, p. 27). 

In short, he is the valley of ashes personified, ashen and 

gray both within and without. 

George's wife and Tom Buchanan's mistress, Myrtle is 

the only vestige of fertility in the valley; and she is 

trying her best to get out. The shape of the valley has 

sexual connotations suggesting the female; but its ashen, 

dead condition makes of it a negative mother image as 

surely as Daisy's true nature as corrupt destroyer makes 

one of her. But Myrtle is a "thickish figure," a "faintly 

stout" woman who "carried her surplus flesh sensuall.y." 

Nick senses in her "an immediately perceptible vital-

ity • • . as if the nerves of her body were continually 

smouldering" (GG, p. 27). Her identity as fertile, vital 

mother figure is reinforced by the meanings associated with 

her name. Traditionally, myrtle symbolizes love; 33 and it 

is the Greek symbol of fertility. 34 The Greek goddess of 

33 Carruthers, p. 195. 

34 Kuhnle, pp. 146-47. 



love, Aphrod:i. te, .was, ,crowned with· my~:t+~, a; plant sacred 

35 to her. . .. ·· · 
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The valley bears ,surprising and significant similari-

ties to: ~he prese~t condition of the~tradi~ional site of 

the Garden of Eden in~Mesopotamia. Brewer's Dictionary 

of Phrase~.and Fable states that today 1;-hi? ,designation is 

"somewhat ... ironical", :because. the. regiqn is ~ne of ';'.vast 

sandy deserts. " 3.6 -The. supposed site of Eden, therefore, 

has become the antithesis of the qualities of fertility 

associated with Eden. Instead, it is more like a hell, 

just as;the .Affierican,Eden in Gatsby has _become "a living 

hell, an assemblage of .'gro~esque gardens' that parody 

in ashes the vital world of growing things ••• .. 37 

The valley,of ashes not only repre~ents the Judeo-

Christian idea of hell, but it also bears similarities to 

variou~ :.mythic and .literary; hells. For example, its 

35 Robert.J. Emmitt,. "Love, Death,·and.Resurrection 
in The Great Gatsby," in Aeolian Harps: Essays in Litera
ture in Honor of Maurice .Browning Cramer, ·ed. Donna G. 
Fricke and Douglas C. Fricke (Bowling Green, Ohio: Bowling 
Green Univ.·Press, 1976), p. 282. 

36 ·."The Garden -of Eden," Brewer's Dictionary of 
Phrase and Fable, 1965 ed. 

37 James E. Miller, Jr. "Fitzgerald's Gatsby: The 
World as Ash Heap," in The Twenties: Fiction, Poetry, 
Drama, ed. Warren French (DeLand, Fla.: Everett/Edwards, 
1975) 1 P• 188. 
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similarity to Dante's Valley of the Abyss in the' Inferno· 

is. apparent in the names. 38 And Tartarus, according to 

Greek tradition, is the place of "abysmal depth" reserved 

for enemies of Zeus. 3 9 Whereas paradise is a .·'high· spot, 

anti-paradise is a low one. 

It is this ashen hell that Gatsby, Daisy; Tom, Nidk, 

and Jordan travel through on their way to and from the 

scene of the confrontation between Gatsby and the 

Buchanans. Traveling in Gatsby's car on the way to New 

York, Tom, Nick, and Jordan stop for gas at George Wil- ' 
l 'I 

son's station and learn that Wilson knows abotit his wife's 

affair, though he does not know who her lover· is. ·He ' 

tells them that he and Myrtle are moving away. As the 

trio drives away, Nick notes that Myrtle, who is looking 

out of a window, has noticed Tom in Gatsby's car. 'And at· 

this point, one sees suggestions of the sickness inherent 

in this ashen world. For example, green, traditionally 

signaling fertility, becomes a sign of the sickness in 

such a world, as evidenced by George's sickly green: face.:· 

The despair and violence seething in this grotesque 

garden erupt tragically when, on the way back from New York, 

38 Maud Bodkin, Archetypal Patterns in Poetr Psycho
logical Studies of Imag1nation London: Geoffrey Cumberlege
Oxford Un1v. Press, 1934), p. 127. 

3 9 Bodkin, p. 103. 
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Daisy, now driving Gatsby's car, runs down Myrtle Wilson; 

killing her. Seeking escape from her husband and believ

ing that Tom is still in the car, Myrtle runs ou~ to ~lag 

him down. Instead of finding a means of escape, she is 

destroyed by Daisy, her careless driving representative of 

her spiritual callousness and disregard for the value of 

human life. 

Nick describes Myrtle's corpse: 

Michaelis and this man [the driver of another 
car] reached her first, but when they tore open 
her shirtwaist, still damp with perspiration, 
they saw that her left breast was swinging'loose 
like a flap, and there was no need to listen for 
the heart beneath. The mouth was wide open and 
ripped at the corners, as though she had choked 
a little in giving up the tremendous vitality 
she had stored so long. (GG, p. 122) 

This fertile mother figure simply could not survive in the 

ashen world or in a confrontation with the cold hardness of 

the affluent world of the Buchanans. Her vitality and, sig-

nificantly, one of the main signs of her identity as life-

giving mother, her breast, are ripped from her by an action 

resulting from the ashen condition of Daisy's soul. The 

fertility Myrtle represents is killed just as the wheat and 

plants and gardens of the valley are being choked and 

destroyed by ashes. The violence suggested by the redness 

of the Buchanan estate is made explicit here, "where Myrtle 
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Wilson ••• knelt in the road and mingled her thick dark 

blood with the dust" (GG, p. 122). 

After this hit-and-run wreck, Gatsby, who had been in 

the car with Daisy, has abundant evidence of her true 

nature. Yet still he pursues his dream. He keeps watch 

beneath Daisy's window and is concerned only with Daisy's 

reaction to the wreck. 

Like Myrtle's quest, Gatsby's pursuit of his dream 

ends in his death. Tom, who has probably conspired with 

Daisy to cover up her crime, tells George Wilson that 

Gatsby killed Myrtle; as a result, George kills Gatsby. 

The violence of the red Buchanan estate again becomes ex

plicit in the "thin red circle in the water" (GG, p. 143) 

in Gatsby's pool, the scene of his death. Nick imagines, 

that just before the end " .•• Gatsby is touched with 

terror at the discovery that the world is not a garden of 

delights but something of an ash-heap. .. 40 

However, Nick is probably wrong about Gatsby's dis

covering that his dream is not real; for just before he 

goes to the pool, Gatsby asks that any phone messages be 

brought to him there. Evidently he still thinks, until the 

end, that his paradise will return to him. It is Nick, not 

40 Miller, p. 189. 



79 

Gatsby, who has realized the unreality of Gatsby's longed-

for paradise. He realizes that Daisy and Tom "were care-

less people • [who] smashed up things and creatures 

and then retreated back into their money or their vast 

carelessness .•• " (GG, p. 158). But even Nick's lesson 

is a limited one, for he believes his Middle West to be a 

garden .. paradise, which it is not. 

Both Nick's realization of the falseness of Gatsby's 

dream of paradise and his continued delusion that paradise 

exists in the Middle West are apparent in the following 

passage, which describes the final garden scene in the 

novel: 

And as the moon rose higher the inessential 
houses began to melt away until gradually I 
became aware of the old island here that flowered 
once for Dutch sailors' eyes--a fresh, green 
breast of the new world. Its vanished·trees, the 
trees that had made way for Gatsby's house, had 
once pandered in whispers to the last and great
est of all human dreams; for a transitory, en
chanted moment man must have held his breath in 
the presence of this continent, compelled into an 
aesthetic contemplation he neither understood nor 
desired, face to face for the last time with 
something commensurate to his capacity for wonder. 

And as I sat there brooding on the old, unknown 
world, I thought 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. He did not know 
that it was already behind him, somewhere back in 
that vast obscurity beyond the city, where the 
dark fields ofthe republic rolled on under the 
night . ( GG , p . 15 9 ) 
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Thus, Gatsby' s dream is explicitly linked with the dr"eam 

of Americans for a material paradise, suggested by. the 

word "pandered" and its implication that the identity of 

the continent as a garden was part of a sales campa~gn. 

His dream is linked, too, with the universal "human" 

dream of a paradise of motherly fertility and warmth, sug-

gested by the phrase "fresh green breast." As Benjamin T. 

Spencer puts it, 

. • • Gatsby is not so much a specific indictment 
of the American dream as a threnody to an arche
typal human quest placed in an American setting. 
The Dutch sailors after all were not Americans 
or Jeffersonian democrats corrupted by an 
ingenuous faith in reason; their hopes for an, 
'orgiastic future' were born in Europe.41 

Having associated Gatsby's dream with the American 

dream and the universal desire for paradise, Nick goes on 

to indicate that he holds contradictory notions about the 

existence of an earthly paradise. He first implies that 

the dream has always been illusory--the new world was never 

a true garden but instead a bitch to be pandered.42 But~~e 

also shows that he still believes the paradise existed 

once and, in fact, still exists in the "dark fields of the 

41 Benjamin T. Spencer, "Fitzgerald and the American 
Ambivalence," South Atlantic Quarterly, 66 (1967), 376. 

42 Judith Fetterley, The Resisting Reader: A Feminist 
Approach to American Fiction (Bloomington: Indiana Univ. 
Press, 1978), p. 73. 
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republic," the Middle West. So Nick returns to what he 

considers the "warm center of the world," not realizing 

that this garden, too, is becoming corrupt and actually 

has always been only a dream. It is corrupt just as Nick's 

garden on West Egg is when it is invaded by the signs of 

Gatsby's wealth just before the tea with Daisy. 

Thus, Nick's return to the Middle West is as much an 

empty ritual as Gatsby's rites, designed to effect a return 

to his kind of paradise, turned out to be. Nick's return 

is simply a gesture. 43 As John W. Bicknell says, 

" ••• Gatsby ends with a bang, and Carraway with a 

whimper •. .. 44 The Great Gatsby becomes the story of 

the beauty yet utter futility of the dream of paradise on 

earth. Whether one seeks an American material paradise, 

a return to Eden, the creation of a new Eden, or the pro-

tective mother figure, one is destined for failure because 

such ideals are not parts of the perishable earth. 

43 Leo Marx, The Machine in the Garden: Technology and 
the Pastoral Ideal in America (New York: Oxford Univ. Press, 
1964)' p. 364. 

44 John w. Bicknell, "The Waste Land of F. Scott 
Fitzgerald," Virginia Quarterly Review, 30 (1954), 562. 



CHAPTER THREE 

TENDER IS THE NIGHT 

Tender Is the Night (1933) is the story of Dick Diver, 

an American psychiatrist living in Europe, who is gradually 

devoured as he succumbs to the enticements of his wife's 

garden. In the end, the kind, charming Dick, whose "voice, 

with some faint Irish melody running through'it, wooed the 

world," 1 becomes a bitter, ruined man. His wooing of the 

world gives way to the enchantments of Nicole's gardens 

wooing him. The imagery in the descriptions of these 

gardens reveals the enticements of wealth, innocence, and 

protection which promise paradise but deliver a hellish 

trap. Other gardens in the novel indicate Dick's need to 

respond to such enticements, and the gardens chart the 

course of his decline. 

As a child, Dick was instilled with certain ideas 

about paradise. His father, a poor clergyman, taught him 

••• all he knew about life, not much but most 
of it true, simple things •••• "Once in a 

1 
F. Scott Fitzgerald, Tender Is the Night (1933; rpt. 

New York: Scribner's, 1962), p. 27. All further references 
to this novel in this chapter are from this edition and 
appear in the text preceded by TN. 
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strange town when I was first ordained, I went 
into a crowded room and was confused as to who 
was my hostess. Several people -I. knew came 
toward me, but I disregarded them because I had 
seen a gray-haired woman sitting by a window far 
across the room. I went over to her and intro
duced myself. After that I made,many friends in 
that town." 

His father had done that from a good heart-
his father had been sure of what he was, with a 
deep pride of the two proud.widows who had 
raised him to believe that nothing could be 
superior to "good instii:-tcts," honor, courtesy, 
and courage. (TN, p. 228) 

Dick's father emphasizes, for one thing, a simple code of 

behavior geared toward producing a plea~ant, peaceful 

atmosphere and friendly, loving responses from others--he 

was kind to the gray-haired woman and was rewarded with a 

response of warmth and affection. Such an atmosphere is 

akin to the womb state in which one is at peace, cushioned 
. 

from contact with the harsh noises arid pains of the world; 

one is surrounded, protected. Dick, "wanting above all to 

be brave and kind . . • [and] even 'more than that to be 

loved" (TN, p. 336), reflects the desire to achieve a state 

of peace and security. 

His father further emphasizes the desire for a womb~ 

like paradise when he tells Dick about his greeting of the 
' ,. 

gray-haired woman. This figure is.certainly suggestive of 

a mother, and it is to this mother figure that the father 

turns, apparently feeling her particular ability to welcome 
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him, to protect him in a confusing atmosphere. In addi~ 

tion, the "two proud widows" who inst111·, certain values· in 

Dick's father are protective mother figures. 

Thus, Dick is equipped at an early~age with a desire 

for a womb-like paradise. He is taught that kindness and 

pleasantness are the ways to achiev~ th~ state. Later, 

it is said that Dick has reached adulthood with 

the illusions of eternal health and strength, 
and of the essential goodnes~ of people; illu
sions of a nation, the lies of generations of 
frontier mothers who had to croon falsely, that 
there were no wolves outside the cabin door. 
(TN, p. 134) 

Dick's illusions are not simply a personal· failing; they 

are the "illusions of a nation" and'p~rt of a universal 

need to believe in the protective ability of the mother 

figure. 

Dick learns, though indirectly,: still!another lesson 

about the supposed nature of paradise from his father. 

Watching his father's years of financial struggles and want-

ing release from struggle, he comes to desire the benefits 

of money, feeling it will provide him with a world filled 

with grace and confidence, one in which he will be free to 

exercise his charms and achieve a paradisical state. 2 Yet 

2 Arthur Mizener, "Scott Fitzgerald and the· Top Girl," 
Atlantic, Mar. 1961, p. 56. 
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Dick has an "essentially unacquisitive,nature" which makes 

of him a perfect target. for someone who would simply dump· 

a fortune in his lap. 

In short, Dick is· a perfect .candidate· for residence. 

in Nicole's garden. Even his chosen profession, psychia-

try, is in line with his need to help others; late in the 

novel, when Nicole comments that -he has been a good, help-

ful husband to her, her sister: .. says·, "!That's what he "Was 

educated for'" (TN, p •.. 346)-~, That Dick is predisposed 

toward certain kinds·of behavior is made clear in the fol-

lowing passage: 

• • • Dick's- necessity of .behavi·ng as he did was 
a projection of some submerged reality: he was 
compelled to walk: there·, or stand there, his . 
shirt-sleeve fitting his wrist and his coat 
sleeve encasing.his shirt-sleeve like a sleeve 
valve, his collar molded plastically to his 
neck, his _red hair.cut exactly, his hand hold
ing his small briefcase like a dandy--just as 
another man once found it necessary to stand in 
front of a church in Ferrara, in sackcloth and 
ashes. Dick was paying some tribute to things 
unforgotten, unshriven, unexpurgated. (TN, 
p. 105) --

Dick is simply compelled fro~· deep within to follow··a 

certain path,· to behave accord.:l.ng to "things ·unforgotten, 

unshriven, unexpurgated"--his father's values. 

The emphasis upon Dick's predisposition to fall into 

Nicole's trap marks an advance over The Great Gatsby, in 
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which Nick Carraway feels that Gatsby was "all right at 

the end; it is what preyed on Gatsby, what foul dust floated 

in the wake of his dreams" 3 that was at fault. Gatsby's 

environment was completely at fault, Nick thinks. But in 

Tender Is the Night, as William Doherty puts it, 

• Fitzgerald abandons that last comfort of 
the Romantic, the notion that the botching, the 
disappointment of the imagination's most 
cherished ambitions may be blamed on the un
worthy environment of the dreamer. Tender Is 
the Night • • . tells us that the super dream 
is an internal corruption, a damaging, self
begotten beauty.4 

Fitzgerald does not ignore the complicity of the en-

vironment in Dick's destruction, however. Through detailed 

garden descriptions, he emphasizes the nature of Dick's 

trap. First of all, the idea of the garden is implicit in 

the over-all setting, the European Riviera, "which has been 

a perpetual hope of refuge: a psychological Eden, a shining, 

3 F. Scott Fitzgerald, The Great Gatsby (1925; rpt. 
New York: Scribner's, 1953), p. 8. 

4 William Doherty, "Tender Is the Night and the 'Ode 
to a Nightingale,'" in Explorations of Literature, ed. 
Rima Drell Reck, Explorations of Literature No. 18 
(Baton Rouge: Louisiana State Univ. Press, 1966), 
pp. 100-14; rpt. in Tender Is the Night: Essays in Criti
cism, ed. Marvin J. LaHood (Bloomington: Ind1ana Un1v. 
Press, 1969), p. 206. 
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scented garden of lost innocence.- ···• • ·• ·" 5 But instead of 

being a paradise, Europe proves to be as corrupt as the 

settings of previous Fitzgerald novels, .such as ·the Ameri

can East in Gatsby. 6 The corrupt nature of this European 

garden is emphasized in the opening passage· of the novel: 

On the pleasant shore of the French Riviera, 
about half way between=Marseilles and the 
Italian border, stands a large, proud, rose
colored hotel. Deferentiar p~lms ·cool its 
flushed facade, and before it stretches a 
short dazzling beach. ~ •• Now,: many bungalows 
cluster near it, but when this story begins 
only the cupolas of a dozen old villas rotted 
like water lilies among the massed pines between 

"'"' / Gausse's Hotel des Etrangers and Cannes, five 
miles away. 

The hotel and its bright tan prayer rug of a 
beach were one. (TN, p. 9) 

The rose hotel, representing the richness and graciousness 

included in Dick's dream of paradise, is surrounded by old 

villas which are compared to rotting water lilies. The 

old villas suggest Dick and his belief in his father's 

rathe::- 0ld-fashioned values, an interpretat'i_on reinforced 

by the comparison of the villas to water lil{es, t~aditional 

5 Maxwell Geismar, "F. Scott Fitzger~ld: o'restes at 
the Ritz," in The Last of the Provencials: The American 
Novel, 1915-1925 (Boston: Houghton Mifflin, 1949), p. 291. 

6 John w. Aldridge, "Fitzgerald: The Horror and the 
Vision of Paradise," in After the Lost Generation: A Criti
cal Study of the Writers of Two Wars (New York: McGraw
Hill I l951) I p. 54. 
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symbols of "purity of heart. " 7 The palms and pines . sur-·. 

vive while the water lilies do not, just as Nicole survives 

and even grows. She is like the palm, symbol .. of victory 

and eternal life, 8 and also like the pine, symbol of bold

ness with which she is later explicitly identified. 9 • 

Finally, Dick's view of the beach as "prayer rug" is a 

necessary part of his dream of paradise. On that beach/ 

"prayer rug," Dick can be the head of the Carnival by the 

Sea, entertaining people who warm themselves in,his glow, 

who willingly accept his gifts of charm and helpfulness. 

Since Dick sees these qualities as "offerings" exchanged 

for loving responses, the identification of the beach as a 

1 f . t . t 10 p ace o prayer 1s mos appropr1a e. 

Nicole Warren Diver is for Dick his dream of paradise 

personified, but the various gardens associated with her 

serve to emphasize the illusive nature of the garden 

7 Cora Linn Daniels and C. M. Stevans, eds., Encyclo
paedia of Superstitions, Folklore and the Occult Sc1ences 
of the World {1903; rpt. Detroit: Gale Research Co., 1971), 
II, 799. 

8 [Carruthers], Flower Lore: The Teachings of Flowers 
Historical Legendary Poetical and Symbolical (B~lfast, 
1879; rpt. Detroit: Singing Tree Press, 1972), pp. 197-98. 

9 Carruthers, p. 200. 

10 Joan M. Allen, Candles and Carnival Lights: The 
Catholic Sensibility of F. Scott Fitzgerald (New York: New 
York Univ. Press, 1978), pp. 128-31. 
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paradise she offers ·him. ·.·As ·suzanne West points out' ·in her 

"Nicole's: Gardens·;" Nicole'· is associated with three major ' 

gardens in· the n.·ov,.el: ;· (1) · the· garden at Doctor Dohlmer' s 

sanitarium. on the z'urichse·e, ·wher-e Dick and Nicole first 

meet; (2) the.garden·at.the'Divers' Villa-Diana on the 

French Riviera ·ne.ar Gausse' s· ·Hotel; and ( 3) the trIm garden 

she herself becomes while:wa:ltirig to meet the lover who 

replaces riick. 11 

In a~dition; orie·finds:~ef~renc~s to Ni~ole as:various 

kinds of . flowers·.· Fitzgerald wrote of his creation· "of 

Nicole' "Must ·avoid. Faulkner' attitude and' 'not end wfth a 

novelized· Kraft~Ebing-:.:.better ·ophelia a·nd' her flower's. n
12 

Thus' like Ophelia' the.'" rose of May' I" Nicole is often 

associated with the rose, a sY'robol of her dual nature--

both beautiful and dangerous. She is.~lso associated with 

other flowers 6f dual natures and, ulti~~te1y, with the 

pine tree. 13 These associations are discussed in subse-

quent pages. 

11 Suzanne West, "Nicole's Gardens," in Fitzgerald/ 
Hemingway Annual: 1978, ed. Matthew J. Bruccoli and 
Richard Layman (Detroit: G·aie Research Co., ·1979) ,:pp. 86-93. 

12 Matthew J. Brucco1i, The Composition of Tender Is 
the Night: A Study of the Manuscripts (Pittsburgh: Univ. of 
Pittsburgh Press, 1963), p. 81. 

13 West, p. 85. 
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Dick and Nicole first meet when Nicole is a mental 

patient in the care of Doctor Franz Gregorovius at 

Dohlmer's clinic on the Zurichsee, "'a rich person's 

clinic'" (TN, p. 136), says Franz. Dick sees Nicole only 

briefly when he visits the clinic; but, impressed by him, 

Nicole starts a correspondence. Dick answers her letters 

in order to help a girl he calls "'the prettiest thing I 

ever saw'" (TN, p. 136), a statement which reveals that 

his interest is more than professional from the start. 

Nicole is a beautiful member of a prominent, wealthy 

Chicago family. An incestuous relationship with_her:father 

has led to her schizophrenic state, characterized by her 

creation of "'a phantom world where all men the.more you 

liked and trusted them the more evil--'" (TN, p. 149) 

they seem. 

From the start, Nicole's tangled, twisted mind is as 

much a trap as her money or beauty is. The illness already 

has punished her father for his transgression and has pro

vided Nicole with a degree of control over her family. 

Her sister worries about her, and the family provides 

enormous financial outlays to try to "'get Nicole well'". 

(TN I p • 2 4 0 ) . 

About a year and a half after the first brief meeting, 

when, partly because of Dick's help, Nicole seems to have 
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recovered, Dick revisits the clinic and sees her. The 

first suggestion of a garden appears just before Dick 

catches sight of Nicole: 

The veranda of the central building was illum
inated from open French windows, save where the 
black shadows of stripling walls and the fan
tastic shadows of iron chairs slithered down into 
a gladiola bed. From the figures that shuffled 
between the rooms Miss Warren emerged •••• 
(TN, p. 152) 

The building is surrounded by gladiolas, suggesting 

gladiators or warriors, those who are "ready armed." 14 

These flowers· suggest the psychiatrists who confine and 

guard the patients and fight against their illnesses. Yet, 

one wonders, who is confining whom? The only mentions of 

light refer to light that is inside the building--the 

French windows draw in light from the outside; and Nicole's 

face, as she comes out, catches "the room's last light" 

(TN, p. 152). In contrast, outside, one finds black sha

dows cast over the fertile gladiola beds. These shadows 

represent the power of Nicole and the other patients over 

those who would help them: the power of their sickness to 

control others; the power of a cry for help to hook people 

like Dick who need to be needed, to be chained to another; 

14 Daniels and Stevans, p. 793. 
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and the destructive power .of ·riches. As:Franz explains, 

it is "'~'rich person's clinic--we don't use the word. 

nonsense.'" (TN, ·p; 136) • ·The patients control the doctors 

with the.'.ever~present ·threat of withdrawal, of money. In 

Dick and .Nicole •.·s .. case, one certainly sees· that Dick.' s in

volvement with Nicole, though it ends in growth and health 

for her, only ends: .. in blackness and·sickness for him •. The 

protective paradise~he desires in return·for his·help and 

shelter is actually: a. black; shadowy trap. ·.· 

Though Dick is partly aware of the black side of the 

paradise·offered to him, he still feels, during this meet

ing, the ,pull of the ~'light" Nicole represents--her appar

ent innocence, her beauty, her riches. These qualities 

parallel· the elements in his paradise. In turn, Nicole's 

making a "profound promise of herself for so little, for 

the beat·of a response, the assurance of a complimentary 

vibration· in him" (TN, p. 155) demonstrates her need for 

his charm and reassuring ways. Her apparent innocence also 

attracts him as he sees her "moving childish smile that was 

like all the .lost youth in the world:" ·(TN, p. 153) • . And 

she appeals .to Dick·' s desire for a protective mother as he 

sees that " ••• the sweetness drained down into her out of 

the willow trees, out of the dark world" (TN, p. 155). The 

description identifies her with the fertility and protection 



of the willow trees. ···Finally, he is attracted by her ~ 

riches: "'Sister says we're. rich, ' she ·~offered humbly~ 

'Since Grandmother is.;dead'" (TN, p. 156) •· 
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Though Dick is attracted~at this point, he also sees 

the difficulties of ~the. situation,· .. the folly of .;a doctor 

marrying his patient. He seems to agree when Franz,·hor

rified upon learning that~Dick bas thought:of marrying 

Nicole, exclaims, "·~What! And devote half your life to 

being doctor and nurse and all--never!'" (TN, p. 160) .~ 

Little does Franz realize that such devotion is deeply 

attractive to Dick., 

Franz's warning is echoed in a garden scene which 

occurs just prior to.Dick's-next meeting with Nicole. While 

traveling on a funicular railway in a mountain-climbing car, 

Dick sees a sign posted in it: "D~fense de cueillir les 

fleurs" (TN, p. 167)--do not pick the flowers. Yet is is 

tempting to do so since". '• • the blossoms trailed ·in as 

they passed--Dorothy·Perkins roses dragged patiently 

through each compartment • • ·." (TN, p. 167·) • Here· as 

elsewhere, the roses suggest Nicole and her dual nature-

beautiful and dangerous. Dick is being warned not to pick 

Nicole, not to let her distract him from his goals in life. 

Yet she and the roses are irresistible. Just after the 

roses "tumble" into the compartment, so does Nicole, 
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looking "as 'fresh' and lovely as the flowers"; and Dick's 

resistance weakens. 15 Then, after he has seen and talked 

to Nicole and responded to her enticements, the car goes 

up "a hill that became solid with narcissus" (TN, p. 169). 

The narcissus suggests Nicole's appeal to Dick's ego.l6 

After all, she seems to worship him, and it makes him feel 

important to see her progress as a result of his help. 

Despite all the warnings, Dick's resistance soon 

breaks down completely. Soon after the encounter with 

Franz and the experience on the train, he meets Nicole 

again, at first attempting to remain aloof. As a result, 

Nicole feels her world has fallen apart; and her thoughts 

at this time give one a further ideaof the allurements she 

offers Dick: "Was it an hour ago she had waited by the 

entrance, wearing her hope like a coursage at her 

belt? •.• [Fitzgerald's ellipses] Dress stay crisp for 

him, button stay put, bloom narcissus--air stay still and 

sweet" (TN, pp. 162-63). Her corsage of hope worn on her 

belt where Dick can easily see it is like a heart worn on 

a sleeve--it is a way of making clear to Dick her need for 

him, her hope that he will help her. Her dress suggests 

15 West, pp. 87-88. 

16 Carruthers, p. 196. 
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her riches; earlier, Dick commented ~pon how many.clothes 

she had, and she told him it was because she was rich. 

The narcissus shows Nicole's appeal to his_ego. And 

Nicole's attempt to be a controlling goddess-figure is 

shown in the way she tries to command the forces of nature 

to do her bidding. Despite every warning, Dick succumbs 

to the offer of this "'basket of flowers'" (TN, p. 175). 

He marries her: " • [H]e had made his choice, chosen 

Ophelia, chosen the sweet poison and druz:k it" (TI'!., p. 336). 

Increasingly during the first years of their marriage, 

the true nature of Nicole's garden paradise becomes appar

ent. At first Nicole's money is in the background, provid

ing co~fort and a sense of graciousness.and ease; but 

Nicole begins insisting that they use ~er money more and 

more. First, she needs a bigger apartment; then she wants 

a house. Finally, she wants to build the Villa Diana. Tied 

up with the control through money is the control through 

her illness. Nicole insists she needs the bigger homes to 

make her feel better emotionally. Thus, Nicole's garden 

paradise shows its devouring side; its material nature 

drains the pride out of Dick in that he begins to-feel· his 

own work pale beside Nicole's wealth; and the tangled and 

twisted vines of her illness have him.in a stranglehold. 

The most detailed description of the allurements of 

Nicole's garden and its effects upon Dick is that of 
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Nicole's Villa Diana garden. The negative side of the 

garden is apparent from the outset: here Nicole wears an 

artificial camellia. A camellia suggests delicacy, beauty, 

and excellence; 17 that Nicole's camellia is artificial 

attests to the illusory nature of the paradise she offers. 

The description of the actual garden is most signifi-
- ' 

cant in understanding the trap in which Dick is caught. 

First of all, the location is important. The garden is 

bordered by the ancient village of Tarmes on two sides, by 

the Divers' house on another, and by a cliff leading down 
' 

to the sea on the fourth side. Thinking back to the old, 

rotting villas near the hotel, one sees the similarity 

between them and the ancient, feudal village. To Dick the 

village sides of the garden represent his dream of paradise, 

rooted in the old, aristocratic society of which his father 

had been an example. 18 The cliff side, where Nicole feels 

17 Carruthers, p. 175. 

18 Kermit W. Moyer, "Fitzgerald's Two Unfinished 
Novels: The Count and the Tycoon in Spenglerian Perspec
tive," Contemporary Literature, 15 (1974), 242n. Moyer 
discusses the influence of Oswald Spengler's concept of ' . 
historical cycle upon Fitzgerald. The history of any 
civilization, according to Spengler, "includes a pivotal 
shift from Culture to Civilization. As a Culture is 
destiny-driven, vibrant, religious, intuitive, and· 
aristocratic, a Culture which has become a Civilization 
is rigid, irreligious, money-controlled, soulless, 
moribund .... " Dick's father is an example of Culture. 
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seems to contain elements of both worlds. 
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The flowers located in various sections of the garden 

emphasize the nature of the trap. Nicole first turns 

toward the village side: "Along the walls on the village 

side all was dusty, the wriggling vines, the lemon and 

eucalyptus trees, the casual wheelbarrow • atrophied 

and faintly rotten" (TN, p. 33). This description attests 

to the decay of Dick's dream of paradise. The vegetati~n 

is covered in dust. Furthermore, the lemon tree, noted 

for zest, 19 and the eucalyptus, producer of a medicinal 

oil, are also dusty, just as Dick's zestful personality 

and ability as a healer are being smothered. 

Next Nicole moves toward the cliff side: "Nicole was 

invariably somewhat surprised that by turning in the other 

direction past a bed of peonies she walked into an area so 

green and cool that the leaves and petals were curled with 

tender damp" (TN, p. 33). Apparently the bed of peonies 

is located near the center of the garden. Since the garden. 

belongs to Nicole and signifies her ability to trap, one 

would expect a sign of her power in its center. Instead, 

one finds bashful, blushing peonies. Although this may 

seem ironic, close examination reveals that the peonies 

19 
Daniels and Stevans, p. 795. 
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are an appropriate focal point for the garden because 

Nicole presents a timid front to the world, one which 

hides her true nature as controller: 

.•• [S]he knew few words and believed in none, 
and in the world she was rather silent, con
tributing just her share of urbane humor with 
a precision that approached meagreness. But at 
the moment when strangers tended to grow uncom
fortable in the presence of this economy she 
would seize the topic and rush off with it, 
feverishly surprised with herself--then bring 
it back and relinquish it abruptly, almost 
timidly, like an obedient retriever •••• (TN, 
p. 34) 

Nicole, a timid peony to the world at large, has strength 

underneath, just as the bashful, blushing peony has strong, 

hardy roots. 20 

The central area in which the peonies are located is 

green and damp in contrast to the dustiness of the village 

side. It is significant that these signs of "reviving 

vegetation" and hope become prominent as Nicole walks 

toward her favorite side. 21 Just as the peonies suggest 

20 Daniels and Stevans, p. 796; and E. L. D. Seymour, 
et al., eds., Favorite Flowers in Color (New York: 
William H. Wise and Co., 1949), p. 400. 

21 Robert J. Emmitt, "Love, Death, and Resurrection 
in The Great Gatsby," in Aeolian Harps: Essays in Litera
ture in Honor of Maurice Browning Cramer, ed. Donna G. 
Fricke and Douglas C. Fricke (Bowling Green, Ohio: Bowling 
Green Univ. Press, 1976), p. 277. 
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her timid surface, the fertility suggests ·Nicole's'appar

ent identity as positive mother figure. And indeed, to 

the idealistic Rosemary Hoyt, capable of seeing only sur-

faces, Nicole seems madonna-like. 

Reaching the cliff-side, Nicole sees that 

• • • there were lanterns asleep in the fig trees 
and a big table and wicker chairs and a great 
market umbrella from Sienna, all gathered about 
an enormous pine, the biggest tree in the garden. 
She paused there a moment, looking absently at a 
growth of nasturtiums and iris tangled at.its , 
foot. • • • (TN, pp. 33-34) 

The pine tree, traditionally signifying fidelity and bold-

ness, identifies Dick's role in Nicole's world~ DiCk is 

known for sympathy and help to his friends in need, ·for 

faithfulness and boldness. But the moaning sound of the 

pine in the wind also signifies pity. Ironically, Dick, 

who begins as a giver of pity, becomes, in the end,·a 

ruined man, an object of pity. 22 The objects gathered 

around the tree signify the qualities Dick projects to the 

people who gather around him.
23 

The table suggests the 

fellowship and nourishment his friends receive; the chair, 

the rest and comfort; the umbrella, the sense of shelter. 

22 Carruthers, p. 200. 

23 West, p. 89. She suggests that these objects 
represent the people themselves who gather around Dick. 
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The scene is ironic because when Dick is in need, his 

friends do not return what they have received from him. 

They have only been interested in taking. They.are·really 

in control all along. 

The flowers and trees surrounding the pine represent 

the power inherent in Nicole. The fig tree traditiona~ly 

signifies the prolific; 24 thus, it stands for the power 

of Nicole's false identity as fertile mother figure. 

Nasturtium, with its brilliant golden, red, and pink blos

soms and pungent odor, 25 and the iris, with its center 

petals shaped like a lantern and its traditional associa-

tion with power, light, and hope, also indicate Nicole's 

strength. 26 Nicole, one finds, actually dominates Dick--

tangling around his feet, inhibiting him, are the signs 

of her power. 

Next Nicole walks over to the other village side, 

which apparently includes a series of lower levels leading 

down to the sea. First, on the same level with the rest 

of the garden, she finds 

24 Daniels and Stevans, p. 793. 

25 G. A. Stevens, Garden Flowers in Color: A Picture 
Cyclopedia of Flowers (New York: Macmillan, 1934), p. 184. 

2 6 Carruthers, p. 188. 



• • • kaleidoscopic peonies massed in pink 
clouds, black and brown tulips and fragile 
mauve-stemmed roses, transparent like sugar 
flowers in a confectioner's window--until, as 
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if the scherzo of color could reach n6 furthe~·~ 
intensity, it broke off suddenly in midair. 
(TN, p. 34) 

The intense, moving, living qualities of the colors in-

crease as they near the village side, overwhelming Dick's 

dream of paradise. The peonies, representing Nicole, here, 

away from the center of the garden show her true nature. 

Their bright pink color associates them with "potential 

and new life," 27 and Nicole has the power necessary to 

ensure her life and growth. The kaleidoscopic ~ature of 

the flowers suggests the twisting, changing nature of 

Nicole's disturbed mind, a power in itself. As for the 

black and brown tulips, the flower itself signifies love. 

The ominous colors of the tulips indicate the destructive, 

dark nature of this love. 28 Even the fragile, transparent 

roses have stems of mauve, a brilliant purple color suggest-

ing the intensity and power beneath the seeming frag~~ity 

of Nicole. 

27 Anne R. Gere, "Color in Fitzgerald's Novels," in 
Fitzgerald/Hemingway Annual: 1971, ed. Matthew J~ Bruccoli 
and C. E. Frazer Smith, Jr. (Wash., D.C.: Microcard 
Editions, 1971), p. 337. 

28 Carruthers, p. 210. 



Also on this level is a vegetable garden full of 

"fuzzy green light," rows of "prospective salads," and 

102 

"a little menagerie where pigeons and rabbits and a parrot 

made a medley of insolent noises at her" (TN, p. 34). 

Nicole sees Dick on the path just ahead of her as she 

stands in this section of the garden. Providing nourish~ 

ment for Nicole and others, being slowly devoured, he is 

at home among the "prospective salads." And like the 

animals, he is entrapped. He is Nicole's "pigeon," some

one she has used. Like a parrot, which acts in response 

to outside stimuli--as when someone teaches it to speak on 

cue, Dick is under Nicole's control. His life is deter

mined by her needs. In addition, he is gradually becoming 

like a weak, scared rabbit. However, at this point, he 

still fights against being devoured, just as the animals 

make "insolent noises" at Nicole. It is significant that 

these protests of the animals do no good--they remain 

Nicole's prisoners. 

Finally, Nicole goes down onto a lower bridge, reach

ing a wall and looking out at the Mediterranean. This area 

was once the village of Tarmes, which was partially des

troyed in order to make the Villa Diana and the garden: 

" ..• five small houses had been combined to make the 

house and four destroyed to make the garden" (TN, p. 35). 
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Thus, at the outset, part of Dick's paradise has succumbed 

to Nicole's power. Again, one is reminded of the old 

villas rotting like water lilies, overshadowed by the 

rosy, fashionable hotel, and later replaced by new 

buildings. 

Taken as a whole, the images in Nicole's Villa Diana 

garden suggest the kind of trap in which Dick is caught. 

His attempts to achieve a paradise of peacefulness and 

graciousness, the zest and helpfulness with which he hopes 

to achieve such a state, are all dust-covered and belong 

only to a distant past. Nicole, who seems to offer pro

tection, destroys. Rosemary Holt aptly calls Nicole a 

"viking Madonna" (TN, p. 42); for, like a madonna, she 

seems to offer love and shelter, but like a viking, she 

wields much destructive power. 

Dick and Nicole share the house side of the garden. 

Along with the main house, there is a workhouse for Dick, 

the only part of the villa he owns. But increasingly his 

work fails to interest him, as all the signs of Nicole's 

wealth, including the main house, overshadow the workhouse. 

Besides the description of the garden, the description 

of a party held in the Villa Diana terrace and garden sheds 

still more light upon Nicole's control of Dick and on the 

manner in which Dick's friends sap his strength and return 
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nothing, foiling Dick's attempt to achieve a paradise,of 

warmth and graciousness. 

Just before the party begins, Nicole reflects upon 

Dick's gifts. He exhibits 

a really extraordinary virtuosity with people. 
Save among a few of the tough-minded and 
perenially suspicious, he had the power of 
arousing a fascinated and uncritical love. • • • 

But to be included in Dick Diver's world for 
a while was a remarkable experience ..•. He 
won everyone quickly with an exquisite considera
tion and a politeness that moved so fast and 
intuitively that it could be examined only in 
its effect. (TN, pp. 35-36) 

This passage reemphasizes Dick's use of the qualities,his 

father taught him to value. 

Rosemary Hoyt, a young actress through whose eyes one 

views the party, tends to see only evidence of Dick's con-

trol. Dick seems to guide his guests through the party 

activities. And to Rosemary he exhibits a "hard, neat 

brightness" (TN, p. 39) and the impression that he knows 

everything. The idealistic Rosemary, "as dewy with belief 

as a child from one of Mrs. Burnett's vicious tracts, had 

a conviction of homecoming • • " (TN, p. 43). Frances 

Hodgson Burnett was the author of The Secret Garden and 

other books which "inculcate[d] an almost religious faith 
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in the existence of an over sentimental dream world. ·. • "29 

The atmosphere in the garden reminds Rosemary of a peace-

ful, safe haven; but she is too idealistic to realize the 

atmosphere is illusory. 

Both Rosemary and the other·guests seem ·to feel that 

in the Divers' world they receive elemental nourishment 

associated with the archetypal mother: 

The table seemed to have risen a little toward 
the sky like a mechanical dancing platform, 
giving the people around it a sense of being 
alone with each other in the dark universe, 
nourished by its only food, warmed by its only 
lights. And .•• the two Divers began sud
denly to warm and glow and expand. • • • Just 
for a moment they seemed to speak to every one 
at the table, singly and together, assuring them 
of their friendliness, their affection. And for 
a moment the faces turned up toward them were 
like the faces of poor children at a Christmas 
tree. (TN, p. 4 3} 

Like the party-goers in The Great Gatsby, the Divers' guests 

respond to any offer of a warm and protective paradise. 

They are like "poor children," entranced by the costly gifts 

under the Divers' tree; but they are also drawn to ·the fer-

tility, warmth, and graciousness of the entire ·atmosphere. 

After they have basked in the glow of the garden and its' 

2 9 Scott Donaldson, "'No, I Am Not Prince Charming': 
Fairy Tales in Tender Is the Night," in Fitzgerald/Heming
way Annual: 1973, ed. Matthew J. Bruccoli and C. E. Frazer 
Clark, Jr. (Wash., D.C.: Microcard Editions, 1973}, p. 107. 
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owners, "the diffused magic of the hot sweet South had 

withdrawn into them" (TN, p. 43). The hot, sweet quality 

of the atmosphere is a further indication of the womb-like 

nature of the garden atmosphere. This sense of warmth is 

reemphasized by the description of the Divers' appearance 

as everyone is leaving: Nicole is "blooming away and 

filling the night with graciousness," and Dick is "bidding 

goodbye to everyone by name" (TN, p. 48). Rosemary and 

many of the guests do not discern the extent to which 

Nicole's wealth is responsible for the scene; and they do 

not see that the party is an attempt on Dick's part to 

achieve a peaceful, warm paradise for himself. 

But some of the events at the party do reveal the 

underlying danger of Nicole's garden. Its material nature 

is emphasized by Nicole's giving Rosemary's mother a yellow 

bag filled with yellow articles. The gift suggests the 

need to offer evidences of wealth in exchange for friend

ship. The color yellow suggests that the wealth, usually 

symbolized by gold, has become common and corrupt when used 

in such a way. In addition, at one point, Dick emphasizes 

the fact that the garden belongs to Nicole and that she is 
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responsible for its care. The remarks reveal his concern 

about their living on her money. 30 

The garden also appears as a devouring mother figure 
. 

when Nicole suffers a relapse in the bedroom. Dick dis-

covers her there "dissolved in crazy laughter telling 

Mrs. McKisco she could not go in the bathroom because the 

key was thrown down the well" (TN, p. 189). Just as the 

mesh of flowers entangles the pine in the garden, Nicole's 

tangled mind ensnares Dick. Having sensed Dick and Rose-

mary's mutual attraction, Nicole feels threatened and uses 

her illness to remind him of his responsibility to help 

her. 31 

Nicole is an Eve figure, tempting Dick with.all sorts 

of apples. In myths of paradisical gardens far older than 

that found in Genesis, goddesses such as Nicole frequently 

are the rulers. Robert Graves associates Eve with the 

Hittite goddess Heba and the Sumerian love goddess Arurra 

or Ishtar, all rulers of their gardens of delight. 32 Like 

30 William F. Hall, "Dialogue and Theme in Tender Is 
the Night," Modern Language Notes, 76 (1961), 616-22; rpt. 
~n Tender Is the Night: Essays in Criticism, ed. Marvin J. 
LaHood (Bloomington: Indiana Un1v. Press, 1972), p. 145. 

31 West, p. 90. 

32 Joseph E. Duncan, Milton's Earthly Paradise: A His
torical Study of Eden, Minnesota Monographs in the Humani
ties, Vol. v, ed. Leonard Unger (Minneapolis: Univ. of 
Minnesota Press, 1972), pp. 10-11. 
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Eve, they tempt man with the promise of life but actually 

destroy him. Similarly, in European trad~tion, Fairyland, 

"where a logic like that of dreams goverris everything," is 

a land in which a queen rules the fairies. 33 Nicole's 

links with these ancient myths and traditions attest, to 

the universal nature of the themes presented in the novel. 

Nicole's garden also bears similarities to a common 

mythic motif, the labyrinth, considered a manifestation 

of the mother archetype. According to Jo~eph L. Hender~on, 

"in all cultures, the labyrinth has the meaning of an 

entangling and confusing representation of·matriarchal 

consciousness." Theseus, in Greek mythology, had to go 

through the terrible Cretan labyrinth, iri which lived the 

Minotaur, the devouring mother image,· in order to rescue 

Ariadne, a "damsel in distress." 34 With its tangled 

flowers, complex series of paths and levels, and other 

signs of entrapment, Nicole's garden surely suggests just 

such a labyrinth. It parallels the labyrinth of her 

mind--its confused and tangled state--whi~h she also us~s 

as a trap for Dick. Like Theseus of Athens, Dick lives in 

33 "Otherworld," Funk and Wagnall ,·s Standard Dic
tionary of Folklore, 1950 ed. 

3 4 Joseph L. Henderson, "Ancient Myths and Modern 
Man," in Man and His Symbols, ed. Carl G[ustav] Jung (New 
York: Dell, 19 64) , p. 117. 
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Nicole's labyrinth, hoping to rescue her from it but 

becoming trapped instead. In this case, Minotaur, the 

devouring mother, and Adriadne, the lovely damsel, are but 

different sides of one person. 

In the years following the party, Dick dissipates 

gradually as Nicole becomes stronger and stronger. He 

feels more and more the control of her money and her ill

ness. Even his work as a psychiatrist, symbol of both his 

independence and his ability to give to another, becomes 

"confused with Nicole's problems" (TN, p. 192). Soon he 

finds himself a partner with Franz in a psychiatric clinic. 

Paid for with Nicole's money, the Zurich clinic exudes 

signs of wealth: "With the addition of a caddy house it 

might very well have been a country club ••• " (TN, 

p. 204). 

Even the Eglantine and the Beeches, in which reside 

the most seriously ill patients, are camouflaged. Nicole 

has decorated the grills and bars so that they appear to 

be "light, graceful filagree work." In fact, "even the 

flowers lay in iron fingers ••• " (TN, pp. 205-06). 

Nicole again exhibits her ability to create a beautiful, 

garden-like atmosphere which is actually a trap. 35 

35 West, p. 90. 



110 

Because of Dick's increasingly unprofessional atti

tude, Franz finally asks him to dissolve the partnership. 

He has lost interest in his work. He has been taking 

leaves of absence "for his soul's sake" (TN, p. 225) and 

has begun to drink immoderately. "Not without desperation 

he had long felt the ethics of his profession dissolving 

into a lifeless mass" (TN, p. 286). Dick is losing both 

his ability to help people professionally and his ability 

to charm and comfort his friends. He now talks bitterly 

and out of turn. What is more, those friends he has helped 

in the past, such as Mary North, do not reciprocate. 

Instead, the same people he once helped refuse to receive 

him and ignore him, even on the beach of his creation. His 

dream paradise, in which his kind and charming behavior 

elicit peace and graciousness, turns out to have been a 

false dream. 

Certain garden scenes which occur throughout the 

novel, but especially during this period of his greatest 

dissipation, chart the extent of Dick's decline and indi

cate that Nicole is not entirely at fault; Dick is simply 

predisposed to fall into traps offering certain enticements. 

Early in the novel but some years after his marriage 

to Nicole, Dick is attracted to the beautiful, young 

Rosemary. Rosemary is a flower-girl: her name contains 
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the word "rose••; Dick thinks of her as "'the only girl I've 

seen for a long time that actually did look like something 

blooming'" (TN, p. 29). Later, Dick sees her as a "white 

carnation left after a dance" (TN, p. 75) and a "bright 

bouquet" (TN, p. 90). Rosemary's flower-like qualities 

indicate her similarity to Nicole. Nicole is often associ-

ated with the rose, and Dick remembers her as having been 

a "blooming" flower when they first met. As her name sug

gests, Rosemary is indeed for remernbrance. 36 

Dick and Rosemary's relationship follows a path 

similar to that of Dick and Nicole's. Rosemary's first 

attempt to seduce him comes near the end of the Villa Diana 

party. Significantly, the two are standing in Nicole's 

garden at the time. Here Rosemary admits her love for 

Dick; at this point, he laughs it off, though a part of him 

is drawn to the beautiful flower. The encounter is very 

like his first meeting with Nicole. 

Some years later, after Dick's experiences at the 

zurich clinic, Rosemary again seduces Dick in a garden-like 

atmosphere: 

36 

Walking on the greensward between cherubs and 
philosophers, fauns and falling water, she took 
his arm snugly, settling into it with a series 

Carruthers, p. 205. 
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of little adjustments, as if she wanted it to be 
right because it was going to be there for-
ever •••• Suddenly seeing what she wanted in 
Dick's face she took his gloved hand and kissed 
it. Then she cavorted childishly for him. • • • 
(TN , pp • 2 3 6-3 7 ) 

As with Nicole, Dick takes the offer of innocence and 

beauty; he succumbs to Rosemary's seduction. But later, 

like Nicole, Rosemary turns away from Dick, disturbed by 

his bitterness and weakness. He has nothing more to give 

her. 

Two other garden scenes figure in Dick's dissipation. 

While on leave of absence from the Zurich clinic, he en-

counters a girl in a garden at Innsbruck. The garden 

reminds him of the Nicole of the early days, who "came to 

him on hurried feet, her thin slippers drenched with dew" 

(TN, p. 225). Among the "fallow rose bushes and the beds 

of damp sweet indistinguishable fern" (TN, p. 225), he 

sees the girl: "A figure detached itself from the black 

shape of the tree and he knew it was the woman he had 

passed in the lobby coming out" (TN, p. 226). 

The roses and fern identify her with the· fertile, pro-

tective mother, but the fact that the roses are fallow and 

the fern "indistinguishable'' suggests the illusory nature 

of her protective image. Dick is confused; he does not 

know whether she is seducing him or not. And if she is, he 
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does not know why he would consider becoming involved with 

"a wraith, a fragment of [his] desire" (TN, p. 227). 

Though in her prettiness the girl is attractive to him, 

she fails to meet his other needs; so he decides against 

involvement. His confusion and worry indicate, however, 

his increasingly desperate attempts to find some kind of 

a peaceful paradise, though it only be personified by a 

wraith. 

Then, after the affair with Rosemary, realizing he is 

losing ground, Dick visits a bar in Rome, where he en

counters a pretty English girl: "He found in the girl a 

suggestion of all the pleasant English things; the story of 

safe gardens ringed around by the sea ••• " (TN, p. 248). 

Any offer of safety looks good to Dick at this point. He 

is grasping at straws, looking for safe Edenic gardens; 

but even these elude him. The girl disappears. 37 

In the end, Nicole and her garden triumph over Dick. 

In her Villa Diana garden, she is happy now, speaking 

authoritatively to the rabbit, which represents the sort of 

fearful animal Dick has become. She is now "blooming like 

a great rich rose," with a "sense of being cured" (TN, 

p. 321). Seeking to exert her newfound health and 

37 West, pp. 93-94. 
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independence, she decides to have an affair with Tommy 

Barban, a hired soldier whose name suggests his brutality, 

a man very different from the kind Dick. Ironically, 

Nicole becomes for Tommy, not for Dick, the final garden 

in the novel: "When Tommy drove up at one o'clock she had 

made her person into the trimmest of gardens" (TN, p. 323). 

Now, for all the world to see, Nicole is strong--a Georgia 

pine. 

Unlike Nicole, who achieves the full strength of 

health and wholeness, Dick finds the quality always elusive. 

He returns to America and becomes involved in several un-

successful medical practices in a series of ever-smaller 

towns. Dick ends up obscurely in a tiny town. His return 

to America represents an extremely desperate effort to 

establish "a pregenital world," a return to the womb, be-

cause it represents a return to his father and his father's 

values.38 Since his father's teachings were simply the 

American illusions, Dick finds only whatever remnant of 

peace and security comes from obscurity and a sense of 

oblivion, a paradise of negation akin to death. 

38 Jan Hunt and John M. Suarez, "The Evasion of Adult 
Love in Fitzgerald's Fiction," Centennial Review, 17 
(1973) 1 163-64. 
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Unlike previous Fitzgerald novels, which end with 

some sense of the beauty of the unattainable dream of 

paradise, Dick's story ends only with despair. "Dick's 

final return to his sole self in upstate New York . . • is 

an utterly unsentimental fade out. n39 The dream of 

paradise is simply too damaging to be considered either 

romantic or beautiful. 

39 Doherty, p. 206. 



CONCLUSION: THE LAST TYCOON AND BEYOND 

Tender Is the Night is the last of F. Scott Fitz-

gerald's complete novels; however, when he died suddenly 

in December, 1940, Fitzgerald left a remarkable 70,000-word 

manuscript, published in 1941 as The Last Tycoon: An Un

finished Novel.
1 

Despite its incomplete, unpolished nature, 

one can discern in it the presence of a garden motif 

similar to that found in previous Fitzgerald novels. In 

his last novel, the garden scenes emphasize the topsy-

turvy, illusory nature of Hollywood and its similarity to 

America as a whole. 2 In addition, one finds scenes which 

convey the notion of an innocent, Edenic garden. Finally, 

one sees characters seeking a paradise in which they can 

find protection, but, like other Fitzgerald characters, 

looking in all the wrong places. 

The topsy-turvy, illusory nature of Hollywood is 

emphasized when Monroe Stahr views the following garden 

scene: 

1 
Edmund Wilson, Foreword, The Last Tycoon: An Un

finished Novel, by F. Scott Fitzgerald (1941; rpt. New 
York: Scr1bner's, 1969), p. 5. 

2 Barry Gross, "Scott Fitzgerald's The Last Tycoon: 
The Great American Novel?" Arizona Quarterly, 26 (1970), 
198. 
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From below came the whir of a lawn mower--a man 
was cutting his grass at midnight. The moon was 
so bright that Stahr could see him plainly, a 
hundred feet off and down, as he stopped and 
rested on the handle before pushing it back 
across his garden. There was a midsummer rest
lessness abroad--early August with improdent 
loves and impulsive crimes. With little more to 
expect from summer, one tried anxiously to live 
in the present--or, if there was no present, to 
invent one.3 

In this illusory world, time is out of kilter--people think 

nothing of performing daytime tasks in the middle of the 

night. The moon can substitute for the sun. This world is 

full of anxiety, and people attempt to invent daytime even 

though, according to natural laws, it simply is not the 

time for daylight. One is reminded of Nick Carraway's 

remark in The Great Gatsby that ". the great bursts of 

leaves [are] growing on the trees, just as things grow in 

fast movies. n4 Nick's world, like Hollywood, is one 

in which people attempt to manipulate the forces of nature, 

such as time. 5 The manipulation of nature is part of the 

3 F. Scott Fitzgerald, The Last Tycoon: An Unfinished 
Novel, [ed. Edmund Wilson] (1941; rpt. New York: Scribner's, 
1969), p. 131. All further references to this novel in this 
chapter are from this edition and appear in the text pre
ceded by LT. 

4 F. Scott Fitzgerald, The Great Gatsby (1925); rpt. 
New York: Scribner's, 1952), p. 9. 

5 J. s. Westbrook, "Nature and Optics in The Great 
Gatsby," American Literature, 32 (1960), 80. 
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business of making movies as one sees when Cecilia Brady 

tells about "the first sheep I ever remember seeing--hun

dreds of them, and how our car drove suddenly into them on 

the back lot of the old Laemmle studio" (LT, p. 16). 

In contrast to evidences of forced nature, one sees 

the intrusion of true, unmanipulated nature in the depic

tion of the earthquake early in the novel. Cecilia 

describes the event as a time when " •.. for a full minute 

our bowels were one with the bowels of the earth--like some 

nightmare attempt to attach our navel cords again and jerk 

us back to the womb of creation" (LT, p. 32). The earth

quake represents "Nature's call to her errant child," a 

child in an illusory paradise; "but the earthquake subsides 

and Hollywood spins on according to its own laws of illu

sion and incongruity."6 The child, Hollywood, keeps 

seeking the illusions and even making the illusions in the 

form of movies, pulling away from any truly natural mother 

image. 

This Hollywood paradise is shown to be no different 

from the American dream of paradise in two scenes which 

occur when Cecilia, Wylie White, and Manny Schwartz visit 

the Hermitage. The artificial nature of the Hollywood 

6 
Gross, pp. 199-200. 
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garden is emphasized when Wylie tells about the first 

Hollywood garden party he attended after arriving from the 

South: 

"My host shook hands and left me. It was all 
there--that swimming pool, green moss at two 
dollars an inch, beautiful felines having drinks 
and fun--

"--And nobody spoke to me. Not a soul. I 
spoke to half a dozen people but they didn't 
answer ••.. I didn't feel I had any rightful 
identity until I got back to the hotel and the 
clerk handed me a letter addressed to me in my 
name . " ( LT , p . 18 ) 

Wylie encounters a world full of uncertain identities, 

lack of real communication and fellowship, and signs of the 

artificial at this party. Hollywood is a place in which 

even green moss, traditional symbol of maternal love, 7 is 

an artificial conunodity on sale for "two dollars an inch." 

The garden he describes contains no hint of possessing 

qualities of protection or love. 

Strangely similar to Wylie's experience at the Holly-

wood garden party is the trio's experience at the Hermitage. 

The house is surrounded by honeysuckle and narcissus, 

suggesting a garden atmosphere. Since it represents 

7 Cora Linn Daniels and C. M. Stevans, eds., Encyclo
aedia of Superstitions, Folklore and the Occult Sciences 

of the Word 903; rpt. Detro1t: Gale Research Co., 1971), 
II, 795. 
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devoted love, 8 the presence of honeysuckle is an ironic 

contrast to the cold reception the trio receives. The 

narcissus, signifying egotism and selfishness, 9 is more 

appropriate. That the group is turned away from this . 
natural shrine in much the same way Wylie is ignored at 

the Hollywood garden party indicates the similarity between 

Hollywood and America as a whole: both are simply illusory 

gardens, offering no true protection or shelter. 

Yet a person sometimes seeks, in the absence of the 

warm, protective mother, at least the cloak of oblivion. 

His first name indicating that he represents all people, 

Manny Schwartz commits suicide at the Hermitage, thereby 

achieving the ultimate oblivion, death, just as previous 

Fitzgerald characters sought oblivion in drunkenness or 

madness. According to Cecilia, Manny Schwartz 

had come a long way from some ghetto to present 
himself at that raw shrine •••. It was doubt
ful if he knew who Andrew Jackson was as he 
wandered around, but perhaps he figured that if 
people had preserved his house Andrew Jackson 
must have been someone who was large and merci
ful, able to understand. At both ends of life 
man needed nourishment: a breast--a shrine. 
Something to lay himself beside when no one 
wanted him further •••. (LT, pp. 20-21) 

8 Daniels and Stevans, p. 794. 

9 [Carruthers], Flower Lore: The Teachings of Flowers 
Historical Legendary Poetical and Symbolical (Belfast, 1879; 
rpt. Detro~t: S~ng~ng Tree Press, 1972), p. 196. 
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In reality, the Hermitage is like "a nice big white box, 

but a little lonely and vacated • " (LT, p. 20). Like 

the green moss at the garden party, it offers no real signs 

of fertility or warmth. 

A garden scene occurring at Stahr's incomplete house 

at the beach reemphasizes the artificial nature of Holly-

wood and also contains images suggesting an innocent Edenic 

garden marred by temptation. When Stahr and Kathleen Moore, 

his new love, visit the house, they look out at a garden 

consisting of a swimming pool excavation, a tennis court, 

and a ping-pong table, none of these parts of a natural 

garden but signs of artific~ality and wealth. Stahr com-

ments that he "'had some props brought out--some grass and 

things. I wanted to see how the place felt'" (LT, p. 99) • 

The garden is little more than a movie set. 

Later, Stahr and Kathleen hear "the silvery 'hey!' of 

a telephone" (LT, p. 99) corning from the garden . 

. . . [T]hey hurried here and there around the 
garden, like children playing warmer and colder-
closing in finally on a tool shack by the tennis 
court. The phone, irked with delay, barked at 
them suspiciously from the wall. (LT, pp. 99-100) 

One gets a further indication of the importance of the 

artificial and the material in the Hollywood garden in the 

image of the silvery ring of the phone. The silver nature 
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of the sound suggests wealth, and the telephone itself 

represents the modern industrial age. Stahr and Kathleen 

are captivated by the silvery sound and search for its 

source. They resemble Americans searching for a glittery 

paradise or an innocent Adam and Eve tempted by something 

which seems to promise them life and knowledge. 

When Stahr answers the phone, he is tricked into 

believing that he is going to speak to the President of 

the United States. Instead, he speaks to an orang-outang. 

The voice on the phone says of the animal, "'This is no 

phoney, Monroe. It can talk and it's a dead ringer for 

McKinley'" (LT, p. 101). The dividing line between the 

reality and illusion is almost nonexistent here. Instead 

of hearing the voice of a dignified, powerful statesman 

devoted to aiding in the pursuit of happiness--the dream 

of paradise, Stahr hears the ridiculous, unintelligent 

growls of an ape. But, in a way, the orang-outang is like 

the President--it is just as effective at realizing the 

dream of paradise as the President is. The scene becomes 

another example of the illusory American dream of paradise. 

Again, the fact that Stahr and Kathleen go to great lengths 

to answer a call from such a ridiculous source attests to 

the foolhardiness of Americans as they chase after illusory 

signs of paradise. 
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One other interesting garden scene is included in The, 

Last Tycoon. It is important in showing Fitzgerald's 

attempt to integrate the garden motif into the major 

actions and themes of the novel. Stahr is the paternal

istic head of a movie studio in an age in which the union 

movement is beginning to gain strength in the industry. 

Stahr asks Cecilia to set up a meeting between him and'a 

Communist party member so he can discuss the conflict wfth 

someone favoring unionization. Stahr and the pa~ty member, 

Brimmer, meet at Cecilia's house. Most of the encounter 

occurs in the Bradys' "golden-yellow California garden." 

Cecilia describes it: "It was mid-summer, but fresh water 

from the gasping sprinklers ~made the lawn glitter like 

spring" (LT, p. 144). The glitter, the golden color, and 

the presence of sprinklers all suggest an artificial, mate

rial paradise typical of Hollywood. 

In this garden, Stahr and Brimmer engage in a game of 

ping-pong, symbolic of the conflict between Stahr and the 

union movement. The game turns into a fight. Sick and 

drunk, not at all his usual commanding self, Stahr is 

knocked out by Brimmer, prefiguring the ultimate victory of 

the unions over Stahr's kind. This garden scene suggests 

that Fitzgerald was planning to use the garden motif to 

help clarify the symbolic significance of this conflict in 
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some way, possibly to emphasize the "fall" of a god-figure, 

10 
Stahr. It is difficult, however, to say just what sort 

of significance Fitzgerald felt the labor conflict had 

since one cannot get a clear idea of Fitzgerald's grasp of 

the conflict. 11 

Fitzgerald's manuscript ends with the scene in 

Cecilia's garden. Although one certainly sees abundant 

evidence of the beginnings of a garden motif in the novel, 

the motif is predictably not as systematic or clear as in 

his other novels. It does, however, seem apparent that 

Fitzgerald had not abandoned the use of garden imagery to 

convey his notion of paradise; for the novel contains 

gardens with suggestions of the illusory material paradise, 

the paradise of innocence spoiled by temptation, and the 

paradise of the protective mother. As Kermit W. Moyer 

says, "Unfinished, The Last Tycoon must remain a sort of 

10 John Kuehl, "Scott Fitzgerald: Romantic and 
Realist," Texas Studies in Literature and Language, 1 
(1959), 412-26; rpt. in Tender Is the Night: Essays in 
Criticism, ed. Marvin J. LaHood, Jr. (Bloomington: 
Ind~ana Univ. Press, 1969), 15. 

11 [Edmund Wilson, ed.], The Last Tycoon: An Unfinished 
Novel, by F. Scott Fitzgerald (1941; rpt. New York: 
Scribner's, 1969), p. 153. 
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promise. .. 12 And the examination of its garden 

imagery reveals much about the nature of its promise. 

Indeed, taken as a whole, the gardens in Fitzgerald's 

five novels constitute an important and revealing motif. 

Ranging from Amory Blaine's disturbing encounter with his 

beautiful, wealthy mother and her dream paradise to 

Monroe Stahr's equally disturbing encounter with the Com-

munist leader, Brimmer, these garden scenes reveal the 

universal attempt to find or create a safe, blissful para-

dise and the willingness to accept a negative paradise of 

oblivion when the beautiful dream of shelter and warmth 

proves disappointing. 

Amory Blaine of This Side of Paradise simply finds 

himself in garden-like settings in which he encounters 

various females who tempt him with symbols of their sexual-

ity and wealth. The garden settings themselves are full of 

images of both the positive love and warmth and the nega-

tive choking and devouring qualities he senses in the 

mother images he encounters. Amory is tempted both to 

surrender to and to run away from the offer of beauty and 

wealth; and sensing both the beauty and the danger inherent 

in the situations, he both acquieses and runs. 

12 Kermit w. Moyer, "Fitzgerald's Two Unfinished Novels: 
The Count and the Tycoon in Spenglerian Perspective," Con
temporary Literature, 15 (1974), 238. 
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The characters of The Beautiful and Damned do not 

simply encounter garden settings. They create them, if 

only in their dreams. They exhibit the desire to return 

to safe, infantile paradisical states. Gloria Gilbert 

Patch and Adam Patch, both disturbed by the adult worlds 

in which they live, escape in their thoughts to the gardens 

of their childhoods. For Adam, paradise seems to be a part 

of the after-life; for Gloria, it is a place near her 

mother, who is dead. And for Anthony Patch, the dream of 

paradise takes a decidedly perverse turn: he finds refuge 

in drunkenness and, ultimately, in madness, preferring the 

negative paradise of oblivion to facing life. Like 

Beatrice Blaine and Eleanor Savage of This Side of Paradise, 

he chooses escape into an irrational dream-world. 

In The Great Gatsby and Tender Is the Night, generally 

considered Fitzgerald's mature works, one finds much more 

complex and intricately designed garden motifs. In The 

Great Gatsby, instead of finding characters who simply dream 

of paradisical states, one finds a character who attempts 

to create a paradise for those who attend his parties and 

who attempts t'o control time and space by performing rites 

designed to reconnect him with his paradise. Jay Gatsby's 

attempt to regain a paradise he thinks he once had ends in 

destruction because he has equated a Platonic conception 
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of a universal, life-giving paradise with the perishable 

and corrupt Daisy Fay Buchanan. And his guests' attempt 

to find a paradise ends in their settling for the oblivion 

of drunkenness. 

Tender Is the Night concerns another character who 

attempts to create a paradisical state. Dick Diver 

desires a paradise of warmth and graciousness and, like a 

priest, he makes offerings of his own qualities of charm 

and kindness, hoping to be "blessed" with a return of the 

same. Instead, he is destroyed by those to whom he dis

penses his help and kindness, especially his wife, Nicole, 

whose paradisical garden turns out to be a trap. In this 

novel, one sees rather clearly that Dick is predisposed to 

fall into Nicole's trap--his father had instilled in him 

the idea that courtesy and helpfulness would elicit similar 

behavior in others. 

Throughout much of Fitzgerald's work, one sees evidence 

of a tension between the beauty of the dream of paradise and 

the dangers of that dream. In The Great Gatsby, for 

example, the narrator, Nick Carraway, certainly sees the 

destructiveness of Gatsby's dream of paradise, but he also 

sees its beauty. He feels that Gatsby was all right in the 

end and that the corrupt, perverse Buchanans, not the 

excesses of the dreamer, are completely at fault. In the 
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end, feeling that the dream is beautiful, he feels free to 

perpetuate his own dream of paradise, that of his Middle 

West. But in Tender Is the Night, the dangers of the 

dream of paradise come to the fore. In the end, Dick 

Diver fades into oblivion, the dream within him having 

clearly been as responsible for his downfall as anything 

in his environment. The dream of paradise is simply too 

dangerous to be considered beautiful. 

However, in The Last Tycoon, Fitzgerald tells once 

again about a world which is full of the illusive dream of 

paradise--the ultimate of fantasy paradises, Hollywood, a 

place in which the forces of nature are under the control of 

the camera. That Fitzgerald saw that the dream of paradise 

survived any kind of disillusionment--whether it be World 

War I or the depression of the 1930s--indicates that he 

sensed the universality of the need to believe in a place 

of protection and shelter. 

Yet to Fitzgerald, paradise was always both a dream 

and a nightmare. In 1937, looking back on his early works, 

he said of them: 

All the stories that came into my head had a 
touch of disaster in them--the lovely young 
creatures in my novels went to ruin, the diamond 
mountains of my short stories blew up, my 



millionaires were as beautiful and damned as 
Thomas Hardy's peasants.l3 

And, according to John W. Aldridge, in his "Fitzgerald: 
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The Horror and the Vision of Paradise," the touch of dis-

aster becomes even more apparent and even more deadly in 

later works: " ••• for every tenderness there is always 

the black horror of night; for all the bright yqung men 

there is sadness; and even Paradise has another side." 14 

Through skillful use of garden symbolism, Fitzgerald 

was able to show vividly both sides of paradise--the beauty 

and the danger. He was able to indicate the lure of the 

golden gardens and the golden girls in them and also the 

danger and darkness behind the golden glow. 

Fitzgerald was not able, however, to find any way of 

reconciling the human need to believe in a protective para-

dise with the reality of the danger and imperfection of the 

world. Carl Gustav Jung saw the need for the individual to 

find expression for the archetypes, to have symbols and 

beliefs which would enrich his existence. But he also saw 

that a balance must be struck between attention to the 

13 F. Scott Fitzgerald, "Early Success," American Cal
vacade (Oct. 1937); rpt. in The Crack-Up, ed. Edmund Wilson 
(New York: New Directions, 1945), p. 87. 

14 John w. Aldridge, "Fitzgerald: The Horror and the 
Vision of Paradise," in After the Lost Generation: A Criti
cal Study of the Writers of Two Wars (New York: McGraw-Hill, 
1951)' p. 45. 
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archetypes and attention to the realities of society.l5 

In other words, one cannot ignore either the need to 

believe in paradise or the realities of the imperfect 

society around him. For Fitzgerald and his characters, 

such a reconciliation remained elusive. 

Thus, in F. Scott Fitzgerald, one finds an artist 

whose ability to convey universal themes in terms of the 

experiences of his own colorful age and in terms of con-

crete images such as the garden has seldom been surpassed. 

He expressed ina moving and meaningful way the hopes and 

despairs of humans as they search for warmth and shelter 

in an imperfect world. 

15 Nicholas S. DiCaprio, "The Individuated Man: Carl 
Gustav Jung," in Personality Theories: Guides to Living 
(Philadelphia: W. B. Saunders Co., 1974), pp. 465-66; 
475-78. 
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