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ABSTRACT

“The Inside Story” traces multiple levels of the histof F. Scott Fitzgerald’s
The Great Gatsby. Garnering only slight impact at publication in 1925, stigly
summarizes the novel's rise to a remarkable prominiernttes canon of American
literature. The novel's popularity increased as everkaayvledge of social and
historical experiences from the novel's time periatethfrom readers’ memories,
leaving a purely American story imbued with a mythied of social and economic
disparity. In academia, both Fitzgerald and the nosgeired critical analysis and
debate. For teachers, the novel epitomized theatritieory New Criticism, and, today,
both novel and author nearly define the literaryasith known as New Historicism.

“The Inside Story” also deconstructs the first persamative, which Fitzgerald
employed effectively iThe Great Gatsby. The voice in the text breathes familiarity
through allusions and references to a superabundancd wbmghevents, people,
products and printed materials from the 1920s—thus providingrly begtomless well
of resources for the corpus of historical study surrounthisghovel. For instance, the
text exhibits a careless, offhand regardSenon Called Peter, Clay’s Economics, James
J. HillandHopalong Cassidy. Also, in contrast to the colorful backdrop of maod
minor allusions and references, certain people, plawkgs\ents, such as William G.
Harding and Wiliam Randolph Hearst, are conspicuouslynaliisem the novel.

“The Inside Story” is distilled from hundreds of hourgedling through
newspaper microfims, blowing the dust off aged periodieadd, purchasing era-
sensitive, out of print books. It recognizes and crexdkisting scholarly study, with the
overall point being the enrichment of the corpus surrangyithe Great Gatsby.

iv



TABLE OF CONTENTS

CHAPTER ONE . . . .o e e 1
CHAPTER TWO . . . e 15
CHAPTER THREE . . ... e 26
CHAPTER FOUR . . . . e 40
CONCLUSION . . 58
BIBLIOGRAPHY . . 63



ACKNOWLEDGEMENTS

To Dr. David Buehrer, chairman of my committee, | guateful for countless
hours of discussion, guidance, and good humor.

To Dr. Sharon L. Gravett of Valdosta State UnitgisiEnglish Department and
to Dr. James W. Peterson of Valdosta State Uniyes$tolitical Science Department, |
appreciate their generosity, confidence, scholarshgpeapecially their patience.

To the staff of Valdosta State University's Odum &ilgr a bushel basket of
thanks, who never failed in their courageous fight to aeduierlibrary loaned books on
my behalf.

To the staff of the University of Florida's Smathérary, with whom | was on a
first name basis, | am thankful.

To Kathy, my wife, who for the second time now snmaany theses at Valdosta
State University, | am deeply grateful for toting bookskband forth to Florida State
University's Strozier Library, for her innumerabl@gf readings, and for putting up with
my nasty moods.

Last, yet again not least, | salute my dog Bear. thlged under foot clear to the
end. He’s an old hand, now, at tagging dutifully back arnth fioom computer to
resource. And like before, he endured one draft aftahanevhile the right words
eluded me—Dbut never wavering, remaining like always, an@dg.

Vi



DEDICATION

Dr. David Buehrer

Friend and Fearless Leader



CHAPTER ONE

In American literature there are perhaps a half dopeelists and novels that
awaken in everyone a feeling of familiarity. The me@ntion inspires from Americans
of almost all walks a proverbial headshake and “oh yelatpw that guy, or I've read
that or seen the movie.” Also, from these stellaters and works, people can count on
details to be drawn to generate questions for game3tikial Pursuitor even on a near-
weekly basis provide answers in one of the categtre¥eopardy

Our list of most familiar novelists and novels is niwhed in stone. But most
slates likely include John Steinbeckd$ Mice and MerandThe Grapes of WrathAlso,
unlikely ever overlooked would be Mark Twairtkickleberry Finn Herman Melville’s
Moby Dick,and, of course, Ernest Hemingway'kse Old Man and the Sed/eering
from mainstays such as those, lists diverge both byl®iavel novelists—however, a safe
bet would be Faulkner and Fitzgerald, maybe even Wobe)dwmake a majority of lists.

Obviously, this survey is not scientific. But if suchuavey were undertaken, a
good wager for one novel to show on almost every lmild/beThe Great Gatsby,
whether Fitzgerald’s name as the author actually hitse lists or not. That novel's title
simply sounds American—resonating baritone-like aififiBarnum & Bailey’s
ringmaster’s lips. Also, speaking allegiance-wisetase thoughts if not comments seem
to come to mind almost naturally, likehatever makes that guy Great has just got to be

part of American culture Which, in fact, with eyes on the novel's themenically



could not be truer. Aside from the novel's most appaappeal, one question that seems
simply to beg for an answer is the following: whatfaot, as a novel, is it abotihe
Great Gatsbythat makes it so compelling? So enduring? So Ameriddrese
guestions do not have easy answers. Indeed, volumesigqiesi theses, and
dissertations have grappled for an answer. Various edlgagsses have been
forwarded, which have sustained the novel's popularithenmainstream. While it is
not the intent of this thesis to add yet another layexisting claims, it is the intent to
bring forward to the discussion new historical informaitdout the era from whichhe
Great Gatsbysprang. In other words, | intend to shed light on whatlers of that era
intuitively knew; or, that is to say, what most readeok for granted while reading the
novel.

Appropriately, time is the most curious element surroud@imne Great Gatshy
inside it and outside it. Time: for instance, whenidieghe novel and in the fictional
sense this and that and such and such happened—or didrot.leAlss not overlook
when Fitzgerald wrote the novel juxtaposed with realdvgoings-on; and, finally, other
facts of how, when, and whiyhe Great Gatsbgventually became popular.

Today, The Great Gatsbfeels barely at all like yesterday—it is still distest;
analyzed, and appreciated in the twenty-first centuryigere contemporary—rather
than nearly a century old. Many scholars tie the r®waelra and staying power to the
fact that mythically it represents American Culturéjchk is derived, intentionally or
unintentionally, from being shrouded in vagueness and my@eariynell 556, Bruccoli
6-7, Matterson 2). To paraphrase a contemporary leadiodgasonThe Great Gatsby
pertaining to myth, Stephen Matterson claims the ingnédiiehind creating myth is that
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the subject and characters should be timeless, alwaysngaoward the universal, and
not limited in anyway to anything so specific as time aade(2).

Truly, an assumption regarding most readerBh&f GreatGatsby is that they
probably would not automatically set the novel duringlt®20s. Despite allusions in the
novel about time, there is, in fact, just one diret¢rmence: a train schedule (68). If
readers skimmed past it, this reference, the novetsistances, characters, and plot
could indeed be fodder straight from today’s newspapers.

Consider Fitzgerald’s preliminary titlbmong Ash-Heaps and Millionaires
(Bryer 70). Although a title such as this does not exaguttythe same exuberance in a
reader’s mind a¥heGreatGatsbydoes, it does speak universally about American
culture—hence, Fitzgerald’s first title would not hanexessarily given away the novel's
setting or era either. Moreover, even discerning raeafted challenge in the novel's
significant and hefty ebb and flow of liquor to discernhvany degree of certainty that
the novel's plot and era is set during Prohibition.

Ironically, when first published in 192%he Great Gatsbwas not a brisk
mover—measured by the most telltale sign of all—it $eler than 25,000 copies and
received at best mixed reviews (Gross xi). Not onlyTdid Great Gatsbiold forth
little for readers during its time, but in the early 1930%e Modern Library, which
gambled on a printing, eventually chose to cancel itbeagause of low-to-no public
interest. Were that not telling enough, “When Fitzgedadd in 1940, the chances of
Gatsbys survival might well have seemed slim” (Tredell 7).

But often an artist’s stock rises after he dies, sna the case with Fitzgerald’s.
In 1941, Scribner’s published a volume of Fitzgerald’'s poplartstories along with
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his unfinished novelrhe Last Tycooand, inexplicably, included@he Great Gatshy,
owing perhaps as much to the number of its pagesiesdomparability tol'ycoon This
time, however, reviews abolihe Great Gatsbwere not so mixed. Clifton Fadiman
wrote thatThe Great Gatsbwas “unexpectedly readable” (qtd. in Bryer 369). James
Gray wroteThe Great Gatsbwas a “beautifully articulated piece of craftsmanshqiti(
in Bryer 358), and Margaret Marshall wrote, “Fitzgeralalcteed that plateau of
objectivity and control in fiction which few Americamwelists attain” (qtd. in Bryer
364).

To unprecedented demand, Scribner’s began repriftiegGreat Gatsbwith
other works of Fitzgerald as well as by itself. Printfigdhts were also extended to other
publishers such as Viking and Bantam, which included in 1941 anéédiServices
edition in which alone were printed 155,000 copies that weengiway free to military
personnel” (Tredell 42).

But central toThe Great Gatsby’sltimately secure placement into the American
mainstream was its acceptance in acadefie Great Gatshyin the 1940s, virtually
defined a literary schema, or theory, known as Newdiiti, a particular aspect of
which happened to fit incredibly well in the real world.

New Criticism all but guaranteed literature professodsEmglish teachers jobs.
The theory’s school of thought held “that literaryticism could be a completely self-
sufficient discipline ... infused with a scientific spiot analysis” (Selden 3).

Essentially, New Critics assumed the role of intagrand guide for students who were

seen then as ill-equipped for venturing forth into webkkted territory. For instance:



Each major work of literature was seen as a verbal, ipossessing an
objectively achieved unity. A great poet [or novelgates an aesthetic
structure which crystalises [sic] a complex responsehHoman
experience, a response which could not be expressed im(iodime
literary) terms. Literary language was regarded as aadpen of
language which uses specific literary devices (paradox, itengjon,
ambiguity) in order to achieve a concrete image of haretise
inexpressible experience. (Selden 3)

Today, the profession in America of teaching literataost likely owes its
entrenched existence to New Criticism and New Critlcslso should be noted that in
the larger pictureThe Great Gatsbgontributed to the profession’s entrenchment too,
proving that it fit hand-in-glove:

The 1950s was the golden age of academic literary criticishmerica.
The profession was expanding, a powerful technique dii@wn and
interpretation emerged in the shape of the New Cmtictbe teaching and
criticism of literature could be felt to be socially gralitically important,
and there was a desire, in the USA, to construct ancahgreat American
writers and great American novels. In this conteitzgérald studies, and
interpretations oGatsbyin particular mushroomed. In Fitzgerald,
biographers and critics had a writer who had enjoyed dapéar success
and a subsequent failure that was very American but vduald also

strike a universal chord. I@atsbythey had a novel that was eminently



readable, widely accessible, easily teachable, intiycptdterned, and
about the American Dream. (Tredell 8)

Talk about dreams? For pedagogy made up of folk who genuaneig
literature and sought only to share it with millions dtiraing American soldiers who,
armed with the G-I Bill and were as eager to attenckgells to produce offspringhe
Great Gatsbymust have symbolized ti#d_L-TIME American Dream.

New Critics, in the strictest sense, upheld a formd|a&uctured approach
toward reading a literary work—in fact, they affirméat the work itself was self-
contained in conveying social and moral meaning and thaistied independently from
the author. Inevitably this strict approach toward repdimovel was challenged. But in
fairness to New Criticism, besides narrowing down viewsgihtdid, in fact, create
debate, which in the 1960s, and later on, gave rise to peisarteaching literature and
to the alternative, insightful literary points of vieve have today (Selden 3).

The debate over New Criticism opened a wide range of appbets to read and
appreciate an artist’'s work. As Selden said, it ushenéal the stage a “different way” to
read the same old stuff (4). While it might be arguetitsrof late have adopted a
license to rewrite an artist’s work, it also can bguad that the work of some artists
otherwise might simply have disappeared from the hyei@efront.

Today, there are a host of academic approaches @attheories utilized in
teaching literature and employed for personal enjoymemiaiding interpretation
(Richter v). Such approaches range the gamut from th&Riic classical tradition,
where scholars, top-down, teach what they have lzegyht, to theories like Reader
Response, which, in sum, asks the subjective questiow, does this novel make you
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feel? (Selden 2, 10). There is also no shortage for namastwreen those extremes.
For example, on stage for the past few decades amelsadf theory such as Russian
Formalism, Poststructuralism, Marxism and Feminism.

What is important to understand here about literaryrthew criticism, is that
criticism’s very existence depends on something besidé itSelmething, for instance,
that has been created by a writer or a poet—a noy@@mn—which, finally, comes only
to exist for better or worse in the eye of the beholde

Stephen Matterson proposes thhe Great Gatsbigs practically a stand-alone
example of a novel that “people discuss” and “critiebate,” and a novel in which
understanding it entirely “depends upon the perspectivesvidoioh they have chosen to
view it” (xii). He goes on to illustrate the flexittyt of the novel in the context of various
critical perspectives. But Matterson concludes thédrope measuréhe Great Gatsby
might actually have created the need for theory whéneay as yet did not exist:

In short, the critical perspectives that can be adoptedrtdsThe Great

Gatsbyare never necessarily fixed; they are always opehange, and it

is a testimony to that continuing durability of Fitzgdiaiwork that we

are still debating many of them. (Matterson xii)
Practicing literary theory is ultimately a kind of magimfy glass that readers put across
the top of a work. All told, there are a varietylitdrary theories that potentially enhance
every artist’s work—helping readers appreciate nuancedefime and redefine special
meaning, which the author might have intended (or not) anchvithe passage of time
might have worn away. Selden makes this point througimebeain his seminal work,
Practicing Theory and Reading Literature:
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Teachers will no doubt wish to assist students to se@dkie in which it
would be possible to prioritise the questions one mighthskit literary
texts. For example, reader-response theories may prosedel concepts
and methods to assist a materialist study of literandeideology. After
all, for ideology to work at the textual level it mis& able to achieve the
acquiescence of the reader. In this instance, questimng the reader’s
response are subordinated to those about ideology. (13)
The point behind this thesis, however, is not to spendtafkieng about or defining
theory, but rather to put some form or another ofthe@uo practice. As already stated,
literary theory today spans a wide range, with many newecs borrowing here and there
amongst time-tested theories to new ones.

Most recently, and some might say out on the edgethsoretical amalgam of
sorts wrapped up innocuously in the term known as “NewoHdissm,” which can also
go by the label of Cultural Poetics. For definition,Ustnot mire in semantics but
instead turn straight to the source who coined the t8tephen Greenblatt. From his
piece “Towards a Poetics of Culture,” which is includedagother scholarly articles in
H. Aram Veeser'She New HistoricisinGreenblatt explains in forthright fashion his
choice for the name:

| collected a bunch of essays and then, out of a Kidésperation to get
the introduction done, | wrote that the essays repredesamething |
called a “new historicism.” I've never been very g@abanaking up

advertising phrases of this kind; for reasons that | dvbel quite



interested in exploring at some point, the name stuckhmare than
other names I'd very carefully tried to invent over ybars.

One of the peculiar characteristics of the “nestdricism” in literary
studies is precisely how unresolved and in some waysg@isuous it has
been—I have been—about the relation to literary the@nmy.the one hand
it seems to me that openness to the theoretical ferofid¢ime last few
years is precisely what distinguishes the new histmdrom the
positivist historical scholarship of the early twentieémtury. (qtd. in
Veeser 1)

Greenblatt’s straightforwardness deserves attentianartd others posit that what makes
New Historicism unique is that it is “not a theory oset of doctrines but a practice”
(Richter 1204-5). In that context, New Historicism i titerary field might be as
something that exists both as a paradigm—encompassin@ksenmries—and a method
for implementing literary analysis.

David Richter, a renowned authority on literary theprgpounds that New
Historicism is indeed inseparable from “contemporary théeirtually engulfing all the
theories. For instance, inherent in New Historicidmpretically and methodologically,
is the “structuralist realization that all humantsyss are symbolic and subject to the
rules of language, and the deconstructive realizatidrthikee is no way of positioning
oneself as an observer outside the closed circlextdality” (Richter 1205). In short, the
listener (reader) ultimately interprets meanings of waadd,in which those words’
meanings change over time, which are inevitably reinteggrtirough ears of the
listener’s own culture: hence, every work is congyaaking on fresh meaning.
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Michael Warner, another literary critic, explainsttttas abstract becomes
tangible, as well as worthwhile, when actually put iptactice. As such, Warner defines
New Historicism this way:
[It's] a label that historians don’t like much becaussythnderstand
something different from historicism. But nobody’s agkhistorians; the
people New Historicists are reacting against are the Glaties, and
historicism seems an important term for that purposausecit
emphasizes that meaning is established in concrete hagtsitications.
New Historicism has a motto: “The text is historiaat history is
textual.” The first part means that meaning does not teadscontext but
is produced within it; the second part means that humammacind
institutions’ relations, while certainly hard facts, aoc¢ hard facts as
distinguished from language. They are themselves symbolic
representations .... (Warner [fn. 2])

It might surprise Warner, but historians are not ovarlgsue with appropriating

“historicism” like he suggests. Once again, turning to Rictd make the point, we find

where he paraphrases R. G. Collinwood, whom he dubgHhifesopher of history”:
[He] made it clear several decades before the advehe afew
historicism that historians are politically and cultyrathplicated in the
history they write, that their work tells us as matiout them as the
period they investigate and explore. (fn. 3)

Hayden White’sTropics of Discourse, Essays in Cultural Criticismakes the -
valid case that historians indeed recognize their own inhbras (27). White goes on to
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show that there is a semi-unification or inseparabledetween historians and novelists
(97-98). For example, while historians aspire to write@mey factual stories—which
inevitably are tainted if not fictionalized by the histotsabeing, place, and time;
novelists strive to convey fictional stories, whidkeWwise, cannot help but be factually
influenced by the novelist’s being, place and time. bustifat both strive to tell an
interesting story, White contends that “readers of hetsand novels can hardly fail to
be struck by their similarities” (121). Slaves to languagk written discourse is
cognitive in its aims and mimetic in its means,” whidfite aptly concludes, makes
historians and novelists inescapably flip sides of theesaom:
Every fiction must pass a test of correspondence (5t tmel “adequate” as
an image of something beyond itself) if it is to layiroldo representing an
insight into or illumination of the human experieradehe world. . . . . In
this respect, history is no less a form of fiction thanovel is a form of
historical representation. (White 122)
In writing The Great GatshyFitzgerald succeeded admirably in implanting a beli@vabl
“image of something beyond.” For subject matter, Fitagedteew upon what was going
on in real life, which easily explains why many studemd scholars now point to the
novelas an historical piece in order to show what life Waesduring the 1920s in
America. Ironically, this may also answer why at iheetthe novel was published it
received such minor interest from the public—essentialipight not have been
different enough from the news.
But as time passed, the novel gradually began to appearafidshteresting to
rank and file readers, particularly in the 1940s. Reviewrs that time, which were
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referenced above, give us a window through which to se€lhe Great Gatsbipegan
taking root. As time went along, inevitably, companion gaidecame essential.
Thus, an often-utilized source for teachiflge Great Gatsbis Dalton and Mary
Gross’Understanding The Great Gatsby: A Student Casebook to Issues, Sources, and
Historical Documents Throughout, these authors sift through Fitzgeraldis the
1920s, seeking from newspapers, magazines, songs, and advertsseme sensitive
material that would likely have been familiar to thediag public in 1925. This
approach, besides historically enlightening the reader’s eipfioe for what was
occurring in Fitzgerald’s world, illustrates New Histasm in practice versus “old.”
New Historicism is attractive to scholars for mangsens, one of which is that
the opportunity to delve deeply into the past is virtualigless. Dalton and Mary Gross
make this point through example, referring to their ovemnkuv
We will examine some of the major underworld figures aatlaeminal
activities Fitzgerald drew on for his story, including soet of New York
nightlife created by Prohibition. Fitzgerald made skillise of the
scandals of the era—some briefly mentioned or just ¢hiate-to create
the mood and tone he was seeking. Included in this beo#tcmuments
on one of the worst scandals in the history of Amerggorts, the fixing
of the 1919 World Series, and on the greatest politiealdal of Warren
Gamaliel Harding’s administration, the Teapot Dome c#sxii)
The Grosses continued throughout their work to pose hypodhgtiestions that were

concerned philosophically with what Fitzgerald might bgrgpabout the “human
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condition” and the “values of his society” (xiii). Theompiled research to support their
assumptions, “by examininbhe Great Gatsbin its literary and historical context” (xiii).

But | would argue it is tentative today to apply too strietyyone’s belief about
what Fitzgerald might or might not have been seekingrdayg his novel’'s “mood and
tone.” So much of what there is to know about Fitzgleaald his time is still waiting to
be unearthed, and, frankly, always will be. RonaddnBan, inThe Great Gatsby and
Modern Timeshas said it aptly, “at this distance from the publarabf the text a certain
amount of archaeology is needed to get on the samlealetiee original audience” (46).

For curious readers, New Historicism affords an opportdaighisel away at that
past and to bring something new to the discussidihefGreat GatshyBerman
summarizes a worthwhile reason why we should contirp®eng if we should ever
hope in any historical vein today to comprehd@he Great Gatshy

Fitzgerald’s text reminds us of the existence of othd@steThe enormous,
imitative enterprise of mass literacy is perceptiblthuai the
consciousness of characters in his own text. What i§dmaring we will
never know, but we can expect that the ideas of thent are being read
to him, and that they too are soothing and uninflected. Moneatved
than Norman Rockwell covers. (28-7)

“Rockwell covers” refers td he Saturday Evening Poshat All-American
magazine about innocent daily life, prayer, and good felifdhis time, for
metaphorical value, is highly significant, for Norman Roekwlustrated covers for the
magazine throughout the 1920s. His first issue, in fact,Jaauary 1916, a time when
history reflects the United States was at an almigidynent, teetering between
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isolationism and, as James W. Peterson aptly obseviies, “President Woodrow
Wilson ... envisioned the international stage as a spa@pfiying a moral perspective”
(252).

The theoretical thrust of this work will be an exampi®&lew Historicism, as it
exists both as a paradigm and a method. This thesidrawll upon an assortment of sub-
theories in order to help convey a better understandihgtrical findings, particularly
historical points in narratology. As a method, thissth has entailed hundreds of hours
of streaming through reel after reel of microfilmsluod 11920’s issues of newspapers, and
magazines. Also, it has drawn upon “hard to find and out of’grook sources. The
goal was always to base research upon and link authéntisgbossible specific primary
sources of the 1920s with original issues of books, magaaikesubjects both alluded
to and directly referred to by FitzgeraldTihe Great Gatshy

It is my intention to examin€he Great Gatsbiargely from a New Historical
point of view, a dimension of study that is nearly erglfes contributing new material.
But | also will limit myself from predicting too manymes what messages, if any,
Fitzgerald might have been trying to deliver to his read&€hat speculation, in large
part, | will leave for others to conclude—nbut, hopefuliyth newly unearthed findings, |
will contribute to the discussion. Thahe Great Gatsbig timeless is easily seen, if also

not overly obvious, but it also is only half of the gtor
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CHAPTER TWO

In large measurd,he Great Gatsbg endearing quality might rest behind
the way the story is told, which is in the first perséioremost, the stage on
which examining this novel’s historical insights, and tfewehen it was written
begins with that character, Nick, our storytelleris important that we delve a
little into the theoretical aspects of the first parsarrative style, for iThe
Great Gatsbythe voice that readers hear coming from the pagdwafdvel bears
significantly on the lens through which readers envisimhtaus understand the
story.

First, to state the obvious, note that between thderend outside covers
of the novel are collected pages of purportedly nothing bug¢ fietion. As
fiction, the story coming forth from those pages, whitended to be perceived as
sounding credible, in fact, makes no pretense aboungeagi the most
aboveboard tale ever told—any more so, let us sayhieastory coming forth
from the pages of Mark Twainlduckleberry Finn These two novels’ narration
and others like them uniquely sets them into a distiaetgory of fictional
literature. In part, we read or hear the story estirelm the viewpoint of a
fallible, fictional character.

Truly, the character is an abstraction; yet, aldangible and honest

sounding voice relating a story that he or sfg character feels is both
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important to tell and will be interesting to hear. Argyabl some dimension,
that character exists from the quill, and therefoesvpioint, of the author, but this
does not necessarily mean that the character sfmake author. Soon, if not
almost immediately into the book, readers forget orloe& or dismiss that this
character is, in fact, an author’s projection andthetauthor himself. On the one
hand, the authority of the voice of the author fealstfiand center, while on the
other hand, the author is in reality quite distanhascharacter spins the yarn.

An important relationship exists between the historicalrimition
occurring “inside” the story ofhe Great Gatsbgnd the novel's actual era
“outside.” From the outset, narrative style betrsrgly on understanding the
interaction between the two, for the first persomatar’s voice is, indeed, like
his author’s, a product of the times—the 1920s.

One of the best examples in literature that illusgdhe fine line that is
ever-present between the first person characterrendoice of the author—
inside the story linked with what is going on outside theys—is found in the
first two sentences of Twaintuckleberry Finn Right off, Huck, the main
character and the narrator, introduces himself, andnédéinf he does not also go
on to introduce and even editorialize about his owatore Mark Twain (which,
of course, is really the pseudonym for Samuel L. Cleméds)e is what Huck
says:

You don’t know about me without you have read a book byéimee of

The adventures of Tom Sawyeuat that ain’t no matter. That book was
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made by Mr. Mark Twain, and he told the truth, mainljefe was things
which he stretched, but mainly he told the truth. (ifwvig
Readers rarely consider the first person’s veracéstamly, in Huck’s case, ironically,
his own credibility seems to increase by critically drayattention to the author’sis
author and his creator

But there is a great deal more going on here with regamndrration in the
theoretical sense than stated in the simple descriptiose. Recall, for instancéhe
Great Gatshylives on today as if it were current—for it is, if io nther vein, currently
read as literature in schools. And consider this: Fitddehas been dead for more than
sixty years; also, there are a rare few if any folilovare still alive that read this novel
when it was first published, more than seventy-five ya@go. Despite both instances,
there still exists from the novel a familiar tonevoice that is perceived asrifjht here
and right now This bears some explanation.

Turning to Raman SeldenRracticing Theory and Reading Literatynge find
extant his elucidation that proves beneficial in thdoryus to apply to an important
narrative passage ithe Great Gatsby-and, therefore, by extension, throughout the rest
of the novel. To begin with, Selden discusses two Babrtes of narratology: Narrative
Theory (61-66) and Metaphor and Metonymy (67-72). Both providengework for
analytically interpreting prose and each also seernsntgplement the other nicely,
shedding light on the cozy, familiar feeling emanating ftbeanovel.

Selden outlines the theory of narration under the btlo@aty of structuralism by
referring toFigures of Literary Discoursby Gerard Genette (65, 202): “narration’ is the
mode of writing or speaking used in the ‘text™ (65, 202). tmsurface the definition
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seems simple, but it is complex. Graphically reproducihg formulation” with its

definitions (65) will assist in clarifying the theory bedaapplying it toThe Great Gatshy

OUTSIDE TEXT WMDE TEXT OUTH TEXT

Actual Author — Implied Author — Narrator -/- Narrateemplied Reader — Actual Reader

It is important to note at the outset that a structtradiading does not consider the
“actual author’s” voice at all. Rather, the theooycerns itself with voices “that
communicate the story to us” (6Bpm within the text itselfwhich accounts for the
conundrum where Fitzgerald (or any deceased author fomdtéer) has long ceased to
exist but whose work lives on, reading as if coming diyeictim him. Additionally, as
seen above in the graph, the “implied author’s” voteeads all alone also, independent
from that of the “narrator’s.”

Equally disconnected, like the “actual author,” at theitgrt of the continuum is
the “actual reader.” Again, however, like our “actuahauf’ this entity, despite its
disconnect, could easily be perceived both as the origutiénce from the time of the
first publication—themselves, also, perhaps long-gone—dsaweainy current readers.
Narration Theory superimposes two entities through wtielimplied author” and
“narrator” speak: a “narratee” and an “implied reader—thusntinuum in which one
artificial entity speaks to an assumed other artifierglty. The agent whose perceptions
shape the presentation is called the “focaliser” (66).

Therefore, as Selden writes, applying the theory regi®ky upon analyzing the
speakers and listeners inside the text. First, theli@éhguthor” is found in the “overall
point of view” in a “coherence” that is drawn from “inect signals” (65). The “implied

author’s” presence is sensed—overarching and dominating tte obthe “narrator’—
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throughout the story itself, in style of then curreny-daings-on, as in animate and
inanimate objects of the era, such as well knownaadspeople, which, setting-wise,
ground the story in the ‘actual.”

The “narrator” is simply that “voice that communicatbe story to us” (66). In
The Great Gatshythe narrator is in the first person and is alsoaaastter. So, applying
Narrative Theory, we account for Nick Carraway’s eise as the invention, and a
reliable one, of an “implied author.”

There is a “narratee” ihe Great GatshyBut it occurs only once, consisting of
a single sentence paragraph (134). The “narratee” exiss Wick actually refers to the
reader as if he were speaking directly to him or herthis instance, Nick temporarily
breaks away from telling the story and asks a rhetagioastion, “What could you make
of that, except to suspect some intensity in his concepfitre affair that couldn’t be
measured?” (34). In this case, the “you” is the “nag'a{Selden 66).

For us to understand the “implied reader,” we must notedh@ator’s subtleties
in speech—where the “narrator” assumes there existsledgerand understanding in “a
certain sort of reader” (Selden 65). The “implied reAdberefore, is he to whom the
narrator does not speak to directly, but rather indyeatid to whom the narrator
assumes understands particular meanings behind what lyng, saich as peculiar and
characteristic things of the times. As analysis withg, The Great Gatsbis the type of
novel that is arguably enhanced when “actual readers” addpeir own the frame of
mind of the “implied reader,” as the listeners of a tald by Nick Carraway, the first

person narrator.
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The theory of Metaphor and Metonymy posits that “languagdways figurative,
whether it is ‘poetic’ or ‘prosaic’™ (67)—which, indeed, ptayery well in our analysis of
narration. For a story told through the mind’s eyerofimplied author,” who is
projecting his story through the voice of a “narratowand that of an “implied reader,”
ultimately encompasses, at the very least, a ongrercorrespondence. The fact that
language defines the existence of the narrative contintienttansmission of ideas to the
“implied reader” are in and of themselves merely figurfespeech and, therefore,
metaphorical.

But Selden takes this rationale a step further: the “batubor” and “actual
reader” indeed exist on the outside of the continuunerevheither plays an entirely
passive role. As Selden describes, “A literary socwia@prmed by structuralism
recognizes the ‘textuality’ of every discourse” (72)réhexists, therefore, “time-travel”
of sorts—while of course not bodily, nevertheless, mamtatjes of today give creation
to mental images from the past. And this continuumfaiitver play itself out each time
a reader opens the novel and begins to read it, andexediffpoints in his life, too.

We will see where this significantly affecifie Great Gatsbgnd supports
Selden’s opinion directed toward the critics of strudismg who claim that “a
structuralist position cuts off literature from its higtal and social roots by denying it
the power to represent an external reality” (64). Seddlgnes that through metaphor, the
“outside” in the text is present, internalized in thimd of the metaphoric listener while
being informed by the metaphoric narrator.

In effect, what is occurring in the story “insid€he Great Gatsbig analogous to
real world society but stands alone as an anecdai® @i right, or as existing as
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something that is self-enclosed. The actual authorewvirtileed absent in the narrative
continuum of structuralism, imparts to the actual redaleeady existing systems of
meaning” (72) within the tightly confined theory of narratitaelf.

It is from the implied “outside” real world that wendacertainly the metaphorical
speakers and listeners inside the story, are expecterhtkden eyes. Selden can be said
to be asking in his analysis of structuralism whetheetkgists an important aspect
occasionally overlooked: what, for example, do the ‘atae” and the “implied reader”
come to know from the “implied author’'s” and the “naorat” story?

The basis for the answer, whether in poetry or pigresys from the outside,
although it is shown to exist exclusively inside theystdBtructuralist Theory posits
around the center of the narrative continuum at last/iews. Yet, neither can be said
to exist entirely inside the “implied author/narrator’'sidlethe “narratee/implied reader’s”
world—in so far that what's meaningful depends on knowledgealized by the (real)
“actual author” and (real) “actual reader.” Narrowing @énalysis to the continuum
provides an opportunity to read the work in a way that facatention especially on the
structure inside the story itself—yielding, in particuaniewpoint exclusive to the
creation of the art.

Let us briefly consider the following passage from Chaptdifth and sixth
paragraphs ifhe Great Gatsbfrom the point of view of the “implied author,”
“narrator,” and “implied reader”:

My family have been prominent, well-to-do people is tiddle
Western city for three generations. The Carrawagsamething of a
clan, and we have a tradition that we're descended tiherdukes of
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Buccleuch, but the actual founder of my line was my gi@thédf’s
brother, who came here in fifty-one, sent a substitothe Civil War, and
started the wholesale hardware business that my fedinees on to-day.

| never saw this great-uncle, but I'm supposed to lookhike—with
special reference to the rather hard-boiled paintinghidwags in father’s
office. | graduated from New Haven in 1915, just a quarteragntury
after my father, and a little later | participatedhattdelayed Teutonic
migration known as the Great War. | enjoyed the caotnatid so
thoroughly that | came back restless. Instead of bemgvdtim center of
the world, the Middle West now seemed like the ragged edtye of
universe — so | decided to go East and learn the bond busigess/body
| knew was in the bond business, so | supposed it could supporore
single man. All my aunts and uncles finally said, “Whye-es,” with
very grave, hesitant faces. Father agreed to finandemaeyear, and
after various delays | came East, permanently, | thougkthe spring of

twenty-two. (8-9)

The second word of the first sentence of the firsagiaph in the novel actually

establishes the fact that the novel is using a firsopenarrator: it begins “In my...” (7).

But for the sake of analyzing these two paragraphs owraéxt, let us note that the first

word in our first paragraph re-establishes this narréot.behind the narrator’s voice,

we have an implied author asserting the storytelles here, however, that for the first

time the implied authanameshis main character—NO, it is not Gatsby, but Carraway—
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the first person narrator. It@arraway’smain character that is in fact named “Gatsby.”
But, from the voice of the implied author, the mainrelter is indeed simply Carraway.

And it is fromCarraway’spoint of view that the story unfolds—raising the
guestionto whom, as a character, is he speakifidhe obvious answel;, the readeyis
actually not correct. Carraway is speaking tangplied readey a person whom he
assumesvill relate to real-world details that exist below gheface of his speech.
Hence, the novel's implied author immerses himseliwiCarraway'’s voice, who then
goes on to further define the implied reader to whom haeialsng.

An interesting aside here is that the implied reader doekearn Carraway’s first
name, which is, of course, “Nick,” until later on iretfirst chapter. And, interestingly,
Nick introduces his first name through the action and $petone othis characters:
“Tom Buchanan ... rested his hand g [italics added] shoulder.

“What you doing, Nick’'?” (14).
These two paragraphs convey to the implied reader a gréaitf defarmation—both
about Nick as a character and the locale and era arduiod Wick intends to establish a
setting. Thus, the implied author lays the novel's grownkwhrough implication—in
other words, through metaphor in Nick as a creation adigin Nick as a voice.

Throughout these two paragraphs, Nick endeavors to provelhensompanion
to the implied reader through the voice of familiarity4atmg with the implied reader,
and vice versa. Nick speaks to that person (the implietreaho intuitively
understands phenomena of the time, absent explicitig@fis or textual notes. For
instance, relating in tone and facts that: “The Caryaveae something of a clan [tongue
in cheek]; “a substitute to the Civil War” [let somelgaalse fight]; “hard-boiled
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painting” [his own likeness with his great uncle’s potjrddelayed Teutonic
migration”; “the Great War”; “enjoyed the counter-raidteoroughly”; and, “the ragged
edge of the universe,” all in metaphors, indeed, ovehalt,a bond salesman probably
wouldn’t use.

But, continuing in that vein, Nick paints a charactetdkef “all” his aunts and
uncles who approved in laughably democratic form thdtdael East into the bond
business: “Everybody | knew [was in it] ... finally [thegid] ‘Why — ye-es’ with grave,
hesitant faces” (9). So, with Nick leading the way, ithplied reader follows him “East,
permanently, | thought, in the spring of twenty-two” (9hus, established in metaphor
but backed with facts (metonymy), the implied author thdgins to fade into the
background (seducing us, so to speak); having finally turned ovetaiyeto Nick to tell,
we also forget it is really not Fitzgerald’s voice atyle, too.

It is here we enter the gray area of fiction seeough the eyes of structuralists.
Selden argues in his chapter regarding structuralism thag stiities (poetry or prose)
lend themselves to analysis strictly within viewpointsnio in the text itself, the social
and cultural realities of the surrounding world cannop eit play a role. That role
defines itself through the implied author and implied readée Great Gatsbgloes not
pour itself from Carraway’s voice either from or inteacuum. The “spring of twenty-
two” was a real year. The “Teutonic migration”, “@té&Var,” “counter-raid,” and
coming back from it “restless”, were all “real things'’he “East” also was a real place,
and “bond trading” was a real business, thus linking histicaiod fictional realities on

the same plane and level.
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The story diverges into fiction through interpretation—layr@way—around the
edges of metonymy yet spoken in the voice of metaphottHfe Middle West now
seemed like the ragged edges of the universe” (9). Carrap@yiayal, by contrast, no
doubt spoke volumes into the hearts and minds of actud@ngadrom none other than
the pen of the actual author, Fitzgerald.

Regardless of the confines behind the narrative continstrogturalism helps
fulfill in its own right interpretation of a work su@sThe Great GatsbyCarraway's
voice is always current—not with respect to overlayingsiréng of 1922 clear across
the years of the twenty-first century, but rathenfrdelving into the minds of the
narrator and the implied reader to unveil a past thatisented by the implied author.

Selden arguably qualifies that aspects of structuralism sto@ihin narration,
showing the “outside” is really “inside,” insofar thais “representing in different ways
already existing systems of meaning” (72). While, indeedgr Structuralist Theory,
freelancing biographical input of the real author and readerthe continuum is outside
its bounds (72), that is not to say in order to understandi¢twpoint of the implied
author, narrator, and implied reader, that social artdralihistory of the era does not
have its place.

Within the overall context of New Historicism, bastd by structuralist theory of
narration linked with metaphor and metonymy, there imfamte sum of fresh historical
information to uncover. So, let us undertake a quaseatojical, real world journey in
time back to the era centered within the contextled Great Gatshydelving into its

implicit and explicit historical underpinnings and backgroundies.
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CHAPTER THREE

Once | wrote down on the empty spaces of a timetabledmes of those who

came to Gatsby’'s house that summer. It is an old thteeteoow, disintegrating at

its folds, and headed “This schedule in effect Jfly1®22 ... (Fitzgerald 57)

Nick Carraway, our first person narrator in F. Scaizderald’sThe Great
Gatsby primarily makes it clear from the quote above thabraé of people dined on Jay
Gatsby’s generosity, which he goes on tongue in check toylisame in the ensuing
paragraph. Not so clear, however, is that Nick Carrasgry, as it actually unfolds, is
set during the summer of 1922—in spite of his saying so diratthe narrative outset,

“| came East, permanently, | thought, in the springaanty-two” (9).

Logical analysis within the text yields that Nick’s stersetting indeed begins
then; it is important to establish this point. Inciddgtalowhere else throughout the
novel does Fitzgerald, or Nick, the narrator, indicatiayadate so specifically as in the
opening quote above. Almost all other references agelfaimplied. Also, as Nick
speaks, or writes, we have two time frames in plag:hame, in which Nick exists in
current time, where we have a feeling he is talking t@awng, the other, which he is
reflecting upon, or telling us about. Because theseftmmees are closely and physically
related to each other, we get a sense or feeling ofmayrend urgency—a feeling, so to
speak, that the story Nick is telling is happening right ndwrning to the text, let us

establish the novel’s settings, which in many respddissaglance are not obvious.
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First, considering the “timetable” is “old” can sugge&trag time ago, or that it
simply is no longer current. Just as well, “old,” whallecourse implying time, can be
mixed with distance, for instance the fact that Niak heturned to Minneapolis, where he
writes or tells his story to us in 1923 and 1924. Nick says, fWIlwame back from the
East last autumn | felt that | wanted the world torbaniform and at a sort of moral
attention forever,” which would make it 1923 (8). Finallyapping up his story, Nick
begins, “After two years | remember the rest of that dad that night and the next day,”
which would now mean the year is 1924 (144). In the cowffetkte real world, upon
which this novel’s plot both revolves and depends, that Migit be writing or
speaking other than in 1923 and 1924 would have seemed to reattersiok
implausible, for Fitzgerald'$he Great Gatsbwas first published in early 1925.

It is subtle time references, however, like springmsier, and autumn, that bear
significantly on establishing the novel’s settings, amictvtoday requires piecing
together to understand that the story Nick is tellingdgeed set in 1922 and the other, at
the time he tells it, in 1923 and 1924.

What is required here is an historical journey, outlinimgneés that happened
beforehand and afterwards. Piecing together variousgaps in dialogues and turning
to Nick’'s sometimes-intimate narrative, readers cacedisthat the story’s primary
setting occurs decisively during the summer of 1922. In gbatehe broader picture of
the story, place and time prove essential, both ingideoatside the novel.

As day and dates that are implied are concerned, ye¢ pmaly important, from
Nick we learn that Jordan Baker recalled that Daisy “hadl@kut after the Armistice,
and in February she was presumably engaged to a man gan®©Reans” (69).
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“Armistice” is a fixture in time referring to the landirk day in World War | when
weapons were laid down and warfare stopped on November 11, A@#8ward, in the
real world, everyone alive could hauntingly recite vehirey were at the eleventh hour
of the eleventh day of the eleventh month of 1919.

So Daisy, engaged in February 1920, presumably to a gent fren©Neans, “In
June [instead] married Tom Buchanan of Chicago” (69-70). nidne from New Orleans
might or might not suggest Gatsby (in fact, he wasostatl in England [133])—
irrespective, the relationship ultimately proved doomed bpatity of status, if not the
added prospect that Daisy married up, to Tom Buchanan (134).

Backtracking from 1920, Jordan Baker also recalled thetitingt Daisy ever
spoke to her in combination with a significant stagérgefact. They both hailed from
Louisville, and “One October day in nineteen-seventeemaisly] was just eighteen”
(68) and was starry-eyed over “the officer [who] lookeégher] ... in a way that every
girl wants to be looked at ... his name was Jay Gatsby™ (69)deduction, in 1920,
Daisy would have been about twenty when she marriea (Fd), which was a time,
Nick narrates, when “She wanted her life shaped ... imaelgi—and the decision must
be made by some force—of love, of money, of unquestionahblicality—that was
close at hand” (134).

Considering the story in the context of Nick’s narmatithis overall rationale fits
with other facts generally relating to age and circuntg#asuch as Daisy’s and Tom’s
daughter, approximately three, introduced to Nick when heesdmdinner at their home
on East Egg in early spring of 1922 (12). Importantly, howeNik goes to dinner
there shortly after arriving “East” and finding a houseetat on the low-rent side of the
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harbor from Tom and Daisy (11). His house, “an eye;5@mounts to no more than
servant-quarters sitting right next door to Gatsby’s rmmosiy, a gaudy, nouveau-riche
statement of success “in one of the strangest comrmsimitiNorth America” (10).

From Nick we learn that according to Jordan Baker it iserd attended Tom
and Daisy’s dinner that Daisy first becomes criticallyare that her former love, Gatsby,
IS nearby:

“Well, about six weeks ago, [Daisy] heard the namesBafor the first time in

years. It was when | asked you—do you remember?—if you K¥esby in

West Egg. After you had gone home she came into my eswhwoke me up,

and said: ‘What Gatsby?’ and when | describe him—I wasdsidep—she said

in the strangest voice that it must be the man shetosenow. It wasn't until

then that | connected this Gatsby with the officeiLimdisville].” (71)

Thus, indirectly, Nick himself sets in motion during tlensner of 1922 not just the
intrigue of a clandestine relationship between Daisy aaigdlfy, which ends with fatal
consequences, but also a story cast against a backKdadpraultuous era of the real
world in transition. Indeed, it was an historical tithat has proven a bookend kind of
era, one stretching between a rigid pre-World War | isniegsm, moral-stationary style
of existence against a reject-everything-old mindset oééily 1920s. It was an era, in
fact, that portended incredibly changing times, and Agaexould never again be the
same as it was before (Cowley 47).

What better to illustrate the feeling than the factémog the life of James Gatz,
Jay Gatshy’s legal name (88), which, in context, al@miially added up to 1922. Gatz
at seventeen—by deduction, 1907 (88-90)—dropped out of a “sotaktan college” in
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“southern Minnesota,” and by happenstance endeared himg2din Cody, a free-loving,
drinking, multi-millionaire-miner (90). As Nick tells udames Gatz, of North Dakota,
changed his name to Jay Gatshy “at the specific moranhiitnessed the beginning of
his career” (90). On that occasion Gatsby advised Coalytdbe subtleties of tidal shifts
at a critical spot in Lake Superior—where, in realtlyh and flow generally occurs
swiftly and is as varied as a six-foot man is talLlf§). Cody, it turns out, at that spot in
Lake Superior proved anchored in the most ironic of se&atsby to meet him: a
fictional place called “Little Girl Bay” (90).

When Gatsby’s age is added up he is twenty-seven at thénéimmeets Daisy in
Louisville in 1917 (90-91, 130-31). She is eighteen. Apart fitweir ige difference,
Gatsby surmises while telling Nick, “she was in lovehamte,” because “She thought |
knew a lot because | knew different things from her” (1329r the first half of the
previous ten years, 1907-1917, Gatsby had acted as attaché anfoaptdd and
woolly Dan Cody, sailing throughout the Caribbean and imgs$timself in service to
him, which, upon Cody’s death, only momentarily told a&ficial return. For in the
latter half, after Cody died, his widow successfully ifiell an intended twenty-five
thousand-dollar inheritance left by Cody to Gatsby, rangdnim penniless (91).

Tying together Gatsby’s recollection of when he ands{paiere together in 1917
with Jordan Baker’s account of when Gatsby looked deeply Dasy the way all girls
would have liked (69), we have only yet to consider Nick’sanant narrative
perspective on this relationship. His judgement is nekimel nor gentle, but is

illustrative of a blue-blooded era intent on keepingiits pure:
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But he knew that he was in Daisy’s house by a col@ssadlent. However
glorious might be his future as Jay Gatsby, he waseaept a penniless young
man without a past, and at any moment the invisible dbaks uniform might

slip from his shoulders. So he made the most of tms.tiHe took what he could

get, ravenously and unscrupulously—eventually he took Daisystll October

night, took her because he had no real right to touchdret. (131)

Nick tells us that Gatsby confessed to him that Daisgightteen, was “the first ‘nice’

girl he had ever known” (131). Moreover, Gatsby had tradesl‘faise sense of
security,” instilling in Daisy a sense that he had arffaytable family standing behind
him” (132), when, in reality, “he was liable at the wioifmran impersonal government [in
1917] to be blown anywhere about the world” (132). Which hg Wat despite love
letters back and forth between them across the abgang the war, Daisy, back home
among her own, “began to move again with the seasoly aing of 1920]” (133). As
much a case of far-away distance as status, Gatsbgr‘éhie Armistice ... reassured that
she was doing the right thing after all” (133).

Returning now to the opening quote beginning this discussion, NEléseence
that the timetable is “disintegrating at its folds” caggest instead not age, but use. For
instance, from one pocket to the next, Nick might hasguently resorted to it during his
numerous trips back and forth from West Egg to New Yarkl then eventually on home
again with it to Minneapolis (8).

Hugh Kenner, ilA Homemade Worlctites the same quote in our discussion at
the start of this chapter as an example of Nick’s @dpurity of vision” compared to
Gatsby’s (39). Kenner makes this point based on Nickéscialrlist of “extraordinary
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names” (39). Using this passage as the example, Kenmends that Fitzgerald’s
narrator, Nick, constructs the entire novel as ani@difworld built on a factual
foundation not at all unlike the “unreal,” yet “real/orld of the twenties. The reasoning
behind this construct, Kenner says, is to “authenticatevtinke of fiction” (40). Kenner,
to paraphrase his extension of logic, asserts that Faelgehrough Nick, intentionally
projects—as a sign of the times—the “unreal as r&dl).(

Kenner’s perspective on the “real world” of the twestieand as he attributes it
to exist inThe Great Gatsby-is itself an excellent construct to build upon. Fxaraple,
there exists the possibility that Fitzgerald did rastdomlychoose “July 8, 1922, as his
sole, only, and specific date of reference. As aalecritic, working on this hunch like
an investigative reporter through the microfilmsfoe New York Times discovered an
unexpected and enlightening correlation.

With what, we might ask, would have Nick been treatetHearead’he New
York Timen that specific Wednesday, Juf?c 3922—say, for example, on his train
ride into work? On the front page, first column, is notieer than a real life story about
one of history’s best (or worst) living examples of dkipl, skullduggery, graft, and
ironic tragedy of the early 1920s. There, and in four ridreolumns on page ten, is
President William G. Harding’s"4of July day speech, practically verbatim.

Harding delivered his speech in Marion, Ohio, his hometeavere, he said, he
first arrived as a youngster on the back of a mule amdraturns in a limousine as the
President of the United States. For readers of the weghties if it seemed Fitzgerald’s
fictional character, Jay Gatsby, had been touched BiHib@tio Alger” wand, then in
real life it must have seemed William G. Harding hadrb&hipped plum silly with it.
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At this juncture, before getting into more of the cotdeaf Harding’s speech
(which from a socioeconomic view overlalge Great Gatsbwicely), let us pause for a
moment and reflect on what historians consider impottargmember about Harding.
Let us also bear in mind as we reflect that Fitzgeradit/Was indeed living during the
very era of the novel's depiction.

By way of introduction into that realm of historyjstworthwhile to link the
world of fiction (in the quote that will follow) with wat clearly seems to express why
The Great Gatshyin rather timeless fashion, has endured in both diseg ‘The Great
Gatsby ..delineates no single world view, but the vortex of pasisent, and future
conditions of man in one venue” (Buehrer 19). And, fRichard Lehan, “Fitzgerald’s
novel not only caught the sense of the past, it at tcaaght the sense of the future” (7).

Thus, fromThe New Encyclopaedia Britannica: Macropaetimoted here for
the maximum effect of what general and obvious informétiere is available about
Harding), we uncover the following. Harding was “eleatach Republican platform [of
which he and it were handpicked] from what would soon bedamwn [coldly] as the
‘smoked filled room.”™ His platform was “one pledginghastalgic ‘return to normalcy’
following World War I; [however,] widespread corruption mesat[ed] his loosely run
administration, [and] he died unexpectedly [if not reystusly] during his third year in
office [August 2, 1923].”

A notably relevant fact relating Harding witlhe Great Gatsbis that although
Harding was dead when Scribner’s published the novel in 1928jigaras quite alive
during the summer of 1922. Also that summer, Harding esdirig off criticism over
“favoritism” lavished on “cronies,” such as “the oil Reges, or Teapot Dome Scandal,
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in which federal oil reserves had been secretly lebge&kcretary of the Interior, Albert
B. Fall, to [Harding’s] associates in the business &WdfHarding”). It is against this
backdrop of real world historical events and corrupti@t tie have in play Fitzgerald’'s
The Great Gatshyand, as Richard Lehan aptly characteriz€eg“Great Gatsby
suggests rather than develops the era of the twen#igs” (

Reviews from the era of the twenties agree with Fridgés realistic and timely
depictions. For instanc&he Great Gatsbyepresents “one phase of the great grotesque
spectacle of our American scene”; according to the bookweposted imhe New York
Timeson April 19, 1925 (Clark). Furthermore, the review continiiée Great Gatsby
demonstrates “a conflict of spirituality caught fastia web of our commercial life [and]
discloses in ... people a meanness of spirit, carelesandsabsence of loyalties.”
Equally, William Rose Benet, writing for ti#aturday Reviemaddresseshe Great
Gatsbyas “An Admirable Novel” (739). And, like the review frofFhe New York Times
Benet especially links the novel with the era, expngss-so to speak—that life’s current
percolation smells rotten:

Fitzgerald surveys the Babylonian captivity of this era unbtinaethe
bright lights. .... The mystery of Gatsby is a mystsaliently
characteristic of this age. ... And Tom Buchanan ... is aergan
university product of almost unbearable reality. (739)

Conspicuously absent, yet so otherwise front page nestlsyva the real world
in 1922, William G. Harding’s name is never mentionedihe Great GatsbyYet, like
Jay Gatsby’s and Nick Carraway’s migration from the Miadto the city (east),
Harding’s July 4 speech makes whoopee over being country, while at the Sae, of
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course, he has just returned for a visit after agtinall/ing migrated to D. C. and
(apparent) success. This phenomenon is in keeping vatiaiRl Lehan’s analysis ifhe
City in Literature where he posits, “The city plays an immensely irtqrrole inThe
Great Gatsbybecause it marks the last link in a historical process feudalism to
modernism” (209). In subtle conflict—in the real worldra$he Great Gatsby-are the
earthy values of rural, Midwestern America, as Stasaiss, “Nick possesses a sturdy set
of ethical norms” (132), and while what Lehan describéthascity takes [in] its being
from money” (213).

The answer as to why Fitzgerald might not have direefisrred to Harding

could lie in what Brian Way says i Scott Fitzgerald and the Art of Social Fiction
The War had made people tired of great causes [here hesquote
Fitzgerald]; “[we were] cynical rather than revolutiopa Even the
corruption of President Harding’s administration ... cautdly arouse a
momentary concern once this attitude had establishdti’i{d2)

Hence, the necessity, if not the will, behind why Fitaggechose to “suggest” rather than

glaringly expose Harding’s foibles.

The New York Timestes, among other things, that on this JilyHMarding, for
the first time during his administration, “referred publitd the prohibition amendment”:
Harding defends it. For a man representing a philosoppligdbrm that seeks a “return
to normalcy,” Harding characterizes the amendmeahinncommon and ironic way:

“The Eighteenth Amendment,” said the President, “detoea minority a
fancied sense of personal liberty, but the amendmeiné iwill of
America and must be sustained by the Government and ppinioio,
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else contempt for the law will undermine our very foumda” (“Harding
Declares”)

Perhaps the most interesting fact to note about hiarkeisithat should “public
opinion” fail in contributing to “sustain” the amendmethign the bedrock of the
American system could crumble. Ironically, Harding rethsvas a boozer,
memorialized for it, no less, than by another Ohioane¥aWright, a Pulitzer Prize
wining poet, in 1972 (119-121). As far as illustrating public opinidie Great Gatshy
a transparency of the era itself, ebbs and flows ligmoyng each and every one of the
characters with unabashed freedom, as if the amendmest existed. That is to say, all
of the characterexceptlay Gatsby, who doesn’t drink from rational choiceigut
ironically, the supplier—and a capitalist—on behalf dtladse who do.

Compounding the irony behind Harding’s personal declaratispeech is the
added mention that distances himself—“the White House™—m@nsecretary of War’s
“recently declared [support] for the sale of light wiesl beer” (“Harding Declares”).
In reality, no amendment could have been further avweay the beaten path of the
majority, a majority that Harding insultingly charaaes as undertaking “a fancied
personal liberty.”

Segueing from his passionate remarks on the subject of giohjdtarding
launches into a warning about insuring “the right to wordk lare by that work.” This,
ironically enough, understates “the mine massacre air#l¥ There, on June 22,
1922, armed striking coal union laborers purportedly usherekingonon-union miners
away from the mines, and, once in the open, told tieerart: then they opened fire,
killing more than 20. Amidst incredibly conflicting accdsiof the incident, this ugly
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chapter in American history played itself to the conolushat there were no convictions,
despite 214 indictments which were issued quickly aftestdnaghter (“Herrin™).

FromThe Great Gatshythe image of “ashes” and George Wilson'’s self
annihilation—atfter, of course, being aimed by Tom Buchawndmo (gets off, too) as the
instrument of destruction of Jay Gatsby—come vividly tadniMoreover, let us look
closer at the date when the non-union miners were fsiexegl: June 22, 1922. That, in
fact, was the equinox, the longest day of the yeard#ly inThe Great Gatsbwhen
Daisy wonders aloud what they ought to be doing on tha(i).

Over the years in literary criticism much has beed about the “green light”
(159) inThe Great Gatsbgis a symbol. In its trimmed-down form, even includihgk
Carraway’s accounting, Jay Gatsby is simply reachingdarething that is past. Should
the instance of either that which is in history otidio requires a “green light,” as if
signaling “go,” Marius Bewley rightly says, “the whdideing of Gatsby exists only in
relation to what the green light symbolizes” (qtdStavola 139).

And lo, so it is that Harding on Jul{’4nvokes the memory of the “fearless
colonists ... for their surpassing bequest of liberty andnatiy;” and, along with them,
“the builders of the West, the men and women who marafittthe ‘westward star of
empire.” Could, perhaps, this too not have taken on airsignificance in Fitzgerald’'s
narrator’s accounting for “West Egg and East Egg?”’ Thaigistance, ironically,
where the migration is reversed, Westerners headisg Ezertainly, by the novel's end
Nick invokes the memory of the arrival of Dutch sailatd.ong Island—and of his own
era, when he says, “So we beat on, boats againstithent, borne back ceaselessly into
the past” (159).
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Dipping down in Harding’s speech to nearly its conclaswe find an ironic

declaration espousing, and yet linking, fiction and fact:

We are morally better than when we began. If theseasning excess of

exploitation, profiteering, dishonesty and betraya d@nly because we

have grown larger, and we know the ills of life anddrethem more than

the good that is done. We need truth, only the trothwtholesome truth,

as the highest aid to Americanization and the manifestat highest

patriotism.
Janet Giltrow and David Stouck, in their essay, “StylP@lgics inThe Great Gatshy
contend that the novel's staying power is linked to “prbiamgeneralizations about
human nature and human experience drawn from longtiefieon the order of things”
(486). That being so, they would probably not take isstleimcluding Harding’s last
guotation with what they call Nick’s similar “generalioas about life” (486).
Substantiating their assertion, they say, “Maxims .. vegra speaker’s claim to
knowledge, his or her access to established authority .. af@drounded in paternal
authority and wisdom” (486-87). Relying on the “truth” abaiat Giltrow and Stouck
speak (and it is plausible) raises for illuminationtiest glaring irony in Harding's
speech, when he says:

My one outstanding conviction, after sixteen monththé&Presidency, is

that the greatest traitor to his country is he who dpgeagrejudice and

inflames passion, when sober judgment and honest spesb

necessary to firmly established tranquility and security.
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Although Fitzgerald’sThe Great Gatsbwould not fall at first blush into
Harding’s definition of “treasonous,” the work neveléss when it was published fits
the paradox.The Great Gatsbyglearly illustrates the antithesis of “Americanipati’ or
the death of the “American Dream,” considering Gatslty glkeot where with the Horatio
Alger phenomenon “poor boy makes good” (*Alger”). Applying Hagds logic of what
makes for good citizenshifphe Great Gatsbynmistakably illustrates ironic examples
where unbridled corruption yields good profits at the egpeof disfiguring names of
blue-blooders and depicting the working class, like Wilssrzanbies.

Ironically, Gatsby, a living example of the AmericareBm—ambitious, a man
of few words and the most likeable character in theeke'is physically last known of as
laying in the drawing room of his magnificently grotesque hdesd as a doornail (148).
And of only three people all told to attend his last ntese Nick, Owl-eyes, and Henry
C. Gatz, Gatshy’s father, who brings to view, “If dedf lived, he’d of been a great man.
A man like James J. Hill. He’'d of helped build up the ¢otin(148).

To say that what Harding says should be taken with a gfaalt is the ultimate
in understatements; not to mention, drawing strietrgithn to what Harding represented,
what he says is, frankly, pure rubbish. In summary fangbat Fitzgerald’'s narrator,
Nick, appears to tell a story that turns the world updme&n, William G. Harding just
might be what we could find sticking up at the top.

Admittedly, the foregoing analysis stands up only by megdilot into the text,
relying, as it does, on unmentioned matters from the 1924 alnich readers then
might have speculated. But the exercise is worthwaild,as the next chapter shows,
Narrator Nick indeed makes direct reference where readerleft to fill in the blanks.
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CHAPTER FOUR

That Fitzgerald'sThe Great Gatsbprovides a reliable window through time to
the “flapper-era” of the early 1920s is a theme thatbegs developed to nearly
mammoth proportions, writes Nicolas Tredellline Critical GuideF. Scott Fitzgerald,
The Great Gatsb{5). Considering the amount of criticism and interpretethat exists
aboutThe Great Gatshyfresh insights that critics and readers might wauatpply would
likely rest in essays that fall broadly into two cpiges. The first category is essentially
a bundling of historical data, a summary, if you willjriteresting and hopefully relevant
facts about the era itself. The second category zeslyr interprets Fitzgerald’s novel
along with what is known biographically and his era’s viensultural matters.

To engage in a discussion of the second category by anshexcludes the first
as an objective. Indeed, discussion$lodé Great Gatsbtoday depend on facts from the
past, if for no other reason than the novel by ity vature is historical, by the fact that it
was published nearly a century ago. Regardless, “Newridisto,” originally defined
around 1982 (Richter 1204), is a style of analysis, or reatfiaglThe Great Gatsby
seems almost naturally to fit. New Historicism isifrestrictive; it invites consideration
of subjects outside the novel itself (1207).

Speaking strictly about literature, New Historicisna ipractice in which readers
and critics alike seek answers to questions beyond the hairkey feel would more

brightly illuminate the author’s art. As Kenneth JohnsamEnglish professor at
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Indiana University says, “You see the relation betweghand context. The study of a
literary work is larger than its text” (qtd. in Baude 8y support of Johnston, Dror
Wahrman, a history professor at Indiana University,aabout historians, “All the
boundaries are breaking down. Historians look to see hmypalationimaginedwhat
was going on during its era” (qtd. in Baud 9). A novehight truly be said, isertainly
representative of amaginarymeans by which both author and reader view the culture
or its ideology during a given era.

History itself (few historians would argue this pointjigte fictional in its own
right; it is at the same time both flawed and accur&tistory is ongoing; it is not static.
New Historians argue that the past never needs te-beitten; rather, it needs to be
added to. The rationale is that even blatant liesningitit have found their way into
gospel did so in reflection of an ideology or culturewttihe era from which it was
generated (Richter 1207). Besides “to the victor goesgbis,” which naturally
includes writing history in the first place, is added tlwuidlof innocent omission. This
likely occurs when writers of an epoch perceived inforomaéis insignificant, or,
perhaps, simply too obvious to include an explanatioms€guently, history’s
framework fails to incorporate what later scholarghtregard as incredibly important—
construction of an Egyptian pyramid 4,000 years ago is tiame& but good example.

History’s missing links can be real brainteasers. nglthis line of reasoning,
there exists for those willing and able an opportunity tovadigable resources to the
canons of English and History. In sum, John BrannigaNgin Historicism and

Cultural Materialism defines practicing New Historicism in literature rathiely:
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For new historicism and cultural materialism the obgdtudy is not the
text and its context, not literature and its history,rather literaturen
history. This is to see literature as a constitutive iaseparable part of
history in the making, and therefore rife with the txeaforces,
disruptions and contradictions of history. (4)
It seems logical, therefore, that uncovering or syhgaisting new light on phenomena
from a given era enriches both History and Englighdiure as fields of study.
In an effort to contribute something original to the dg&sson ofThe Great
Gatsby this work has undertaken a fresh look toward researchieg direct references
and allusions from the text, regarding whether theyietieri or fact. Bearing on the
validity that there indeed exists a plethora of analgsacerning this novel, this essayist
humbly begs forgiveness if his “discoveries” are lm&itnew nor original, but, instead,
overlooked research among existing secondary resourtésat instance, he invokes for
cover one of the main principles of New Historicismiich is that of merely adding on.
Under the umbrella of New Historicism, there is no enthe possibilities behind
applying biographical facts about F. Scott Fitzgerald to higliiche Great Gatshyand
applying real world events to the novel itself. Buteath instance, for ties to truly bind,
a logical connection must be clearly shown, or eldedismissal, which is to say that
loose connections prove no better than flimsy allsio
After a close reading, certain direct referencegaiogs-on “outside” the novel
seem to beg greater understanding. But, please rdadizartearthed “new” or “original”
findings actually reveal no answers in and of themselVastead, they ought to be
thought of as stage-setters for future analysis.
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Before considering our handful of fresh examples, itlag¢e be noted
respectfully that there are extant numerous contributiresdy covering historical and
cultural curiosities withimhe Great Gatsby-upon which, incidentally, can be built
additional analysis. Tribute must be given to sehpreces, such as to Ronald Berman'’s
The Great Gatsby and Modern TimBslton Gross and Mary Jean Gross’s
Understanding The Great Gatslfytephen MattersonBhe Great Gatsby — The Critics
Debate and, Katie de Koster (edReadings on The Great Gatsbi(ach of these fine
works detail instances of historical facts and cultuvahés of the 1920s ihhe Great
Gatsby and, in some cases, biographical links about FitzgeralceHitoghe text.

It is not the purpose here to repeat developed analys®pacisons, and
interpretations. Therefore, the ensuing will not includances surrounding well-
known, developed topics and insights such as the loc&8lasifand West Egg in relation
to Long Island, or references to the “rigged” World Seoie$919, which, in the real
world, involved someone like Meyer Wolfsheim, a chanact& he Great Gatshy
Rather, taken at face value, the following nine examguestrictly possibilities where
the practice of New Historicism answers curiositiestiias reader, and there clearly
exists the potential for more study of them.

To begin with, deeply into Nick’s story one insight intpaular seems oddly
inserted, since, from its reference in regard to theratharacters, there occurred no
fanfare—except, in limited regard, from Nick himself. Hoene is at the Plaza and
present are Tom, Daisy, Jordan, and Gatsby. It ishtbeedown where Tom faces off
Gatsby, humiliating him with reference to his socialisgaand where Daisy affirms that
she is remaining with Tom and will not run away with €bgt Nick, after answering

43



Tom that he did not want another drink of whisky, molker out loud, “I just
remembered that today’'s my birthday.” Then, speakingaasator, he adds, “l was
thirty. Before me stretched the portentous, menaaad of a new decade” (120).

Interestingly, deducing in chronological time within tlevel, Nick's strange
observation about his birthday places it in mid-Septembwelirect evidence that
establishes the approximate date comes from the stong\Whek relates that this is the
day Daisy kills Myrtle, in her hit and run accident teaening. Afterward, that night,
Nick shows up outside Tom and Daisy’s home and watdtes through their pantry
window. He describes his own movement, “crossing tliehlpahere we had dindgtat
June night three months befdralics added], | came to a small rectangle of ligghich
| guessed was the pantry window” (128). Also, further ceimgi@eptember as the
month, Nick narrates Gatsby’s father’s arrival for €bgts funeral—four days after the
hit and run: “... a solemn old man, very helpless and ay&u, bundled up in a long
cheap ulster against the warm September day” (147). p%eitha just a coincidence, but
Nick’s birthday nearly matches Fitzgerald’s; Septemberl 896, thus possibly
narrowing the gap between Nick Carraway, narrator, #addfald, author.

Besides referencing mid-September 1922, which might narrolinthbetween
narrator and author, there is another coincidence ipelgudround that specific time
occurring outside the novel in the real world. But lets rush to its conclusion; instead,
bear along, and we’ll ease into it. Continuing our gxas....

The most casual reader Diie Great Gatsbgannot help noticing Fitzgerald and
Nick’s extensive reference outside the novel to oplidalications of the era, such as
newspapers, magazines, and books. Yet today, one ref@neparticular seems
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completely to have fallen through the cracks; owing, geshto the fact thathe Great
Gatsbydid not create a large enough splash in its own timawe Bvoked analysis,
whereby the reference might have drawn critical éiterand subsequent staying power.
Or, in its time, the implication was so evident itiddfexplanation. Later, when insight
about it might have enriched reading, its nonchalafietrence instead now passes
virtually assumed in the obviousness of its title,rigkon prima facie meanin@imon
Called Peter obviously suggests a religious work (30). As such—espgaciatisidering
where it is included iThe Great Gatsby-it seems to reinforce Nick’s ironic reaction to
the setting overall.

“On the summer Sunday afternoon” (Fitzgerald 29)—whichyrblogically
from within the novel, is July 2, 1922—Nick reluctantly joiregm Buchanan and Myrtle
Wilson for a rendezvous at their love-nest apartmenhtaw York. No doubt, the
referenceSimon Called Peter-a good religious read—proves at odds with the
circumstance in which Nick finds himself: “I sat downateetly in the living-room and
read a chapter [of the nov&]mon Called Petereither it was terrible stuff or the
whiskey distorted things, because it didn't make amgsdéo me” (30).

Research reveals there is more going on here thatsrife eye Simon Called
Peterwas written by Robert Keable (1887-1927) and was first print&&ptember
1921—so far, so good. But by August 1922, the novel was enjoyitigriisfifth
printing—that’s right, thirty-five—and by the end of 1923, tlowel had reached a grand
total of eighty-three printings (Keable), and by 1925, athesfinearly one hundred. At
the time, in the early 1920s, Keable’s novel was congildies raciest book of the ages,
even drawing a fine of $100 from a judge levied against a womaniréalating it as

45



obscene (“Boston Judge”). In a nutshell, the novab@ut a priest who volunteers to
serve in WW I, hoping to keep troops on the straigbtraarrow path. In sum, however,
an adage that applies best for how this priest, Petastiged his craft wasyhile in
Rome, do as the Romans d&/e certainly know what Nick thought about Keable’'skyo
but let's see what Blew York Times'eviewer had to say:
More and more [Peter] came to feel himself “out of towth men and
life.” Presently he wrote Hilda [his fiancée back ia #ates] that he was
going “to eat and drink with publicans and sinners: mayball 8hd my
Master still there.”

But long before that letter was written Peter hadrg considerable
acquaintance among sinners. A long procession of wonie ctreet
files across these pages. .... He is inclined to blam#heaatreed in which
he still firmly believes, but the way in which he Heeen taught and the
times. .... The novel is very well written, in a cleard vigorous style.
(*Simon Called Peté&)

Interesting facts about Keable’s novel do not stopethéteable, in fact, was a
priest, and his novel especially came to take on genugaaimg outside the pages of
fiction, precisely at the time when Nick is supposedwdng his conclusion. Let us see
what else thé&ew York Timeseported about Keable’s novel on October 20, 1922—
noting, among other important things, that it “was thga of a complaint several
months earlier by Secretary John S. Sumner of thee§doir the Suppression of Vice”

(“Sumner”):
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Mr. Sumner asserted that it was a highly insidious bbe&ause,
published with a title savoring of religion and writtendglergyman, it
had an innocent look which admitted it to society whkeeordinary
licentious novel could not circulate. Mr. Sumner der@ahnthe book
before the Catholic Club and elsewhere. Becaudeecdasy stages by
which the book progressed to its striking passages, iawadeal weapon,
according to Mr. Sumner, for accelerating an intrig(fS&umner”)
Accelerating an intrigue”?Oh, did it ever For the majority of th&lew York Timesstory
cited above refers to a landmark incident in New JenseSeptember 16, 1922, where
Keable’s novel might as well have been discovered grtioa love letters of a
prominent, married clergyman. Who, on that date, wasd next to one of his church’s
choir members—Ilikewise neatly laid-out, under a crabajppée at the end of a deserted
road where lovers went—murdered (“Rector and Woman”).

Skipping the macabre and gory details reported again amdtagaughout the
press, suffice to say Keable’s book played prominentiiziencourt stories. Reverend
Edward Wheeler Hall, it turns out, evidently had givens‘gpicy book” to Mrs. Eleanor
Reinhardt Mills, wife of the church gardener, who, fravel letters scattered around
their bodies, referred to how Keable's book had “firgdsoul” (“Rector Hall’). Despite
two trials, which were extensively reported in the psgemning from September 1922
through late 1927, there actually resulted no conviction.

To this day, their murders remain unsolved. But to fully epipte in the public’s
eye how sensational both the murders and the triaks, wer need only consider the
guantity of entries found ithe New York Times Indein 1922, between September 17
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to December 31, there were 213 stories—on average, MetweYork Timealone,
nearly four a day.

Neither the interest in the murders nor the referémdéable’s book waned in
the ensuing two years, 1923 and 192#dnes Indexgs—notably, turning torhe Great
Gatsby when Nick is home in Minneapolis writing his own accoafitom, Myrtle,
Gatsby, and Daisy (Fitzgerald 8). Specifically, throughbose two years, the Hall-
Mills murders—as the affair came to be known—were fuelethbyictims’ bodies
being exhumed; a booze-hound private investigator leaking wube press; an appeal
to the governor by Hall's widow insisting the press lela@eand her two brothers alone
(who were tried for the murders and acquitted); and, invodve, if not ultimately where
guilt might rest, by the Ku Klux Klan (Kunstler). CaraingThe Great Gatshythe
mere mention of Keable’s nové&jmon Called Petewould have indeed inspired
interest, linking the goings-on inside the novel withahéside real world.

Another example fronthe Great Gatsbthat seems to invite closer examination
also comes from the same setting. In review, aloeenest apartment, where Nick was
shanghaied into joining Tom and Myrtle, Nick claims to hgotten drunk; drunk, for
only the second time in his life, “so everything that haypehas a dim, hazy cast over
it“ (30). Afterward, very early the next morning, Nick apgratly decides to find his own
way home—which, by deduction, is Monday, July 3, 1922. Nitksdo himself as
“lying half asleep in the cold lower level of the Pennsylae®iiation, staring at the
morningTribung and waiting for the four o’clock train” (38).

A microfilm copy of the front page of tiéew York Tribuneeveals some
interesting goings-on that day. Noteworthy at the ¢ugsdat theTribune’sbanner
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reads, “First to last—the Truth.” Below that, deadh& tenter and above the fold, is a
story about Canada’s only female parliament members Kiges MacPhail—who had
intended to set an example to other members:
Miss Agnes MacPhail, the only woman member of thea@&m
Parliament, has returned to Minister of Finance Fielding(Lof the
$4,000 paid her as “sessional indemnity,” or salary as Reatitarian.
“l can use the money,” Miss MacPhail explained ietter to the
Minister. “Anybody can use $4,000. But | object to theease of the
indemnity from $2,500 to $4,000 at a time when our men wereseagr
and the cry was economy. There is no use preaching@egoumnless we
give the people a lead in economy.” (“Returns”)

To the right of the article about Miss MacPhail’'s naipsture, upon which
Nick’s eyes would have likely fallen next, are two meteries. One next to the other,
but both tucked beneath nearly headline-size print thesyé450,000 More May Get
Rail Strike Call To-day” (“Rail Strike”). Next, undéne headline but in smaller print,
reads “Joyous Crowds Hail Harding Auto Caravan” (“Joyous”).

A couple of things are worth pausing over here. Rexaththe previous chapter
where we discussed in some detail Harding’s Fourtlilgfspeech, and, as importantly,
the financial swindle for which his administration &ew famous. That Nick's eyes
would have feasted on stark contrast inThibuneearly that morning of July3is
certainly self-evident. Also, referring to the “strigall” set that day, we also can better

understand the meaning behind Nick’s reference to the “néwstthedule in effect for
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July 8", 1922,” on which he wrote the “names of those who can@satsby’s house that
summer” (57). Gatsby’s guests, to take the liberty, were:
... careless people, Tom and Daisy—they smashed up thingseatdres
and then retreated back into their money or the \@aslassness, or
whatever it was that kept them together, and let otheplpelean up the
mess they had made .... (158)
Recall also from the previous chapter the slaughtethtdioccurred merely two weeks
earlier on June 22, 1922, in Herrin, lllinois, when noikisty miners were led into an
open field and told to run—and then were gunned down. Pedaag toight not find it
hard to imagine the polarized times of the 1920s, when gmeat policy seemed, at
best, to serve profit-minded businessmen and high rankirogaddf and, there existed
quietly-granted no-bid contracts; and, there was ever ggpdisparity between folk who
have and have not.

Another example where Nick slips into the text a qutrday reference about the
1920s is at a critical point when he hosts Gatsby and Raisig house; outside it is
raining. Nick engages Gatsby in idle conversation while ey for Daisy to arrive.
Out of the blue, Gatsby concludes, “’One of the paperstBaidthought the rain would
stop about four. | think it wakhe Journdl’ (77). Naming that paper might not be
accidental or merely filler. For William Randolple&tst—a notorious person in so
many ways—owned'he Journal andeverybodyin the United States durirnihe Great
Gatsbyera knew it, which bears a deeper answer in just a monBat at the outset,he
Journal’sreputation for telling the truth was plainly suspect,anost likely, with
readers, only trustworthy for predicting the weather—whparaon could confirm it by
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going outside. Reflection of this sort could have coa®ly merely mentioninghe
Journalto readers of the 1920s.
William Randolph Hearst at 59 (1863-1951) had already edteblisis legacy by
1922. For a summary of how it had snaked along, let usdu€hriton Rogers
Woodruff's book review oHearst: Lord of San Simedi936), an unauthorized
biography by Oliver Carlson and Ernest Sutherland Batesodvff writes:
As the creator of modern yellow journalism, Hearstrhéded, not to say
debauched, the American press. As Senator Norrsebifaska, in his
comments ... declared in an open letter to Hearst hin3élé record
demonstrates that the Hearst system of newspapersdisgréke a
venomous web to all parts of our country, constitutessdwer system of
American journalism.”
Hearst's varied and variegated political activities described in
excellent perspective. His two efforts to be electegamaf New York
City, his campaign for the governorship of New York &taind his two
attempts at the Presidency ... make an interestingf &manspiring story.
.... A veritable Monte Cristo in his lavish use of moaey his disregard
of individual or community rights and the ruthlessnesstam say
mendacity, of his methods, he has failed in all his majal most of his
minor political undertakings, he has failed in his immaggliends, and he
has failed to impress the American public with his sitiger his public

spirit. (222)
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More to the point, however, Hearst’'s unfettered cunning amdimg amuck, like
any of the named blue-blooded charactefBha Great Gatshyests inherently in a
system that protects and abets them naturally. AsrHébcGill Hughes writes in a
review of yet another unauthorized Hearst biographperial Hearst: A Social
Biography(1936), by Ferdinand Lundberg, “The forces that make possitéeeer like
Hearst's lie deeply in the organization of Americaa’lif751). Finally, from a modern
day assessment of Hearst, Sharon Gravett notes, “@ddlygh, what Hearst ultimately
could not control was the way he would be immortalizefictiion” (25).

That Hearst was alive and kicking in the early 1920s, agtitim some small
way hang in the air as an unnamed charact€éhanGreat Gatshyalso indirectly reveals
itself in “Dan Cody,” silver, gold, and copper miner (84-9Cody is a dead-ringer for
William Randolph Hearst's father, George Hearst (1820-188%)much as ever, George
Hearst was still openly discussed durifite Great Gatsbgra (Carlson and Bates 208).
Foremost, he was one of the most notorious robbembarbthe nineteenth century,
profiting from fraudulent deals, false claims, and exptbmine laborers (Lundberg 19).
In 1919-1920, the memory of George Hearst emerged in Amerigands. For in that
year’s presidential election, his son had energeticallgist the Democratic nomination,
only to lose it to James M. Cox, who was trounced byid¥il G. Harding, Republican,
and who Hearst, in spite, then enthusiastically supgdCarlson and Bates 209).

William'’s political opponents had for the umpteenth tidnedged up the source
of his wealth, which mainly was inherited when his faithed in 1891. And, shortly

after George’s death, William proved beyond any doubttheaapple had not fallen far
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from the tree. Incidentally—and admittedly far fieiag—in The Great Gatshylay
Gatsby’s birthday can be deduced as 1891, precisely the tiorgésidearst died.

Another example where events of the 1920s seemingsydyatvn intolT he Great
Gatsbyoccurs when Nick and Gatsby wait for Daisy to arrivbliak’s little house—a
reference already cited above relating to the weaheeported iThe Journal. Inside
Nick’s house, Gatsby, leaning on the fireplace mantékspip and “looked with vacant
eyes through a copy of ClayEsconomics (77).

Yes, this book really exists and, at the time, accorttints Preface, was prime
reading for would-be bond and security salesmen, “widreace to the experience and
interests of the ordinary man” (Clay vii). For ned&@0 pages, it goes on blandly to
explain itself, and it is anything but a “how to” book. Regdhrough it, readers
discover it slants toward philosophizing and justifying behawi@n environment of
“free enterprise olaissez fairé policy (423). For instance, multiply its message below
by ten-thousand and the gist of Clalfsonomicdecomes clear:

The greatest social evil of the day is not the inequafitvealth, but the
selfishness and insensibility to the sufferings of ottieas makes all
attempt to secure greater equality so difficult. If@keistian Churches’
preaching of the importance of wealth and the duty of tiskaéss were
effective, the path of reform would be smoothed. (422)
Essentially, Clay’s convoluted logic centers on theomathat stock and bond salesmen
assist rank and file Americans by helping them buy thay out of mainstream poverty.

In other words, skilled salesmen favor Americans whew take their money.
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Interestingly enough, this brings us to another exampéravNick relates
outside, true-life examples that figure into his staryl, strangely, where Clay’s
philosophy seemingly shows to have successfully shapedinidsehof middle-
Americans toward admiring their economic-overlords. héfd [Gatsby] lived, he’'d of
been a great man. A man like James J. Hill. Heldedded build up the country,” says
Gatsby’s father, Henry C. Gatz, as his son is laid olgt i the parlor—a victim of
mistaken identity, in more ways than one (148). But getiee irony: James Jerome Hill
(1838-1916) was a real person, a railroad tycoon from Minndat¢a turned banker and
eventually busted in 1904 for violation of the Sherman-Antist Act. He also wrote a
book in 1910Highways of ProgresgHill”).

Hill's opening sentence of his 353 page treatise is asgidgapuzzling as Clay’'s
philosophy about American economics; “The highest conaepfi@ nation is that of a
trustee for posterity” (3). Eventually, for Hill, taustee” translates into flesh and blood
beings where “the various states furnishes a broad agitigent foundation upon which
to build up a new era of national progress and prospeB87)( Not at all unlike
sounding as if he were advocating brainwashing, Hill goe® @romote the following:

If this patriotic gospel is to make headway, it must beiggnized
missionary work among the people, and by the people.ntiotao on
and conquer if imposed from without. It must come to regmtethe fixed
idea of the people’s mind, their determination and thegreh (327-28)
Apart from drawing attention to any intended symbolisiihe Great Gatsbpehind
citing Jerome Hill, and his and Clay’s philosophy, suftzesay that Myrtle Wilson’s
husband, George, proved effective as a manipulated, misgngtadment of destruction
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aimed by Tom Buchanan (157). Tom Buchanan, who, spokenNichky was “nibbling
at the edge of stale ideas” (23), and who, about Gatstyavtawved, “That fellow had it
coming to him. He threw dust into your eyes just like ldeiDaisy’s, but he was a
tough one™ (157).

Finally, considering examples imploring greater claritgré emerges ifihe
Great Gatsbyan offbeat, almost humorous instance that playsmoaitserious setting
during one of the most serious moments in the textn@esby's father speaks with
Nick about his son’s dedication toward self-improvemédiitie setting, of course, is the
occasion of the funeral, where Gatsby lays in theopaflhis magnificent home while
his father and Nick wait hopelessly for other attendeehkifofuneral. There, as Nick
relates, “He [Henry Gatz] pulled from his pocket a raggddcopy of a book called
Hopalong Cassidy.... He opened it at the back cover and turned [to] ...atefly-leaf
[where there] was printed the word SCHEDULE, and the 8aptember 12, 1906”
(152).

Gatsbhy, at 16, had outlined rigorous events for self-impnaeve, right down to
every minute of the day. Both Nick and Gatsby’s fatheeedyr“It just shows you."”
Shows us what? Readers might ask, rhetorically. Gatfdayer renders, that “Jimmy
was bound to get ahead™ (153). The pathos of this momewg\er, is challenged by
certain facts outside Nick’s story, suggesting thatetliemore here than meets the eye.

For instance, research revels tHaipalong Cassidy’sopyright and its first
edition occurred in 1910—making it a bit unlikely if not impbésithat on September
12, 1906, Gatsby drew inspiration from the work and wrotendao& schedule for self-
improvement. Incidentally, Clarence E. Mulford, autladso was very much alive in

55



1922, the year in which Nick’s story occurs, and 1925, wheagétiald’s novel was first
published.

Mulford (1883-1956) is a suspiciously curious sort of fellovhirough the years,
he has come to exist as one of the most published aathédfsstern lore (Barnes). But
the fact remains that Mulford, renowned for writing Véestshort stories as early as
September 14, 1904¢tually had never been out West hims@&brn in Streator, lllinois,
he lived and wrote in Fryeburg, Maine. He visited out Westrhaps feeling the call—
for the very first time in 1926. The character, Hopgl@assidy—truly a popular figure
in the early 1920s—is notably portrayed as:

The Old West’s champion of the oppressed and guardiaraoé@gainst
the frequent machinations of villainous outlaws. .... MilBoof people
around the world were thrilled by the debonair cowbo. dressed in
black, wore a big iron on each hip, had a lightning draw adehdly aim:
Cassidy was a dashing figure on a white horse. The ramdealism that
goodness always triumphs over evil was never shattdathds)

Hopalong Cassidy, larger than life, is like all of tker outsiders toward whom
Nick refers or alludes: grand, triumphing examples of modenerican men, but who,
while appearing to promote the greater good, also ara jitde hollow. Certainly, on
the surface imThe Great Gatshythe serious tone underlying the Horatio Alger-theme of
“rags to riches” seems plausibly applicable to Jay GatBly.there also could be
overlooked by readers and scholars another consider#tet Nick’s story intends

making nothing more than fun of the whole lot.
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In closing, there is an excellent case in point. @®@nghe occasion in Nick’s
story when he, Tom, and Myrtle go to New York. Theege includes a tiny instance
where Tom reluctantly decides to buy Myrtle a puppy, anblick’'s assessment, “We
backed up to a gray old man who bore an absurd resemititadokn D. Rockefeller”
(28). The guestion that basically begs an answer is wliigtion, compare the
panhandler selling mixed-breed puppies to, of all people, Relek® What, if any,
deeper meaning lies in taking such a potshot? Frankly, me/#r know. But, beyond
face value, it gives pause for readers to reflect upoergkzsts, and thus engage the
feeling of what it would have been like to understand datsf context the goings-on

that inspired folk, like Nick, oThe Great Gatsbgra to see such things as they did.
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CONCLUSION

F. Scott Fitzgerald’s novdlhe Great Gatshypublished in 1925, rose from
obscurity in 1940 and went on to occupy a position todayarf deminance over all
others in the canon of American literature. Theordsr its mediocre acceptance during
the era in which it was written and the era in whigboittrays might in large part be
attributable to the fact that it was all but indistirgnable from the ordinary stories
dished out by the newspapers and magazines of the day. Mitiley an undeniably
conventional story line encompassing interesting charsicloaked in intrigue—along
with a believable plot—the tale itself perhaps blendedetmily into the fabric of the
everyday life of the 1920s.

Ironically, what might have renderddhe Great Gatsbgbscure in the 1920s and
1930s arises today as one of the main features endeaongchdemicians in the fields
of English and History. As a time piece work, it pa®sg a means of seeing how rank
and file Americans viewed and interacted within theiretycand culture, whether
truthfully portrayed or not—which, by extension, includes wWay writers of the era
imagined the society in which they lived.

Outside the novel, yet spurred from allusions and reé&® from within it,;The
Great Gatsbyprovides an opportunity to seek out real world occurrencesitth the
novel is inexorably linked. Through the voice of Nick@way, we hear tales of actual

people, places, and events entwined in a make believeisg society struggling
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to make sense of itself; a sense, in fact, of rexfa) a quasi-wholesome time of
innocence—which might not have really existed anyway—antidheh reality that life
indeed proved entrenched in change.

The Great Gatsby’emergence in modern popular culture and the academic world
parallels the rise of literary critical theory andargiuably credited for giving rise for new
theory from its very existence. Aided by the unfoldimgtfperson story, readers feel
little if any distance from the storyteller. Closedacozy with Nick Carraway, a reader
buys into Nick’s story despite the fact that he fallble, fictional character produced
from an artist’s quill. In fact, only by deconstructiing tharrative style is it possible to
distinguish that the voice heard inside the readesgs e not that of Fitzgerald’s, but of
Nick.

ThatThe Great Gatsbives on today as a piece readers regard as currest bear
testimony to both the novel's mythical nature, inheredégived from its timeless
characteristics, and the timelessness of the iskeesstlves around which the story
revolves. Were it not for a single day-date refeeenwhich could easily be
overlooked—and a few allusions to era-sensitive goings-anhraf the novel's intrigue
could come straight from our own twenty-first centueywspapers and magazines, or
even from the World Wide Web.

lllustrating how far American society seemingly has progressed sociologically
from the 1920s—that is to say, times have not reallygddmuch—the literary theory
known as New Historicism works well, if not perfectlgr analyzing and researching

this novel.
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Venturing back in time t@’he Great Gatsby’sra proves remarkably interesting,
allowing us to see how readers of the 1920s would haveivwetyiunderstood the
political and sociological matters spoken of by Nickn tBe surface, there is a good
story, but for us to fully appreciate the novel in cotitthere also is a compelling need, if
not a desire, to know more about Nick’s time.

We will likely never know if Fitzgerald, through Nick, emtionally planted the
large quantity of time-sensitive touches with the intenbf having his novel live on to
be later explored for its real-world details. Regajl€be Great Gatsbgid endure, and
there is available, for those willing and able, an oppdstia add to the present day
discussion evidence supporting those true life, importatdral facts alluded to and
referred about the 1920s in the story, or texts “speakotgxts.

There presently exists an assortment of fine worksaidateaders in
understanding broadly significant goings-on outside thesh It appears, however, that
there are only a few works that delve into specificitietdut to the extent that it seems
almost every page of Fitzgerald’s novel touches uporetung familiar about its own
era, the task and potential for bringing forward signifiatatails and adding them to the
current discussion is all but endless. Of course, tiyiggther meaning from the outside
to the inside is at best speculative.

Nevertheless, certain details beg greater scrutiny, tBaireality remains that
there are not many living human beings, as primary soum&ard which we can turn to
and ask for help filling in the blanks or clarifying someediror indirect references in the
novel. Accounting for the fact that the setting is 192iyhty-two years ago—any living
sources whom would have interacted as adults in thagtgaeould be nearly one
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hundred today. For sure, it is still possible to find sameesnd such a source as he or
she is, in his or her own right, might prove invaluablefeke father-time one way or
another catches up.

Meanwhile, the books, newspapers, and periodicals to wheataw turn are
frozen in time. From a close reading of the novedré appear here and there particular
references and allusions that research reveals lmawehbeen questioned beyond their
face value. And, in a few instances, a logical leapgsiired from the reference or
allusion toward that tidbit which might illuminate the's background, but which then
also from the novel’s setting can be cast in somalsneasure against the larger picture
of real-life.

July 8", 1922, a date directly referred to by Nick is an examplebibgs the
guestion; is anything in history “special” about this day2h&nlarger scope of life, the
answer is a resounding—no. But in terms of fictioferacter-Nick, there is, at the very
least, one newspaper, tNew York Tribunef July 3°, which reported in the real world a
railroad strike that will affect him. Such as it isete is mentioned in the novel that Nick
has a new train schedule, effective Jufy 5922, upon which he writes the names of the
people who came to Gatsby’s parties that summer.

Conspicuously absent from Nick’s narrative are any tireferences to William
G. Harding or William Randolph Hearst. Yet, like evadult alive at the time, those
culprits from the real world would have been a part iokl$ conscious thought. In that
vein, it is worthwhile to look for clues as to wheiitzgerald, through Nick, deemed the

era’s “outside” world to have played a subliminal part i tind’s eye of his audience,
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the contemporary reader. While indeed purportedly ficlitve, Great Gatsbdgid not fail
in any obvious ways to represent truthfully its own era.

At the minimum we need only turn to four direct referenc&éhese are the actual
existence of Clay'&conomicsthe truthful existence of James J. Hill, the phenomena
existence of a cowboy legend known as Hopalong Casamilythe authentic existence—
in its own time and in the likeliest of settingsTihe Great Gatsbyef Robert Keable’s
Simon Called Peter.

It has been the intention of this thesis to shareteebunderstanding that,
hopefully, enhances appreciation for Fitzgerald’s supenalifed novel by delving more
deeply into each of these instances fibme Great GatshyBut this research can also be
said to have raised more questions than it answers.

Examining the novel’s narrative style alone raises questfor instance, what
did Fitzgerald read? And how might have that influenced bspecially writingrhe
Great Gatsby Also, what similarities were there between Fitatgeand the likeliest
audience toward whom he might have aimed his workitehary critical analysis, there
virtually exists little similarity between Fitzgeraféra and today, which raises the
guestion, how is the “mind’s eye” different today frtmen? Seeking answers raises a
host of opportunities, both toward informing perspectregmrding narration and
historically linking readers from the past with readertoday.

But we do not need to know explicitly the footing of the 1920srder to
appreciatelhe Great GatshyThe proof lies in the fact that as a stand aloading it

brings forward to the present common elements abouthkfieare transparent in time.
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