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INTRODUCTICN

John Dos Passos is not the only modern novelist who has attempted
to usc the elements of film-making in his art. Dos Tassos' purpose
was to reach the effect of immcdiacy as shown on the screen. The
cncrmeus development of the film industry and the tremendous
response of the audiences to this new art, all around the world,
were the most important social and cultural events in the first
pert of this century. Although very young, the novel suddenly
api-cared old and 1imited. The American novel was still dependent
on Buropean literature in spite of Henry James' contribution to
adapt the narrative to modern criteria. At the beginning of this
rrosent century, the American novel was still nafve and ineffective.
Sgott F. Fitzgerald was among the writers — if not the first -

to give a typical colour and a strong flevour to U.S. literature.

Angeclc Rinaldi compared *The Great Getsby' to La Frincesse de

Cleves! s a starting point for a national tradition: "Gatsby le
T"arnifique" he said,"mon ment 1éger, chef—d'ceuvre unique de F.
Scott Fitzgerald, résumé amer et brillant de 1'autre aprés—guerre,
rrico auquel le littérature d'cutre-Atlantique est enfin sortie
de la nursery européenne'. (1)

Jacques Cabau ocpens his 'La Prairie Perdue with a very

shrowd remark: "L'Amérique cst une découverte du xv°© siécle, le
roman américain une invention toute réconte«?)'ﬂalf a century ago,
it was generally not accepted that the American novel could exist
in its own right. In spite of their contributions to American
literature, Nathaniel Hawthorne, Edgar Allan Poe, Hermen Melville,

iTark Twain and even Henry Jemes were to a large extont regarded as

(1) Lngelo Rinaldi, Gatsby le Megnifique, in L'Zxpress, Yay 1974,
Por

(2) Jacques Cabau, La Trairie Ferdue (Fditions du Seuil, Faris,
1060), Tol1




port of the ¥nglish tradition. The American novel seemed immature
and devoid of identity, while the European novel had produced

such masterpieces as Joseph /ndrews, Don Quixote, ‘erther, Candide,

Jacques le Fataliste and more. lccording to Jacques Cabau, James

T“enimore Cooper's The Prairie, l'eawthorne's The Scarlet Letter,

Telville's_Moby Dick and Mark Twain's Fuckleberry Finn are the

nioneers in this long ccnguest of an originel and coherent national

tradition. Henry Jemes wiote The Turn of the Screw the year when

Teulkner and Hemingway were born, and two years after the births
of Dcs Tassos and Fitzgerald.

L. new generation weas born which was not to achiecve
confidence until after "orld “ar Cne. In 100, Theondore Dreiser

wrote the first significant LAmerican novel, Sister Carrie,which

scomed deeply influenced by Pmile Zcla's Natuialism, though

Droiser claimed he had never rcad the Frpenchauthor. Dreiser had
becen bold enough to write about Sex and Foverty and tc¢ face Justice
and Censorship. It was the first major revolt against /merican
Turitanism and ccnventicnal dreams of Liberalism. The second blow
ig lended by Upton Sinclair, wio revesled the scandals of the
Chicago Stockyards in Jungle (19()6)o Jack London cslled it '"the
Uncle Tom's Cabin of wage salary." Then came Sinclair Lewis who
intrecduced in Babbit (1¢22) a herd criticism of the lmerican “ay
of Tife. Lewis is howeber described by Geoffrey Yocre as "a minor

: £3)

fellow Minnesctan, F. Scott Fitzgerald, was a noveiist of a quite

twrentieth century Dickens sprung cut of the Midwest.' His
different crder of sensibility, and of importance. Titzgerald,
unlike Dreiser or Sinclair, preposed a vision of the whole twenties
and deep reflections on what remained of the ‘merican Dream. The

Crcat Gatsby, written in the middle of what historians call the

Noaring Twenties, may be considered the starting point of an authentic

Jmecrican novel. It was generally sgreed at the time that Dreiser and

(3) GCeoffrey Mocre, Imerican Literature (Faber and Faber, London,

1964); p.837
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Sinclair were powerful but their lack of echieved fecrm and their
clumsiness of style arcused criticism and controversy. Scott Fitz—
“crold was a magician of words and a perticularly brilliant narrators;
furthermore, he knew from the outset that he would have a special
and tragic fate. As a college boy he already dreamed of cutting a
dash in society.

A few months after 9The Great Gatsby' , Fitzserald wrote (4)

to his friend and editor Maxwell Perkins: "I shall be the best
Amorican novelist — which is not seying a lot". Two menths later,
he wrote to the same correspondent: "T.S.Eliot for whom you know
ny profound admiration = I think he's the sreatest living poet in
any lenguage — wrote me he'd read Gatsby three timecs and thought
it was the first step forward American fiction had trken since
Henry Jemes."(5)And the young, ambitious Fitzgerald sdded:" ait
till they see the new novel!" Still, the writer was ambiticus
rother than happy for he was unable to scparate his task as a
writer from his old dream of collecge boy longing to become a star
shining in e dwll world. He became notorious, successful and from
timc to time rich.

Tut still, juet lik~ Gateby, hc folt desperate in spite
of his sudden success and wealth: "Sometimes, I don't know whether
T'n real or I'm a character in one of my own novels." Fitzgerald
vies part of hie own literary legend, e legend thet was his creation

(6)

He was still very young when his contemporaries acclaimed

ané of which he was condemned to become a victim.

hin as the leader of the rcbelliote post-war gencration, that
Gertrude Stein was later to call "the Lost Generation'". In fact,
he was very conscious of his lecading role. His letters to Maxwell

Poerkins contain meny indications on the subject. His wife Zelda,

/ndrew Turnbull, The Letters of F. Scott Fitzgerald (Charles
Scribner and Sons, New York, 1€63), p.212

Letters, Op.Cit., p.218

¥.G.” . Cross, Scott Fitzgereld (Oliver and Boyd, “dinburgh,

1964)
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o went mentafly insene and had rflways felt jealous of her husband's
success wrote near the end of her life to her daughter Scottie:

"I always felt that Daddy was the Key-note and Prophet of his
~cncration and deserves remembrakce as such since he dramatised

the last post-war era and gave the real significance to thosec

ol end so tragically fated dayse"(7)

In L'dge du roman américein Claude-Edmonde Mammy

insists on Hemingway, Faulkner and Dos Pessos but icnores Fitz-
~erald, whom she considers a gifted but minor artist. Jacques
Cabau develops a different argument: "Grend Baladin de 1'dge du
Jazz et martyr de la Génération Ferdue, F.S.Fitzgerald n'est pas
sculcment le romancier des annécs folles. Il en est 1'incarnation."(8)
Fitzgerald was born and had grown up in a most brilliant
roriod of American history. There was the growth of a weelthy
nation, there were the Roaring Twenties, and there were the movies.
Somcbcdy had to express and dramatise the whole thing; Fitzgerald
docided that he was the one emong 2ll the cther writers who were
ablc to report on the Jazz Age. The First "orld "/ar seemed to have
chansed the destiny of the whole world end particularly the New
“orld. Until then, the "Frontier" and "Puritan Tradition" had
beon the major concern of American novelists. Liberalism and
Democrecy were assocjated with these traditions. The srowth of
Capitalism provoked its own limits and absurdity. The end of
Teoletionism and the U.S. participation in the Great ar meant
+he cnd of the American drcam as conceived in the nineteenth
century. Fitzgerald, like many other artists or writers, expected
rmuch from this war. They prepared themselves but did not leave.
Titzrerald missed the war in Alabama and won a princess of the
South. Together, they will symbolise the modern, tortured ccuple

o

of the Twenties.

(7) Nancy Milford, Zelda, a Biography (Kerper and Row, New York,
1970), p.373
(8) Cabau, Op.Cit., pP.237




The "stolen" war was to be the basic subject for the outstending

novels et the beginning of the Twentiess: Faulkner's 'Soldier's Pay’,

Dos Tassos' Threc Soldiers ' ,Hemingway's 'L Farewell tc Arms’.

Temingway had to weit until the Spenish Civil “'ar and the Second
“orld Tar to satisfy his scnsc of sdventure and his idea of manhood.
Ls for Fitzeerald, it was his firs? failure and Anthony Fatch's

trogcdy as described in The Beautiful and the Demned .

w

The wer had becn the end of romance for the Lcst Generation,
and the confirmation of Evil. is 2 morelist, Fitzgerald throughout

his life lived with Fvil, and scught the lost romance.



CHAPTER ONE

THE FITZGITULLD RTUVIVAL

F.Scott Fitzgerald was indeed born and grew up in a most brilliant
period of American history. His life and works are dofinitelyv
linked to the economic "boom" of a wealthy and powerful nation,

to the "roaring Twenties" and thc glittering movies in their age
of innocence. The whole thingz had to be expressed and dramatised
by somcone; Scott Fitzgerald dccided he was the one among all

ablc to speak for a whole generation, thus becoming "the

spokcsman of the Jazz Age." “'hen This Side of Paradise came out

in 1¢20, Scott Fitzgergld was acclaimed as the laurcate of a
ncw generation, later to be celled by Gertrude Stein " the Lost
Generation." For the rebellious post-wer generation Fitzgerald
sccmcd to have gone from rags to riches: the twenties were a
foiry tale fer the author, but without a happy ending.
Fitzgerald's fame was born with the boom and died with

the Great Depression, as the hero of Babylon Revisited lost his

deushter. The Roaring Twenties were the Age of Babylon, and
Hollywood was Babylon, but when Fitzgerald revisited Babylon, he
wes already considered a failure. "hile the movies were famous

for happy endings, Fitzgerald was rejected as a forgotten hero

and there was no place among the glitter for such a sad and
brilliant has-been. It was too sad a story to be told to

children. Fitzgerald exposed cach detail of hi . tragic fate in

an cssay published five years aftcr his death under the significant

title The Crack-up. "As long past as 1930, I had a hunch that

the telkies would make even the best-selling novelist as archeic

w (1)

28 silent pictures.

(1) P. Scott Fitzgerold,



Scott Fitzgerald therefore concluded that there are no
sccond acts in fmerican literature. “hen he was in Hollywood, his
reputetion at 2 low ebb, he uscd to joke with his cditor Maxwell
Pcrkins about the scholarly studies that would one day be written

sbout his 1life and works. Fitzgereld's prophecy proved to be

wrongs twenty gears after his dcath, Arthur Mizener's This Far Side
of Paradisc 2 started a long series of research which praised
the author and esteblished the Fitzgerald revival. Sincc then,
nig life and work have been the subject of several plays, films,
cssays and novels. His reputation is now high, and his notoriety
cven more widgly recognised then it was at the time of This Side

)

"Few American writers," wrote Robert Sklar in The Last

gj FParadise.

Laocodp (4) " have been so ruthlcssly honest as he is in document-
in;; the record of his failures and ignominies. For a long time

he wes go little respected that few critics bothered to treat him
with dicnitys; later compensating for neglect, critics and bio-
“rerhers threw away critical standards in their efforts to be more
than fair."

So Fitzgerald, the author who seemed surprised to hear
obout himself in the thirties, is still alive and with him the
twenties, for which he stands as a symbol. 'hen Hollywood
cccided 2t the beginning of the scventies to look for its lost
nrcstige, the producers of thc mejor companies agreed on a series

of cxpensive productions among which was The Great Gatsby-—as if

bri;htness and success were definitecly linked to the twenties.

(2) Lrthur Mizener, This Far Sidec of Paradise (Fougchton Miffin
Toston, 1C51)

(3) F.Scott Fitzgerald, This Side of Paradise (Ch.Scribmer,
Fow York, 1020)

(4) Tiobert Sklar, F.Scott Fitzgerald--The Last Laocodn (FhD,
Iarvard University,Oxford University Press, 1967)




The English director Jack Clayton thus made the third
end most brilliant version of Fitzgerald's masterpicce, insisting
particularly on the perties and the all-singing, all-dancing
ctmosphere of the twenties. The Great Gatsby fashion was launched
oncc again and everything was done according to the style and
rules of "retro". Do the scventies look anything like the twenties
or do they need the creativity, the casualness, the brittle
hapriness and the confidence of the twenties? " hen the producers

uscd The Great Gatsby for the third time, they were calling on

the successful twenties and the crezy years of the burlcsque films,

The Creat Gatsby became the first of a scries of ten-million

dollar productions designed to put en end to the crisis in the

film industry, "a tragic unemployment situation coupled with the

incrcesing needs of those out of work." (5) _
One of the major threats to Hollywood came from

tclevision. Some major studios are now manufacturing films directly

for the new medium, while the telcvision compznies have decided

to make their own feature films in open competition with the major

studios. This has caused a rapid decline in the number of annual

productions and in attendance figures: by the end of the twenties,

therc were 763 films released in Americas in 1€70, there were

only 232. "In 1969, 15 million imericans went to the movies

weekly as against 87 million in 1$57, a significant date because

(6)

On the one hand, some of the major studios are producing

it was before the advent of telcvision."

films directly fcr television, and on the other hand, the TV
companies are making their own feesture films at much lower prices
than the film studios. The situation was so critical and Hollywood
80 bewildered that its new owners decided to fight openly ageinst
tclevision,that made - films more cheaply, certainly, but with less

cfficiency or care.

(5)
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Tnstead of reducing the quantity of expensive films, Follywood
psroducers decided to increase i1t because audiences all over the
-0rld are attrected by super-productions, just as they were in
the twenties at the time of D. . Griffith. Many a multi-million

dollar production has been schcduled, among them The Godfather,

and the Great Gatsby, both of which erc based on a chronicle of

he Jazz Age. The more expensive these productions, the more they
can be backed by costly casts and edvertising. Onec of the
purnoses of the advertising consisted of promecting a fashion
as well as a way of life which would meke the seventics look like

thc Roering Twenties.



CHAPTER T 0

U FIFST JORLD AR IN AMPRIC.N IITIRLTURE

In 4 Moveable Feast Brncst Hemingway wrotc that he

~nd Ccrtrude Stein were still ~ood friends when she made her
rcmerk ebout the Lost Generation. She had, he remembered,

somc trouble with her car, an old Fodel T Ford, but the young
on who worked in the garage was unable to repair it. /s he had
scrved in the First World War, the owner had said to him: "You
arc all a génération perdue."

"Dhat's what you are. That's what you all are," Miss
Stein said. "[11 of you youns pcople who served in the war. You
arc a lost generation."

"Really?" I said.

"You are," she insisted. "You have no respect for
anything.You drink yourselves to death."

The War had actually played an imporiant part in the
cvolution of fmerican literaturc 2t the beginning of the present
contury. E.B.Cummings was born in 1894, Scott Fitzgerald in 1896,
the seme year as John Dos Passos——and the movies!—-=Faulkner in
18¢7, Femingway in 1899 and Thomas “olfe in 1200. These men were
botvcen 18 and 24 when the First Vorld War ended. For this
cncration, the War remsincd a strong common factor, and most

of them looked at the conflict in Furope as a starting point for

(i) Irnest Hemingway, Moveable Feest, Scribner, New York, 1964,
rp 27 - 28.
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theoir artistic ambitions as wcll as their adventurous lives. Until
then, the frontier tradition had becen the most important cultural

traditions in The Complex Fate larius Bewley claimed that Hawthorne,

Coorver, Melville and James werc the greatest Americen novelists,
bocausc they dealt with the mejor problem that confrongtcd the
facricen artist in the 19t%h century end still confronts the modern

Ancrican artist: "the naturc of bhis secparatcness and the nature

(2)

~

of 1is connection with Furopean, and particularly "n-lish,culture."
m$11iam Faulkner echocd this in the very first sentence

of Ld Lstra when he wrote: "T don't know what we werc. Lith the

czception of Comyn, we nad started out Lmericans, but «fter three

ycars, in our British tunics end British wings and hcre and there

a 1ibbon, I don't suprose We had even bothered in thrcc years what

v (3)

Ad lstra is part of @ perticular cycle in the Saga of

we were, to think or to remembCTo.

Yoknapatawpha County, a cycle which deals with the adventurcs of
Dayard Sertoris' twin grendsons in the Royal Air Force: John was
killed and Bayard returns home ( in Sartoris,1929) with the
fccling that he too had died on the night of the Armistice.
~7i1liam Faulkner had joined the Royal Canadian Flying Corps in
1018 , and like Jay Gatsby went several months later to Oxford.

1ig first novel Soldier's Pay (1926) mentions a crash in Canada

B

and 2 stay in Oxford. For this Southerner, "fighting is more
imrortant than truth," and war sprang from the limit of the
fronticr tradition and was a tribute to the Turopcan nurscry.
It was, though, also the end of Igclationism, and the birth of

a powerful nation in its own right.

(3) Tilliam Feulkner, ;4 lstra, in The !'ssential I'e lkner,
cdited by lMalcolm Cowley, Chatto and indus, London, 1967,
p.411
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JeissCummings, a former poet, bcceme notorious as a novclist

aftcer The Bnormous Room was brought out in 1¢22. In this novel, he

tcld of the conditions of his dctention in a French prison during
ths First Torld War. He was sent to France as a volunteer but spent
threc months in jail after a Fronch censor's objection to one of

his lctters. The style and attitude he azdopted in The tnormous Room

comc sometimes close to anarchy in their criticism of organised
socicty, and Cummings saw in thc “ar a source of decp pcssimism
for the American writers of his generation. F.Scott Fitzgerald

vrotc an important article for the lMay 1926 issuc of Thc Bookman

cntitled How to “aste Material: 4L Note on My Generation. This

cave Fitzgerald's critical and intcllectual opinion on fmerican
literature es it appeared aftcr the popular failure of The Grea
Gotsby. Out of the mass of fiction produced, Fitzsjerald wrote,

(1)

Like Cummings, John Dos Tassos jcined the Norton Harjes

only onec book survived: Thec Fnormous Room by ®.T,Cummings.

Lmbulence Corps in France at a time when the USL were still

ncutrel. His first two novels One Ian's Initiation (1920) and

Thrce Soldiers are concerned with the Tar. Like Cummings'

mnoriious Reomy, Three Soldiers is violent and full of hatred.

Titzgerald praised it in The Crack—up in these words: "But

becouse we were tired of great causes there was no morc than

a short outbreak of moral indignation, typified by Dos Fassos'

., (5)

John Dos Passos was mainly concerncd with the process

Three Soldiers.'

of Iietory throughout his works, and insisted strongly on the
influcnce of war on American historys in 1219 there is a passage

callcd The Body of an American.

(1) FP.Scott Fitzgerald, Tlow to “aste laterial: L Note on Ly
Generation in Lfterncon of an futhor,edited by Lrthur Vizener,
New York, 1958, p.119

(5) The Crack-up, Op.Cit;,p.10




The opening sentcence is significant of the grievance
in Dos Passos' attitude to war: ""hercas the Congress of the United
States by a concurrent resolution edopted on the /4th day of lMarch
lost amthorised the Sccretary of State to causc to be brought to
thc United States the body of an fAmerican who was e member of
thc Lmerican Expcditionary Forces in Europe who lost his life
during the war and whosc identity has not been establisbed. . ." (6)
Mo learns, howcver, that this soldier, who had won
many medals, had died in Chalons sur Narne and that his name was
John Doe. The last sentence of the chapter announces: "".oodrow
“ilson bought a bouguet of popypies.”
Llthough he used a very different techniguc from
TFitzgerald's, John Dos Passos also offered a chronicle of the

twenties in his femous trilogy The 42nd Parallel (1¢30), 1916

(1032) and The Big Money (19 ). Fe gave a social, political and

cconomic analysis of Ifmericen socicty at the turn of the century,
thirough short 'biogrephies' of femous people like thc business—
men Ford or Morgan, radical leadcrs like Fugene Debs, critics

liltc Thorstein Veblen or filmstars like Rudolph Valontino.

Dos Passos expressed in his works the tremendous impact of the
moving-picture techniques on literature and the popular audiences.
Hc introduced News Reel and the Camera Tye sectionsjthe former
wrovide the atmosphere and content of the event through headlines
and fregments of popular songs, while the latter are designed to
focus on the main events of the period such as the trial of Sacca
ané Vanzetti. All these techniques have been remarkably dealt with

(7)

Llthough Cummings, Faulkner, and Dos Passos had lived the

by Claude-Edmonde Magny in L'lAge du Roman Américain.

cxverience of the First World ar, no other novelist has been

(6) 1n Geoffrey lioore, imciican Liteiature, Op.Cit., p.1126

(7) Le Seuil, 1948
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so deeply influenced, even hurt, by this war as Ernest Hemingway.

Chorles L.Fenton's The fpiprenticeship of Ernest Hemingway (®)

cxpleined the author's disillusionment by his early initiation into
life. This initiation was completed at the age of cighteen when,

at TFossala in Italy, where hc joined the Army Lmbulance Corps
during the War, he received 227 separate wounds from a mortar shell
and was simultaneously hit in the leg by machine gun fire.

Te recelled these criticel circumstances in £ Farewell to Arms

published at the end of the twenties. The brutality of his
cxpcrience led him to make a clear distinction betwecn the world
of honesty and the world of corruption. "In the uncompromising
scverity of his clear and siryle view of life he seems typical
of the fmerican Puritan who, from Cotton Mather to John Foster
Dulles, persisted in seeing the world in terms of black and

()

L Farewell to fLrms should have been Feminrway's first

satmie
white."

rother than second novel. Ls early as 1922, he began to write a
story ebout a young fmerican smbulence-driver on the Italian-—
Austrian front during the First orld War. It is this version
wihich Femingway probably lost in Faris one winter afternoon:
"Then I had written a novel before, the one that had been lost
in thc bag stolen at the Gare de Iyon, I still head the lyric
focility of boyhood that was as perishable and deceptive as
youth was. I knew that it was probably a good thing that it

(10)

Ls for L Farewell to Arms, "he was also succeeding

was lost."

in following a piece of advice he had once offered to his friend

and fellow-writer F.Scott Fitzgereld. If something has hurt you

8) Charles f. Fenton, The Lpprenticeshkip of ,rn0°t bcmlnpway, N.Y.195%
() Geoffroy Moore, fmerican ILitcrature, Op.Cit.

(
(
(

10) Lrnest Femingway, A Moveable Feast, Scribner, New York, 1967,

J; 3
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badly, he argued, you must find a way to use it in your writing.
You had better not moan and complain about past or present

a2

Jifficulties or personal misadventures. Instead, you must see
your misfortunes as materials of fiction." (11)
Fitzgerald, in a newspaper interview he gave in 1935,
tricd to distinguish several gencretions in the twenty years
sincc the War. For his own generation, which was the War gener-—

(12)

hc ;cneration of the Crash was similar to the generation of

o (13)

"Thatever Hemingway's future reputation, L Ferewell

ation, he referred to Temingway's [ Farewell to LTS o

the War: "The blow had given 1t dignity.

to Lrms will surely stend for another forty years as the best

o (14)

s a reporter, Neminsway went to the Gracco-Turkish

novel written by an fmerican ebout the First Torld War.

‘lar, then fought in the Spanish Civil War as & volunteer in the
Renublican militia. During this wer, he made simultancously a
il documentray with Joris Ivens, Lillian Hellman and
Avchibeld MacLeish. Lt that time, Scott Fitzgerald was again i
Tlollywood, where he was 1o stay until his death in 1¢40. In
.thc summer of 1937, Nemingway cemc to Hollywood to raise money
for the Spanish Republic and especially to finish the film,

which was entitled Spanish tarth. The movie was run off for the

rich Tollywood community and its producers raised ¢ 13,000 to
buy ambulances for Spain. Fitzgerald attended the screening,
diministed and scared in his crack-up by the man who was once his
closest friend, and who now stood both physically and morally

as a ¢lant.

e e e SR

(11) Cerlos Baker, article in Tre lmerican Novel Vorum Iectures, Va0l o

(12) Iinthony BujtitaJ,Fitzgerald's Six Generations, 'The News and
Observer', Raleigh, ,Scpt.1st 1935, p.3.

(13) Guoted by Sklar, Op.Cit.,p.3C6.

(1) Cerlos Baker, O0p.Diteype146



] oo

Lfter the screenin<;, he zsked Iillian Fellmen if she
woeuld ride with him to Dorothy Ferker's, where some of the Zuests
were to toast their success. Lillian Fellman wrote later: "I had
met Scott Fitzgerald years before in Paris, but I had not seen him
ajein until that night, and I was shocked by the chenge in hi:
face #nd manner. 'y admiration for Fitzrerald's work was areat,
but i looked forward to telkinc to him alone. But he didn't telks
he wes occupied with driving. . ." Titzgerald was VEery nervous,
and he expleined his stete in this way: "You sce, I'm on the
wioone. I'11 jake you to Dottie's, but I don't want to g0 Ami &
It's 2 long story, !'rnest and me." /s Fiss FHellman was insisting,
Mtz ereld replied: "I'm scared of Frnest, I guess, scexed of

beins sober when. . " (15)
Nevertheless, Fitz ercld entered the house with Iillian

“cllman but discppeared after a few minutes without havingz spoken
to Tieningway. The next dey, Titzroerald sent e ceble te the rival
he cculdn't fece that "tho picture was beyond preise and so was
yeur attitude." (16)

lelating the incident, T axwell Perkins, his editer and
ferierly Femingwey's, rcceived the following exilanation: "Wrnest
crie in like a whirlwind, put “rnst Lubitsch the great director
in his place by refusing to have his picture prettied up and re-meade
for Iim & la Follywood at verious cocktail parties. I feel he was
in o state of nervous tensity, thet there was something almost
roliyloug about it." (17

In fect, the Spenish wer was another wer that Hemingway
fousht end Fitzgereld missed. Tor Fitzverald, Femin yway was what
he bead not succeeded in being, the artist of complete integrity

ag men of art and men of action tcgether.

(15) Iillian Tellmen, /n Unfinished Toman,Tittle and DBrown, Too:
169, pp.67-8.

(16) The Crack-up, Op.Cit.,p.10

(17) Letters, p.294
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Honingway's growing reputation was overshadowing him, snd Fitz-—
rerald felt diminished, having lived almost from the start with a

copmlcx that Hemingway often exploited. Until A Farcwell to Arms,

Titzgerald was convinced that he was the best Americean novelist.
By 1¢2¢, hc had become far less confident: "Your analysis of my
inability to work is too kind," 18)he wrote to Hemingwey in
Scptember 192C.

It is true that Fitzgcrald never went to Burope during
the First Torld War. Although he tries his best to join the
bettle, he never succeeded and this failure was to become a bitter
Jdisillusionment and a cause of the crack-up he suffered at the
end of his life. "Ls the twentics passed," he wrote later,

"Aith my own twenties marching © little ahesd of them, my two
juvcnile regrets at not being big enough (or good enough) to

7lay football in college, and at not getting overseas during the
lar, rcsclved themselves into childish waking drcams of imeginary
heroism that were good enough to sleep un restless nights." (19)
Fitzoerald was in Princeton whcen the war fever gripped his
rencration. In June, he had alrcady agreed to accompeny Monsignor
Fay, who had taken him up at Newman and had a predominant influence
on him, to Fussia to assist the Cetholic Church during the
Yeorensky Revolution. L new upsurge on the Russian front sent

youn; Fitzgerald to Princeton, but not for long, and on November
20th he left for Fort Leavemworth after receiving the army
commission he had applied for. TIc noted his feelings in a letter

to his mother: "About the army plcese let's not have cither

trascdy or heroics, beczuse they are equally distasteful to us.

8) Ibid., p.326
9) The Crack-up, Op.Cit., ».:C



I went into this perfectly cold-bloodedly, and don't sympathise
with the 'Give my son to country,ctcs or hero stuff ctc.' Becruse
I just went and purely for social reasons. . .To a profound
pessimist about life, being in danger is not depressing. I have
ncver been more cheerful.! (20)

Since the time he was & college boy, Fitzgerald had
alwoys longed for a brillisant carcer and dreamed of cutting 2 dash
in society. His dream can be summed up through his three feilures:
first, as a player of /merican foctball, then as tho senteel hero
of the First World War and lest but not least as = screenvriter
in Hollywood. Later he documented the record of his fzilures and

compromised with ruthless honesty in The Crack-up: "Life was

somcthing you dominated if you were any good. . It scemed to be g
romentic business to be a successful literary man. You were not
ever geing to be as famous as a movie-star but what note you had
was probably longer-lived." (21)

Robert ‘Sklar has commcnted that "of important imerican
novelists F.Scott Fitzgerald was the last to grow up believing in

q

the renteel romantic ideals thet rervaded late ninetcenth century

2)

vocabulary, self-sacrifice meant £iving up life to preserve

(23)

. 2 .
Lincricen cul ture" ( and he added "In the genteel American

morality." In an early story published in the Nassau

in 1617, called Sentiment-—-and the Use of Rouge the horo mects

Eleenor, the fiancée of his brother who was killed in the 7ar.
She seduces him, or tries to, but he resists. "It is this," she

says, "self-sacrifice with a cepital S. Young men going to get

(20) Letters,0p.Cit.,pp.171-2

(21) The Crack-up,p.39

(22) The Last Laocodn, Op.Cit.,p.3
(23) Tbid.,p.24
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killed for us. We would have been their wives—-we can't—-therelfore
vrc will be as much as we can." (24) Clay returns to the front,
whecre, mortally wounded, he uses a curious image: "Blood on an

T lisbmen calls rouge to my mind. . .I may be killed for the
flaz but I'm goin' to die for myself." (25)

If it waes difficult to shine as a movie-ster in the
limelight, the young Fitzgerald wented at least to glitter on the
battlcfield, so he left the University for Fort Leavenworth,
Kensas, for officer's treining. The Captain who commanded his unit
wos a West Point officer called 'Ike' Tisenhower. ¥Fit:ﬁorald
wes commissioned as a second licutecnant but achieved nothing iore
than becoming an aide—de—camp to General Ryan. In October 1918
Titzocreld's division was ordered across the Oceen, but there was
o counter—order and finally the Lrmistice was signed. Scott Fitz-

crald had definitely missed his wer. In The Last of the Bells

rublished at the end of the twenties just before the Crash he
writes: "Our detachment started for Camp Hills next day, but I
didn't go to Frence after all. e passed a cold month on Long
Tzlsnd, marched aboard a transport with steel helmets slung at our
sides snd then marchod off agein. There wasn't any more war. I had
miggsed the war." (26)

/nd thus the army proved to be as great a diseppoiniment
for Scwt Fitzgereld as Princcton. "He didn't get over" (27) and
insteced eceived another blow from failure. "The old dream of being
on entire 'an in the Goethe-Byron-Shaw tradition, with an opulent
imericen toWh, a sort of combination of J.P.Morgan,Topham

Decuclerk and 4 Preancis of Lssisi, had been relegated to the junk

(¥ 8

(2.4) F.Sco?t Fit2t w514, Sentiment——and the Use of Fouge,in the
Lprrentlce Ticti . NeSsam Titerary Magezine, June 1517y, PP. 15%4=5

(25)  TIbid., Pp.257
% Note: he was late¢*o bocome FPresident of the United States.

) The Last of the Beli
) F.Scott Fitzgerald, I

The Crack-up, Op.Cit.,p. 103
~in't Get Over,in
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heep of the shoulder-pads worn for one day on the Princeton

(28)

froshman football field and the overseas cap never worn overseas."

Tnlike Fitzgerald and the hero of the Last of the Belles

Amory Bleine succeeds in ‘ﬁettin;—over‘ elthoush he sceoms
indifferent to the War and blemes "the encestors of his generation"
for it. In spite of his grievnicCs Titzgerald had not lost
everything during his fifteen months' service in the training camps,

since he had succeeded in writins @ novel called The Lomentic

Frotist which was, however, rcjected by Scribner's. Later, he sent

a corrected cory called This Side of Paradise in which we rerlise

that the War had contributed to Lmory's cmergzence s a character.

The Ter in This Side of Paradise is a transitory period between

sro-=wer and post—war generations. It provides Amory Blaine with

o

Ay
U

ho complementary experince of life, but does not altecr him.
Juch more importent is the change that affected fLmerican society
curing the "Interlude May 1917 - Februery 1919." (22)
During the ar, Amory's mother died and so did the
prccarious family fortune from "sreculation, extravasance, the
democratic administration and the income tax." (30)
lmory Bleine, just 1ike Fitzgerald,"is now & POCT
rclation of the renteel world who must work for bis living, with
no prosyects of wealth ahead." (31) Not only must he earn his
living, but in addition, he must deserve the girl of his fancy.
Before the War, he would have conguered her just by
being a genteel romantic heroj; but on his return from the front,

1

ho reelises what Mrs Connage says to her daughters: "Rosalind, you've

, (32)

boen e very expensive proposition.'

(28) The Crack-up,0p.Cit.,p.04%

(2¢) This side of Paradise, O0p.Cit.,pp.144-
(3¢c) TIbid.,p.162

(31) Sklar,0p.Cit.,p.5]

(32) This S8ide of Paradise,0p.Cit.,p. 177

\O




—P P

he hero's cleverness is no longer enough to win the ~irls he
rust add wealth to his romanticism. "I can't be shut‘up," she savs.
nfrom the trees and flowers, cooped up in a little flat waiting
for you." (33) “Jhen he wrote this, Fitzgerald thousht of Zelda
Seyre, hoping that his novel would make him rich cnough to be able

to marry her. "It was," he later recdrded,"one of those tragic

loves doomed for lack of money," and he added,"If I stopped
(31)

worling to finish the novel, I lost the girl."

(33) This Side of Paradise, Op.Cit.,p.188
(37) The Crack-up,0p.Cit.,p.57




CEAPTER TEHEREE

THY, FOST- /7. 'R.L LND THU RCLRINC T WNTINS

ILike the young writers of his seneration, Scott Fitz-
~crald lost his innocence but without "getting over" end thereby
differs from his contemporaries. I'e had lived the 'interlude!
in thc USA and felt the gap crecated by the “ar in the genteel
tradition that had dominated imerican literature for half a century.
"Tn the circumstances of the First orld ‘War," wrote Robert Sklar,
"ss the genteel romentio hero atteined his apotheosis on the
battlefield, the influence of the genteel tradition on Lmerican
litoreture reached a climax and died. Writers who ewperienced the
“lar, writers who experienced the stmosphere at home, were feced
more distinetly than ever before with the decision of whether to
cclebrate or to oppose the values of their society. . .to write
o5 a propagendist or to stend scparate and alone as an artigt." (1)

Some of the Lmerican writcrs like Dos FPassos,Cummings
ond sometimes Hemingway decided to act and write as propegandists,
+thile others, emong them Faulkner and Pitzmgerald, chose to stand
scrarate. Fitzgerald preferied to express his disappointment and
the disillusionment of all his generation, which saw in him a
spokcsman especially after the tremendous encooss of This Side
of Teradise. "1f goose-livercd hneiucssmen had this cffect on

overnment, then maybe we had gone to war for J.l.Jorgen's

the ¢
loons ¢fter all. But because we were tired of Great Causes,

therc was no more than a short outbreak of moral indi;nation,

tyrified by Dos Passos' Three Soldicrs. Tresently we bcgen to
heve slices of the national ceke, and our idealism only flared up
~hon the newspapers made melodrama of such stories as llerding and

5 k2)

the Chio Geng or Sacco and Vanzetti.

(1) Fobert Sklar, O« Cits 020
(2) The Crack-up,0p.Cit., 7“choos of the Jazz Lge;P.9




For Fitzgerald, the ten-yeer period known es the
Rocring Twenties began with the May Day riots in 1919, when "the
policc rode down the demobilised country boys gaping «% the orabors
in Madison Sgquare." (3) The author attempted in May Day to
capture "the general Hysteria of that Spring which inaugurated
the Lge of Jazz," 4) and immediately followed the Lrmistice.
Although scepticel and disappointed, Fitzgerald remcmbered later
that "the events of 1919 left us cynical rather than rcvolutionary,
in spite of the fact that we arc all wondering where the hell we
1¢ft the liberty cap—-I know I had it-—and the moujik blouse.
Tt was charactcristic of the Jazz Lge that it had no interest in

(5)

Tt is strange that on the same page Scott Fitzgerald

polities at gll."

mertioned Dos Passos and Sacco and Vanzetti, knowing that the
former used the famous trials of the latter in his Camera Eye end
Newsreel technique. Curiocusly, Titzgerald had experimented with
this technique in 1920 in liay Day many years before it made Dos
TPassos femous world—wide. "The splendours and miseries of post-war
New York are presented by following the diverse activities of
sccmingly unrclated groups of characters whose paths accidentally
intcrsect and whose destinies are inextricably interwoven. It was
a tcchnique that Fitzgerald used only once, but it was leter
dcveloped and used effectively by John Dos Passos and others." (6)

This Side of Faradise ends elmost in the way lMay Day opens:

tlc last page of Fitzgerald's first novel introduces the new
~cneration of the post-war era--"Tere was a new gencration,

shouting the old cries,learning the old creeds, through a reverie

(3) TIbid.,p.9

(2) 1Ibid., p.8

(5) The Crack-up,0p.Cit.,Bchocs of the Jazz fAge,p.10

(6) F.G.7.F.Cross,F.Scott Fitzgereld (Oliver and Boyd,fdinburgh,
1964),D .43




of long days and nightss destined finally to go out into that grey
turmoil to follow love &nd pridej a new generation dedicated more
tlhen the last to the fear of poverty and the worship of successs;
.rovm up to find all Qods dead, 211 wars fought, all faiths in man

. (1)

lMay Day had been brousht out the same year =as This Side

ghaken.'

of Taradise. This may well ecxplain the similarities between the
foruer quotation and the first scntence of the novelettes "There
had been a wer fought and won and the great city of the conquering
ncorle wes crossed with triumphal arches and vivid thrown flowers
of white,red and rose."

The presidential election of 1920 took place in a
wor-weery and disillusioned imerica. The country had abandoned the
cnli;bhtened Progressivism which had marked the nineties for a
long quest for 'mormalcy'. Puring thie Pirst Yorld War, ".oodrow
“1i1son had succeeded in channclling the energies of Progressivism
into en imperious asypiration for world peace and for "a world
;ofc for democracy." However, with the "ar ending, pecce seemed
o dubious victory, and to "ilsonien idealism, fmericans preferred
TTarding's isolationism. In the meenwhile, they had got rid of

he burdens of internationaiism, New Freedom and social experi-
mentation. Ferding hed promised '"not heroics, but healing; not
nostrums, but normaslcy; not rovolution, but restoration; not
cxcrimentation, but equipoise."

1020 was a year of uncertainty, weariness anl dissatis-
faction. Thousands of hastily-dcmobilised soldiers hed 1o buvned

home to find not a home fit for hcroes but open compctition.

(7) 1This Side of Paradise.Op.Cit.
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The coloured soldiers wondered whether they had fousht for
Democracy or Segregaticn and expressed thelr dissatisfaction on
meny occasions in 1919, when they tcok part in violent rece riots,
perticularly in Chicago, Omaha and Eleine (Lrkansas). Thesc riots
meoiked the beginning of the boisterous, roaring twenties, '"the
ten-year period that, as if reluctent to die outmoded in its bed,
lceped to a spectacular death in Cctober 1929, began about the
time of the May Day riots in 191¢. "hen the police rode down
the demobiliscd country boys geping at the orators in Madison
Square, it was the sort of messure bound to alienate the more

. (8)

Tt was undoubtedly a slorious homecoming. There were

inteclligent young men from the preveiling order.'

parcdes everywhere from Broadwey to {rov1n01a1 Main Streets,

 (9)

“oodrow Wilson had achieved a clever balance between

"Thcre hed been a war fought and won. .

1-bour and capital in time of war but the prosperity of this
period vanished with the Lrmistice. It was the timc of the
post-war blues. "A returned Yatallion of the Netional Guard
parceded throush the streets vith open ranks for their dead, and
then stepped out of romence for ever and sold you things over the
counters of local streets.’ 1¢)
The soldier was sxpccting glory, while the merchents
viurned their white, bunch:d faccs grevely upon the passing
batallicns. Never had there been such splendcur in the great eity
fo1 the victorious war had srousht »lenty in its trein.” E
=otl the merchant and the soldier were wrong, for there were to be
two years of depression befurc the ecconomy cculd adapt itself to
v cace. Five million people--most of tiem idle soldiers—-werec out

of work.

(S* The Crack-up,0p.Cit.,lchocs of the Jezz kge.p.9

/

/c ¥a ay Dcx in Tules of Tkc Jaz chgocr bners, New York, 1¢22, p.31

(10) The Crack-up,0p.Cit.,The Ie st of the Bellts,p. 103
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" *’hat heve you gotv outa the war? Lre you rich?' asked the
little Jew who was heranguins the crowd on this lay Day. ' ho got
anything out of it except J.P.Morgan an' John D. fockefeller?® At
tiis point, the little Jew's oration was interrupted by hostile
cries of disapproval and someone cried 'God damn Bolsheviki! e're
seing to show them!!' ™ (11)

It wes the beginnin~+ of the riotous, lawless decades
"The American businessman," said Frderick Lewis Allen, "was quite
reody to believe that o strugele of American lebourins men for
betler weges was the beginning of &n armed rebellion directed by
Lenin and Trotsky," (12)

So the festival of homecoming had ended with the Big
Farade, the race riots in Chicago ond the rebirth of the ¥lan in
the South. The victory of Herding cstablished the policy of
laisser-feire and isolation which was to dominate the political
lifc of the twenties. "Le coup de barre 3 droite donné par 1a
notion en 1920 était brusque et vigoureux." (13) The twenties were
hysterical and intolerent but could not destroy completely the
Aicricen tradition of liberal protest as expressed by Trnest
Hemingway, John Dos Passos and H.L.Mencken. This latter, often
praised by Scott Fitzgerald, had directed his attecks on American
ratriotism, puritarism and middle-class values, and exrressed the
mood of rejection that young intellectuals after the war felt
tewards American society.

In a letter to Shane Leslie, Fitzgerzld pPromised that
higs scecond novel would be "much more objective" than his first,
ead using what Robert Sklar called " a pure Fenckenese", he warned:
"But the bourgeoisie are going to stare." The threet proved to

be somewhat exaggerated though The Beautiful and the Damned is full

(11) Yay Day, Op.Cit., p.'6
(12) fuoted by teul Sann,Thc La¥less Decade:s Pictorial Fistory

cf the Twenties(Fawcett,Greunwich,Connenticut,1971)
{13) tndré }faul*ois,_lﬁsﬁ‘oire du Feurle Américain, Tditions Littérasvos
de France, Papis, 1056



) o

of observetions on American life. The novel moves from pre-war
deys through the First World War into the first years of the
Toaring Twenties. All the centrel characters yeern for wealth and
conventional success, while Joseph Bloeckman, the Jewish film
producer, represents entertainment conceived as a job,and whose
1ifc consists of giving pleasure to others.

During the twenties, radicelism developed very fast and
cuthors like Sinclair Lewis and John Dos Passos openly attacked
troditiohalism in literature and politics. In Main Street (1920)
and Babbit (1€22) Sinclair Lewis attacked materialism through the
portrait of a small businessman end gave a successful description
of the limitations of the average American. H.L.lMencken offered
o sherp criticism of the American way of life. Fven the propaganda
novel spread at the end of the twenties with the progress of
radicelism. While the large majority of Americans had made a clear
choice for 'Normelcy' and laisser-feire, novelists like Dos Passos,
Dichard Wright and Dashiell Hammet joined the American Communist
Party in the most confused political situation.

Jacques Cabau drews a transition line between the prairie
tredition and the urban civilisation of the start of the coentury.
The First World War had put an end to the age of innocence; and the
sliyscreper replaced the endless preirie. Jacques Cabau compares
tl:c Chicago, New York and Los Angeles conurbations to Fritz Lang's
l.ctropolis (1925) and the vision of Charlie Chaplin's lodern

(14) 4

Timcs (1932). Praising L'Age du Roman Américain zbau asserts

thet the author made a fundamental mistike when she overestimated
Dos Tassos and the formal revolution in literature but ncglected

Titzrereld because he did not correspond to her theories.

(14) Claude-Tdmonde Magny,L'Age du Roman Américain(le Seuil, 1948)



"Or rien ne nous parait aujourd'hui plus daté que Dos Tassos, €t

rien plus neuf que Fitzgerald." (15) Lt the beginning of the twenties

Titzgereld had, for the literary world, s fixed place in the
political spectrum. He was assimilated to Hencken's oroup by Carl
Van Doren who remarked in The lation after the appearance of The

Beoutiful and the Damned "He has trusted, one suspects, his

doctrine rather than his susto." Yet Fitzgerald is widely femous
for his attraction to wealth and to rich people and by his being
"cynicael rether than a revolutionary." In 1631, he recelled that
nT4 wes characteristic of the Jazz Lge that it hed no interest in
politics at all", and Cabau's thcory is that "Pitzgerald par son
inaifférence aux idéologies et sa fascination pour la richesse,
annonce la société d'abondance, méme quand son talent le trebit."
It was typical of the twenties that the mejority of
peeple would yeern for 'Normelcy' while some intellcctuals clung
to redicelism; but when the Boom was oveT, Dos Passos turned
incrcesingly from being a redical to a conseivative point of view,
just es Steinbeck did. Redicelism was & product of the Jazz lLge on

the seme level as cars, sports and sircraft. Fitzgersld was the

(16)

gsoolesmen for this generation and the witness of a sociel revolution

in the fields of morality, economy and politics. This Side of

Paradise, his first novel, has been acclaimed as the record of the
berinnings of a social revolution. Fitzgereld succceded in
crcoting a new image of individurlism different from the rugged
version of e Herbert Hoover, but also in contrast to that of the

nincteenth century tredition. The characters in This Side of

Peradise plezd for a greater comuittment to a social order. Amory
Blnine is struck by the ugliness of poverty when he says:"I

dctest poor people. I hate them for being poor"; but at the same

(15) Jeacques Cabau,la Prairie Ferdue:Fistoire du Romen fméricain,
(Ie Seuil, 1966)p.3T
(16) 1Ibid.,P338
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time, "Lmory felt en immense dosire to give people @ sense of

(17)

sccurity." fmory sees in Socislism & way to reach this
seccurity, and often expounds it in his doctrines. ®xpressed in the
context of the Falmer inti-Red Campesign and the arrest of Sacco
and Venzetti, Lmory's radicelism hes personal motivess "I 'm sick
of a system where the richest man gets the most beeutiful girl if
hc wents to." (18) One cennot forget that 7elda Sayre, '"the
beoutiful lady without mercy" (19) hzd refused to marry Fitzgerald
until he beceme rich and frmous.

The personal motives and the zcute observation go to
cxplain the ambigulty of Fitzgereld's political comnittment.
"T'm ¢ product of = versatile mind in a restless generation——

(20)

In o letter to his publisher 1axwell Perkins dated June 1¢25 he

with cvery reason to throw my pen in with the radicels."

notcd "the curious sdvantage to & redicel writer in being published
by whet is now an ultra-conscrveative house'. The suthor reproeched
Scribner's with some of their publishing ideas which, he seaid,
"ore evolved under the pre-movie, pre-high—literacy—rzte conditions
of twenty or thirty years ago." (21) In 1034, he sent a letter
to his cousin Mrs Richard Teylor in which he announced thet he had
siven up politics. "For two ycars I've gone helf heywire trying
to reconcile my double allesiance to the class I am part of, and
tho Creat Chenge I believe in. . .I have become dissusted with the
party leadershipy" (22) and as if this was to remain & secret,
he rdded "this is confidentiel, of course."

Fitzgerald's political contrsdictions are only part of

the cuthor's tragedy. Titzgerald's dilemma was that he was never

) This Side of Paradise,Cp.Cit.,p.255

) Ibid., P.265 ‘

) Fitzgerald's first titlc for The Beeutiful and The Demned
)) This Side of Paradise, Op.Cit., p.266
)

letters,p.203
Tetters, p.437
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ablc to separate bis professional career from his college-days
longing "to cut a dash in society". (23) Lt the end of ris life
the crack—up he suffered and which became legendery was without
doubt linked to his difficult apprenticeship as a screcnwriter
in Hollywood. These difficulties hed pushed him to think of
himsclf as a 'Marxian' when he wrote to his dzughter: "lost
questions in life have an cconomic basis, at least according to
Tarxians." (24) However, most of his contemporaries considered
wim o conservetive espccielly Brnest Hemingwey, once his closest
fricnd. Hemingway reprocched Fitzgerald with being fascinated by
the Rich in a controversy which has since become famous. In

The Snows of Kilimandjaro published in Bsquire in 1636, he made

his hero muse: "The rich were dull, and they drank too much . . .
and they were repetitious. He rcmembered poor Scott Fitzgerald and
his romentic awe of them and how he started a story once that
becan 'The very rich are different from you end me'. hnd how
somcone had said to Scott, 'Yes,; they have more money.' But that
was not bhumourous to Scott. He theought they were a special,
~lezmorous race." (25) In /jugust 1636 Fitzgerald wrote a letter to
Hemingway asking him "Pleese lay off me in print," adding "Riches
heve never fescinated me, unless combined with the greatest charm
or distinction." (26)

The sentence Hemingway referred to was teken from the
Rich Boy which counts emong thc most profound explorations of the
upper classes in American socicty. The full quotation iss: "Let me
tell you about the very rich. They are different from you and me."
Temingway feiled to understand the real mecning of this statement.

His rejcinder, though celebrated, misses the point.

(23) Moore, Op.Cit., p.837
(24) Ietters, p.62

(25) *rnest Hemingway, The Snows of Kilimandjaro, first published in

'squire magazine, Lusust 1C36
(26) Tetters, p.331
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(27)

Younc inson Hunter is an "anatomisetion of Lmerican 'aristoc¥Tecy'"
wiich is the nearest thing that riches could offer. "The only way
I can describe you young Anson is to approach him as if I were

a Torcigner and cling stubbornly to my point of view, If I accept
him for a moment I am lost. I have nothing to show but a

. (28)

The movies here are uscd as a contredictory cultural

preposterous movie.

roference to the gilded age. Fitzgerald describes himself as that
onc of Inson's friends who, ten ycars leter, '"was in Hollywood
writing continuities for pictures that Anson went feithfully

Q
to see." (29) Ten years after The Rich Boy was published, Scott

Fitzgereld actually arrived in Hollywood to write film scripts.
"inson's corruption blights morec lives than his owm," concludes
Robert Sklar. (30)

Anson is corrupted by the false values of an eristocracy
bascd on money. In Fitzgerald's concention, mdney is opposed to
radicelism, but he was never ablc to separate these two elements

(31)

"yithin and without, simultencously enchanted and repelled by the

in his own life. He is like Jay Cetsby in The Great Gatsby,

incxhrustible variety of life." Gatsby, teken betwecn his
corruption and the dreem he lives for stands for the author's own
crbivelences "Foul dust floated in the wake of his dreems.” (32)
Titzoerald alweys longed to be rich. In short stories like

The Rich Boy or A Diamond as big es the Ritz he is the rich boy's

poor companion, Jjust as he is thc Cordon Sterett of lay Day, the
victim of poverty and social order. This position gives him the
oprortunity to replace the camera cye and in this way to look

objectively at the very rich. This is probably why he conceived

21) K.G.W.Cross, Op.Cit.,p.T1

28) F.Scott Fitzgerald,The Rich Boy, in {1l the Sad Young l.en

(Scribner, New York, 1626), p.140"

Ibids,p.172

ChwilCitie s Dim T2 -

1) F.Scott Fitzgerald, The Grcet Gatsby (Scribner, New York, 1925),
T 152

(32) Tbid.,p.126
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his woiks as reclistic. Fitzeorald's reelism is ¢ result of the
cinematic technique he always used., Like meny other critics,
Temingway feiled to get the merning of the opening shot of The
Rich Boy when he thought it weas impressionistic. The end of the

throws a light on the whole passage and gives it its
recal significences "I have nothing %0 show but a preposterous
movies"

Fitzgerald had %o be a success if he was toc marry Zelda.

“le hrve seen how he remcmbercd it a8 nonc of those trogic loves

doomed for lack of money." On Varch 26th 1920 This 3ide of Tarzdise

was publisheds Fitzgerald marricd Zelda on April 3rd. The book was
on immediete success, Fitzgerald was famous and he hed his 'top
«sirl'. These two events seem to move with the jerkiness of an

carly film, cdited simultencouslys 111 in three doys 1 got married

and the presses were pounding out This Side of Paradise like they

pound out extras in the movies." (33) Titzgereld was successful,
hut would mever be rich althoush he heppened to earn & lct of
moncy. MNany times he fell hervily into debt. He wes actually
attrocted to the new medium, but the motion pictures were
confusedly linked in his conccption to the vast sums of money he
neoded to remain the archetynpc of the character he contributed to
crerting in the twentics. Less then one yeer after his marraige
he wrote to Jemes Brench Cabells "aving finished my sccond novel
. . .I em zbout to sell my soul. .end go to the Cozst to write
onc moving picture.” (34)
Nothing ceme of these plens, but Fitzgersld's interest
in the motion picture and pzrticulnrly in writing for the screen
rovived meny times until: his death, which occurred in Hollywood

in Dccember 1240.

(33) The Crack—up,p.60
(34) Tetters,p.488




Fitzger:id's attraction to films was not founded only on
moncy es he often claimed but on his own definition as an
entcrteiner. Instead of being tn ertist for the élite, Fitzgersld
preferred being an enterteiner and ¢ spokesmen for a whole gener-
ation. As & popular writer, he could not neglect thﬁ most popular
form of expression among 211 art forms. "Dos Passos, Faulkner,
Stecinbeck, Celdwell, Hemingway méme font de la comédie humaine,"
writes Jacques Cabau, "Leur roman américain n'est pas une
révolution, mais 1'aboutissement, 1'apothéose du roman du X1X°
sidcle evec ses types sociaux, son réslisme rittoresque, son
idéologie et son intrigue mélodramatique. Scott
Titzgersld, et surtout Virginia “oolf, scus des formes plus
clossiques, propesent en fait ~u roman un contenu combien plus
e LS

If Gatsby had sprung from the platonic conception of
himself, Fitzgerald has sprung from the cinematic conception of
his time! Because he had chosen the other side of the paradise,
ho beceme the hero for all the sad end lost young men. "Clest
lui qui fut 'le roi de 1la jeunesse américeine',le Jemes Dean

(36)

Fitzgerald had been the promoter, the witness and the

d'une époque," concludes Cobau.

consummate actor of the Roering Twenties. Above all, he was the

w (37}

dircctor of "the most expensive orgy in history “hen

This Side of Paradise wes published, Fitzgerald was accleimed as

tho Ieurecte of the Lge of Jazz. In spite of its immaturity, the
novel remains one of the most important social documents on the
Jazz Lge. The boom was in the a2ir ~nd young Lmericans were

"iodicested more than the last to the fear of poverty and the

(35) Jacques Cabau, Op.Cit., p.38
(36% Ibid;, P.239
(37) The Creck-up,Op.Cit.,Tchocs of the Jazz Lgeyp.18




worship of success." 38) They were aware of their being pert of
nilc most powerful netion. 'ho could tell us eny longer what was
feshioneble and what wes Fun? (39) The first aspect of the
rovolution which occurred at the beginning of the twenties was
soxual end moral——" the [merican puella is no longer naive end
chermings she goes to the altar of God with = learned end even
cynical glitter in her eye," wrote F.I .Mencken in 1916 (40)
“hile the boys were oh the battlefield, the girls were completing
the process of moral emancipation. 1t wes so fast and so efficient
thet it came as & revelation; "None of the Victorian mothers——and
most of the mothers were Victorians——had &ny idea how casually
thoir daughters were accustomed to be kissed." (41)
Ls a spokesmen for his gcneration, Fitzgerald dered to
qucetion the Victorian morals of the established order ond made
Amory Blain an ideelised projection of himself. Roszlind and
lotery Gloria are the erchetypes of the fleppers and models of
the post-war debutante. Roszlind rejects Lmory's love because
he is not richs "I can't be shut cway from the trees and flowers
coopecd up in a 1itile flat, waiting for you. You'd hete me in

2 NaTIOW atmosphere." (42) In her novel Save me the Waltz Zelda

romembers the terms used by Dovid Scott: "Oh my dear, you are

my princess and I'd like to kcep you shut for ever in an ivory
tower for my private delectation," to which Alabama replies:

" The third time he wrote that about the princess, Llabeme asked
him not to mention the tower agein." (43)

ibove all, the post-war debutrnte is devoted to her

rccontly—conquered freedom. Thc fleppers modelled on the audacious

|

This Side of Paradise, Op.Cit.,p.270

Ibidsp. 10

(uoted by Taul Sann,The Lawless Decade,Op.Cit,,po14
This Side of Taradise,;P.65

Tbid.,p. 188
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velda Fitzgerald,Save me the Weltz, (Signet Books ,New York,1968)



Zclda heve the boldness end the cherm of the Jazz ige. "For
Titzgcrald, the flapper, berutiful, sophisticeted and rich, was
lcss a symbol of post-war cmancipstion than the quintessential
principle of golden youth," thinks Robert Sklar. (44) When
Titngereld's first novels apperred, the movies were still naive

and limited by the ccnsorship; nevcrtheless, This Side of Paradise

ond The Besutiful end the Damngg cculd heve been continuities

for modern films. They reflect the present tendency among modern
directors like Tuchno Visconti or Joseph Losey to reprecsent life
accorfiing to literary criteric. Just likc eny recent film, these
two novels are attempts to catch a whole world in evolution and
revolution on the different plenes of social, economic, moral

and ci1lturel aspects. If This Side of Faradise could hzve been

a film, it would have continued in the deily life. It is widely
knovn that in any good srt, Rerli*v often transcends Fiction.

To their own surprise and delight, the Fitzgeralds discovered that
they were being herzlded =s mcdcfs in the cult of youth. ¥verybody
wos wearing the seme suit and the sems skirt as those designed by
Titzreireld in his works. It is e€rsy to imzgine a film for which
the costumes have been desisned and cu’ before the shooting.

The old cotton undergarments gave way to the much scxier, more
feminine silk. Skirts went up six incaes from the ground to reach
the knees and even above, when thc bend turned on a hot tempo.
(Pour more decades were necesscry before skirts climbed six inches
more and became the Mini!) Tong locks of hair down thec back gave
wey to the bobbed heirstyle, which served as a model for the 1520

{ s
short story Bernice Bobs Eer Lair \"),"This was the generation

viose girls drematised themselves ar fl ppers, the generation that

corrupted its elders and evehtually verreached itself less through

(46)

lack of morals than through lack of —aste."

(24) sklar,0p.Cit.,p.32
(45) In Players and Philosoghggg(ScribnerS New York, 1920)

(46) The Crack-up,0p.Cit., jchoes of the Jazz ige,p.11
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The young girl was & flapper NoWy rerdy even for & spesrk—easy
in the course of the so-crlled Dry Decede, althourh there was
nothing 4ry ~bout the twenties. When the Fightecnth [mendment
went into effect at 12,00 on July 16th, 1920, the final note was
adjusted on the stage dedicated to the Roaring Twentics.The whole
country beceme divided into the wet and the dry. "hile the wet
wrept in their drinks, the dry peraded and Rev.Bill Sunday from
Wo.folk, Virginia proclaimeds "The reign of tears ig over."
Tcople who were perfectly honest end sincere went ons "There's
o vwhole gencration growing up that will never know the teste of
liquor." Veenwhile, added Fitzgcr:ld,”their granddaughters pass
tho well-thumbed copy of lady Chatterley's lover around the
horrding school and if they set sbout ot all, know the taste of
e¢in end corn st sixteen." (47)
The Eighteenth Lmendment was the result of numerous other
attempts to dry fimerica that had becn mede since colonial times.
Tonc of the laws were VeIy offcctive, including this latest one.
"Tnetcad," remembeTs Fitzgercld, "there were the sperk—easies. « -
Back in 1920, I shocked 2 rising young businessman by suggesting
o cockteil before 1unch.“(48)
!} few yeers later, S&yS Titzgerald, "therc was liquor
in helf the downtown offices and a speak—easy in half the large
buildings. . .One was inerenasingly consclous of the speak-easy."(49)
The speak—easies opened as f=st as the doomed saloons closed in
spitc of the efforts made by the federal rriders to demolish the
illegel establishments. Scott and Zelda Pitzgersld christened the
Jazz ige using a pothtub full of gin, and "the hangover became a

(50)

part of the day as well »11owed-for as the Spanish siesta."

) The Crack-up, Op.Cit., ‘choecs of the Jezz fge,p.12
) Tbid.,p.28

) Ibid.,D.

) Ibid.,p.28
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He continues, '"Most of the fricnds drank too much. The more they

werc in tune, the more they drenk." The Beautiful end the Damned

dcrls with prohibition more than This Side of Paradise. .ntony

Petch is secure in his conviction thet he is to inherit his
~rcndfether's huge fortune. Inccpeble of working end making money,
he dctests his grandfather who is cempeigning for the suppression
of "liquor, literature, vice, ert, patent medicines and Sunday
theotres." (51)

hnl

Titzgerald sesms to ~dmire Adsm Patch's money, while
locthing the meking of 1t. ntony's wife Gloria is concerned only
+Aith her youth, her beauty, and her need to be entertained.
Onc dey, when the old men pays an unexpected visit; he arrives at
the climax of one of the ycung peorles' wild parties. Outraged by
the emount of drinking and the morel decline of the couple, he
cuts intony from his will. i thout money, fLntony and (loria plunge
into poverty and alcoholism which provoke their physicel end
aentel decay. Later, even the clders tired of watching end finally
joincd the party when they disccvered that " young liquor will
takc the place of young blood and with a hoop, the orgy began. (52)
. whole race going hedonistic dcciding on pleasure. The precarious
intirmecies of the younger generation would have come ebout with
or without prohibition.'" However, the racket and the bootlegrer
cculd not have existed without prohibition. The absurdity of the
™ ~htecenth [mendment and the moral and intellectual difficulties
it coused opened the way to the bootlegner, the first kind of
wan-ster the !merican citizen ever accepted to deal with=-—and the
bootlegrer is heir to the Testern adventurer.

Fitzgerald's works arc ~1so e documentary account of the
corrupt world of illegeal money-mekers, symbolised by Jay Gatsby

himself.

1) The Beautiful and the Damned, Op.Cit., p.12
2) The Crack-up, Op.Cit., schocs of the Jazz .gey Po11

(5
(5
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Vhen Howsrd Hawks dirccted in 1931 a film celled Scerface
most people received it as a gengster film, failing to seize its

social end moral aspects. Melvyn Le Roy's Little Caesar, besed on

the nevel by W. Burnett met the srme kind of response. lany years
before that, Fitzgereld had mede his own gangster-social film,
cxccrt that it was e continuity for a much more recent film--the
kind of film that would be made in the sixties or thc seventies.
Pitzerereld builds & cheracter who is the product of his time, and
gugrcsts that he is linked to the generel atmospherc of criminal
reckets and corruption. Getsby stends as & symbol for this new
brand of hero. Prohibition and lsisser-feire had produced Ll
Capone % and his sovereignty over Chicago. It was the beginning

of orgenised crime based on the sjeak-easy, the hip-flask and the
rum-runner. Bven on the politicrl level, & series of financial
gscendels, to which high-renking officiels of the Harding admin-
istration were linked, reflocted the moral bankruptcy in both
public and private scctors of Lmerican life. Charles Fcrbes,

the chief of the Veteran Burcau wes one of Farding's closest
fricnds. He used to sell the War-stocks for less than 20§ of their
roal price. The Secretary of State for domestie affzirs, Llbert
all, kad rented the Teapot Domc %%% 0il reserves to his friend
H.".Sinclair. When Fell and Forbes were ariested, it clearly showed

what Terding meant when he wishcd thet the time would come when
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+hore would be 'less government in business and more business in

sovernmente”

Tn The Great Gatsby, one of the guests ii cellid By
= (53
1"n\s

Jewett, who "wes once heed of the Lmerlcan Legion ' .

““olshecim requires Gatsby to join the Legion: " T got him to join
the fmerican Legion and he uscd to stand high there." (54) Gatsby
roveals incidentally: "I was in the drug business and then 1 was
in the oil business.” (55) John H. Rendal III established a link
hetween the Teapot Dome Scendel and Gatsby's fortune in o study

(56)

While Scarface L1 Copone orgenised the crime association

simnificently celled Jay Gatsby's Hidden Source of Tealth.

in Chicago, [Lrnold Rothstein mede of the New York underworld his
ovmn cmpire. It is easy to guess that Rothstein and ifayor Wolshiem
arc the same personle. Rothstein, who was assassinated 1n 1028, three

veoors efter the publication of The Greszt Gatsby, was the symbol

for the rackets and corruption of bis time. One of his biggest and
best-known swindles 1is the Black Sox Scandal.% It was ¢lso a
solden age for sport and especially for brseball, which attrected
millions of people. "It never occurred to me that one men could
stert to play with the faith of fifty million people." (57) This
man was Roths tein-Wolfshicms: "go's the man who fixed the “orld's
gcries back in 1919 ,." (58) Wolfshiem's cufflinks are made of humen
molars. Gatsby'himself seems to hove been portrayed on the model of

Pdwerd Fuller, one of Fitzeercld's neighbours in QOreat Neck.

¥. See (Glossary

(53) The Grest Gatsby, Op.Cite,p.63

(54) Tbids,p.172

(55) TIbid..

g56> In Todern Fiction Studics Sumner, 1067), PP.24T7-57

?# See GlossaTy

(57) Fjs Scott Pitzgereld,; The Great Getsby (3cribner, E,Y.,1C2§) D et
(58) Tbid., p.79



Fuller and Mc hed been associated with a big scandel on the
Stock Fxchange. In December 1024, Fitzgerald wrote to Maxwell
Poerkins: " ILnyhow; efter cereful searching on the files (of a
rman's mind here) for the Fuller—& cese end after heving had
7clde draw pictures until her fingers ache, I know Gatsby better

(59)

Fifty yeers before fturope, the whole country was living

then T know my own child."

on credit and people head discovered whet the word 'consumption'’
ncont. "Factories could not turn out sutomobiles, refrigerators,.
redios, vacuum cleners and oil burners fast enough to keep up with

the insatisble demand for new sadgets." (60) In f@chocs of the Jazz

A

Life (61) Pitzgercld writess " ;s fer as 1925, the uncheperoned
young people of the smaller cities disccvercd the mobile privacy
of thet automobile given to young Bill to meke him sclf-relient.”
In 1¢20, the number of cars on the road was nine miliion, but
recched twenty-three million before the Crash. One of these cars
ig Catsby's coupé, @ yellow C?r{&LSQngﬁlled by the newspaypers

the "desth cer." (62) /o B

Sex, crime, Wealgézﬁdpncing gnd dgin?ing——tkose were the

i ; y |
ner components of the Socigl tevolution taking place over the world's
3

nost powerful nation, growing in populationjfand wealth. "limerica

was going on the greatest, gsudicst sprae) n history snd there was
slonty to tell about it." (63 iioaerefd actually told a lot
~hout the Roaring Twenties and their tumul tuous parties. He even
vloyed the key role in the film hc meant to make. He was the star,
~nd he remembers that nobody was &s femous rs & film-star. ™hen he

first ceme to the big "Metropolis' it adopted him, to his surprise,

Tetterss Op.Cit., P.162

illan Nevins end H.S.Commager, i Pocket History of the U.S.
}

ashington Bquare T'ress, Few YOoTK, 192
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The Great Gatsby, Op.Cit.; P. 144
The Crack—up, Op.Cit., Zerly Suc.ess, P59
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(64)

not know exactly whrat it expected from Zelda and himself. But the

" 2g the archetype of what New York wanted" cven if he did
rcotlegsness of New York "approaeched hysteria. The perties were
Dirser. o «the shows were broadecr, the buildings were higher, the
morcls were looser and the ligquor was checper." (65) is he hed to
apolopise, Fitzgereld recognises that a2ll the stories which ensued
bad & touch of disaster in them: ycung and lovely crortures going
to ruin, mountains of dismond blowing up, bezutiful but demned
millicnaires. The two major thcmes of the Jazz ige, licence and
intolerence, were utterly seclf-contradictory, but as Fitzgeiald
viote: "It plays a part in my ovrn movie of New York. . .The offices

of c¢ditors end publishers werc ovpen to me, impressarios begped
+ B 9 >

plays, the movies pented for screen material.” (66)
The soundtrack of Fitzgereld's film on the Get-Rich-Guick
twenites 1s very hots '"the word Jagzz in its progress towerds
resycctebility has meent first sex, then desncing, then music." (67)
‘he twenties will be remembercd as the Golden lLge of the silent
pictures, until 1927 when sound rccording taught the movies to
tolk and sing. In the winter of 1627, the sound of jazz burst upon
o comrletely unprepared audicnce. The first men to brecek the 'sound
barrier' was £1 Jolson in the Jazz Singer, a feature-length
(rematic film. Fitzeerald's film was elreedy "all-tolking, all-
drncing, all-singing". It begen with the sound of '"Yes, we have
no benanas". Three months after the fighteenth imendment came the
iirst broadcast released by the Westinghouse Tlectric and
lenufccturing Company on the presidential elections of 1¢20. The
birth of the radio proved to be an event of paramount importance.

You didn't have to leave your home to be entertained.

A~~~ |
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4) The Creck-up, Op.Cit., 7y Lost City, p.24
5) Ibid.,p.28

6) Ibid.,p.23

7)

The Creck-up, Op.Cit., p.12




The receiving sets were peunding out the jazz-tuncs ©8 heavily

cs the virtues of the "odel T Ford, or cigerettes or goods

of eny kind. Tt wes the starting point of a populer culture and

rrdio chenged but standardised 1t, as well es the middle-class

wey of life. The redio industry cxploded and repidly grew to be

s thrcet to Hollywood. By 1922, three million homes had @ radio

sct and by 1625, the listenin~ sudience was estimrted at fifty

million, listening to the Dempsey-Cerpeniier fight, the World

Scrics between the Giants end the Yenkees, songs by the Cliquot

¢lub Iskimos, A1l Jolson. . - But the predominance of jezz was even

morc impressive. Budy Vallee was the suc. essful crooner of the time

and Taul %“hitemen wes the Kinz of Jazz. There wele »lso T'eter Arno

and his collaborators who perhcps had " grid cverything there

1as to say about the boom deys in New York thet couldn't be seid

by a Jazz Band." (68)
Bverybody was now dsncing, and tired of wetching " the

people over thirty, the peoplc a1l the way up to fifty, had

467 usic "was essociated with ¢ state of

(70)

music while censorship controlled the films. n Tor & while,

joined the dance."

norvous stimulation and leter, licence entered the world of

bootleg negro rccords with their phallic euphcmisms made everything

(71)

Ls the twenties progressed towards the Crash, the whole

sus cstive and simulteneously came & Wave of erctic plays."

roce was " going hedonistic, decciding on pleasures" (72) the perties
boerme wilder and by 1927"a widcspread neurosis besen to be
cvident." (73) Fitzgerald oncc tcld the story of onc of his friends
gonding a letter in which he urged Yis correspondent to come home
and get " revitelised by the hardy, bracing qualitics of the native

go0il." It was & very moving letter, except that it was " headed

(68) The Crack-up, Op.Cit., 'y Lost City,p.28
{6c) Tbid., p.12

(7¢) 1Ibid.
(71) 1Ibid.
(72) 1bid.

(73) TIbid., p.16
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from ¢ nerve senatorium 1n Pennsylvenia." (74) later, Fitzgerald

wes to describe this neurosis in Tender is the Night as o result

of the forces of disintegration that developed during the twenties.
Abe North's character is a composite portrait of Fitzgereld's
fricnd, Ring Lerdner, and is decstioyed by drunkenncss; J OSEMETY,
o movie actress, by her being catepulted fiom " the middle of the
middle class" to the " uncharted heights" of Hollywood, where
drcems sre translated intc shadows. Beautiful but insane, Nicole
stends as a symbol of Imerica in the boom.

For his pert, Dick Driver is the living ropresentetive
of Titzgerald's dilemma of whether to celebrate or to oprose

he velues of his society. Tender is the Night"is Fitzgereld's

attcmpt to diagnose the sickness that money breeds" thinks

Robert Sklar. (75) It is slso on image of fmerica r pidly

nmoving towards depression on vericus levels. By this time,
violence was beginning to spread dengerously over the whole
society and Fitzgerald gives oxemples of =scts of violence against
pcorle he knew very well disappearing into " the derk maw of
violence. These things happencd not during the depression, but
during the boom." (76) nut with other economic factors, they
contributed to hastening the big Crash, caused primerily, says
Pitzserald, by " the illusion of eternal strength and health" (17)
end the corruption of the fLmerican Dream to which he was fully

comiitted.

The Great Depression coincided with the author's Crack-up:
"Somcbody had blundered, and the most expensive orgy in History 1
vies over." Zeldz and Scott were somewhere near Biskra in Algeria
vhen they heerd " a dull distcnt(%gfsh, which echocd to the

farthest wastes of the desert.”

E74% The Crack-up,Op.Cit., Jchocs of the Jazz lge,p.16
75) Sklar, Op.Cit.,p.79

g76; The Crack-up,0p.Cit.,ichocs of the Jazz Llge,p.16
77) Tbid.,p.

(78) 1Ibid.,p.18 .

(7¢) The Creck-up, Op.Cit.,ify Los® City,p.29
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Fitzgerald's film on the twenties is over. In 1957,
Bucter Keaton was interviewed for = aramount Film callcd The

Buster Keaton Storys "I tried to tell them that things weren't

like thet in the twenties, but they wouldn't listen. T remember
+the assistant, a young guy. He said to me, 'Look, why don't
you go eway. Times have chenged. You're an old man. The perade's
cone by.' " (80) For Fitzgerald also, the perade had gone by.
" T heve lost my splendid image. The shadows have vrnished, and
hce lights are beck in the theatrc. Come back, come back,
0 -littering and white."

The stories of Fitzserald end Gatsby could be compared

to Pdwin lrlington Robinson's Richard Corys he wass

W, éentleman from sole %0 Crown. e« e
he was rich, yes, richker than a king.
. . .So0 on we waited, and wcited for the light
ind Richard Cory, one celm summer night

Went home and put a bullet through his head." (81)

(80) Cuoted by Kevin Brownlow, The Perade's Gone By (kertin,
Secker and Werburg, London, 1€ 68)
(81) Tocore, Op.Cit., p.856
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When Lumiére's train arrived at La Ciotet stetion on
the last day of 1895, it seamed to be hurtling out of the screen.
The trein introduced a new art dedicated to 2 brillient and
uncxpected future.

In Lmerica, Fdison presented his 1Vitescope! at Koster
anc Biel's Music Hall. The £i1m shown was called Sea Weves and
+he sudience cheered wildly then fesrfully as the sea came
rushing towards them. The movics were born, and it beprened in
April 18S6. ‘The seame yearT, in September, F. Scott Fitzgerald weas
horn in St Paul. Fe grew up with this new popular enetrteinment
and beceme a novelist when the movies turned into an zrt and, or
perheps we should say but, an industry. The new medium wes to play
an important part in the mentel end socizl evolution of the
nincties. Even if the upper classes despised the movics end
cengidered them a vulger and berberian enterteinment, the black
end white shedows conquered more +nd more people. Ldults reacted
like children, and during the primitive years the movement on
the screen fascinated the sudience. By the turn of the century,
the dream was sterting to wever until the Kinetoscopes were
convorted into projection machines end penny arcades trensformed
into picture theatres. Yet few could take the exhibiticns
scriously, until a Trench magician nemed Georges elies meneged
to tell a story with a film.

Melies' camera recorded the theatrical mid-long-shot
f#rom the front sest of the stalls and the frame was that of the
stcge. Fdwin S. Porter, a cemeramen and director of the Tidison
Company, was deeply impressed by Telies' pictures. Porter came

to the conclusion thet since the one-shot films were beginning



to botker the audiences, maybe the straightforwprd telling of a

gtory would attract them. Portcr mede his Greet Trein Robbery in

1¢03. It ceme as & revelation, even if it did not go fery but 1%
incucurated a new kind of enterteinment which was dcstined for

~ brillient future: the Western. In 106, Marcus Loew, later to
e known as the founder of Motro-Coldwyn-layer (TG&) introduced
the first projectors in his New York Penny lrcade. Lt that time,
Titzrerald was ten, and living in Buffelo. He met the well-known
~ctor Dustin Farnum who frequently gave him entry tickets for the
chows in which he scted for the Buffalo summerstock compenye
Titzgereld noted in his ledger that he " used to g0 to the Wild

(1)

Fitzgerald's games often consisted of competing with

West movies and the Tech Stock Company."

his local friends in presenting dremas. One day, "qus Shy's
play put him temporarily in the sheade," dbut "finally, the moving-
picture machine Lucky's uncle gove him eclipsed Gus Shy (2) %

In 1908, the Titzgeralds moved to St Peul, end by the
timec they moved, they were living the first of a series of their
go—-called mortal crises. When 7itrgerald left St Paul for the
Novmen School, the crisis was ovel =nd the moving picture industry
wags on the move. The great chenges thet took place were attributed
to David Wark Griffith, an unsuccessful playwright who kept
trying to gell stories to film makers.

Film lovers look beck to The Ldventures of Dollie (1908)

’n Unseen Enemy and The Musketeers of Pig Llley. When these films

were mede and presented to the cudience; they weres roceived like
ony other films. /1thcugh Griffith hed directed more then four

hundred short f£ilms before The Birth of a Netion, few people

+calised that he was changing the whole course of /mericen cinema.

(1) (uoted by l[aron Latham, Crozy Sunday§(8ecker and Warburg,
London, 1972) p.2T
(2) 1Ibid.
% Titzgerald's ledger conserved in the Princeton University
Tibrexy reports on the author in the third persone.
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Titzgereld himself paid more attention to InaCleire in The

Queker Girl in New York and Gertrude Bryan in Iittle Boy Blue

“ien he made a movie outing to his "lost city". ""hen I was
fifteen, I went into the city from school to seec Ina Clair in
The Gueker Girl and Gertrude Bryen in Little Boy Blue. Confused

by my hopeless and melancholy love for them both, I wes unable

to cheose betweenthem, so they blurred into one lovely entity,
the girl." (3) " The girl for romrnce didn't have wings but
audiences generally agreed that she didn't need them," (4)

The genteel tradition hsd dominazted Lmerican literature
for half a century. Fitzgerald's genteel romantic heroine sprang
from the ninetescnth century and the screen as well, She is a star
insriring love in the hero and destroying his capacity for
hecroism. This heroine is a vamp .

As a young man, Fitzgersld hed begun early to think
of lLimself as an artist. The first time he hed hed the oprortunity
to cxpress his dreems and trlents was in St Paul where his parents
lived. £t the age of eleven, he organised theatrical ceremonies
for their firiends. "hile in St Faul, he wrote, produced and
five pleys for his boyhood club. His prep-school teszcher leter
recalled:s " T imagined he would become an actor of the veriety
type." (5)

In 1912, he wrote his first full-length play The

cptured Shadow. Fitzgerald cast himself as the euthor, director,

procducer end leading sctor of the rlay, which was zbout 2 cat
burslar. Performed at Mrs Backus' School on fugust 23rd 1912,

the play geve rise to the first account of Fitzgerald's works.

(3) The Creck-up, Op.Cit., Ly Lest City, p.20

(4) Tn Flappers and Frilosophers, Op.Cit.,p.73

(5) indrew Turnbull, Scott Titzgerald (Robert Laffont, Taris, 1964),
p.28




The next day, und the title Ilay Helps Babies the St Taul

Pioneer fress reported: 1 wvuch fevourable comment was clicited

by the young author's cleverness rs well as by the reme Tkable
amatecur work accomplished by the others of the cast." (6)
ThLe srbitious ~uthor noted in his scrapbook 211 the reviews, and
commented in block letters: " “JTFR SUCCESS ". (1) Later, he

wrote & short story also called The Captured Shadow about the

writing of a play.
On Cctober 26th 1938, Titzgerald, who was in Bollywood,
wrote e letter to Edwin Knopf, story—editor at MQGM, prcposing that

thoy let him write a script called The Gaptured Shadow which would

be cbeout " the Impressario in the Deys of his Youth." Looking back
in nostelgia, Fitzgerald 2dded thet the plot would be based on

the suthor's discovery that he should compromise "By reducing his
idcas (just as we have to do in pictures)", The project, like
so mony others, was never to be¢ ~criies through. During the summer
~of 1€13, Fitzgerald wrote The Coward, & drama cbout the Civil War.
The euthor directed and produced the play in which hc starred
himsclf as the Southerner who turus from a coward into & hero.
The Coward was staged by the 21izebethan Drematic Club, Tun by
“]igebeth Yagoffin. In his scropbock, the young playwright
underlined a review sentence which saids "Scott Pitzgereld, the

author, played the part of TLieut. Cherles Douglas with great

g
SUCCESS e

The ambitious writor had sterted his lonz quest for
success and fame but he had to cntor Frinceton if he wented to
achieve anything concrete. The same year in September he was
accepted, and wired to his mothers "/ dmitted. Send Football Pads

and shoes immediately."

¢t Paul Pioneer Tress, Lu-ust 24th, 16124 B9
Titzgerald's scrapbook 1in Trinceton University Iibrery
TUnpublished letter in Princcton University Library
Turnbull, Op.Cite., p.4S

- o i il
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vhen Fitzgersld cntored Trinceton, the football tezm
ond the Triangle Club were the tor levels of socisl distinction
end success. Cne of Fitzrerald's permanent juvenile rogrets was
" ot not being big enough (oxr ~ood cnough) to play football in
college." (10) If he did not succeed as & football player or
as a student, Fitzgerald spent most of his time working for the
Trienple Club. The year 1013 was that in which a young immigrant
named Charlie Chaplin entered the Keystone studio.

Having becn dropped from freshman footbeall from the
berinning, Fitzgerald spent his entire freshman yeerT writing
an operetta for the Triengle Club. Fe friled in almost everything
clsec, but es he stated himself: " the Triengle Club accepted my
ghow", (11) and by the end of his seccond year in Princeton he had
beceme a successful figure and finally the President of the Triengle
0lub. Fis ledger is full of rcports becring the Club symbols .
v 7eb (1€14)--began play"s " Sept—-play accepted"; " Feb (1915)—
Scerctery of Club on 26th"s " Lrril-—-New York gshow!".

This last play, thet the Club =ccepted and took on a

tour to New York was entitled Fie! Fie! Pi-Fi! and was the story

of a Chicego gengster invading Yonaco, but friled after his wife
sided with the Monacans. The show received good revicws and the
Brooklyn Citimen wrotes " Thig declicious little vehicle was
armounced as a musical comedy oand the name can only be disputed
to the extent that it is also given to innumerable Broadway
productions that possess less vitelity, less sparkling humor, and
lcss genuine music." (12) The Tieingle Club, founded by the
successful playwright Trekington " over the years has sterted

(13)

a number of Princeton men towerd stege end motion picture careers."

(10) The Crack-up, Op.Cit., .40

(11) ¥.G.7. Cross, 3cott mitzrerald (Cliver & Boyd, dinburzh, 1964),p.8
(12) Turnbull, Op.Cit., p.62

(13) Robert Sklar, ™. Scott Titzgerald—-The Last Ladcoon (Cxford

University Press, New Ycrk, 1967 )
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Is Fitzgereld's abilities as a2 playwright increesed, so

his scademic ones decreassed, and hc was finally declered "ineligible

(14)

first feilure as a social fisure. "Twenty years ago, when I left

for ecxtra—curricular activities." The young ertist faced his
Princcton in junior year," wrotec Fitzgerald in the Creck-up, "I
hed losr certein offices, the chicf one being the presidency of
the Triengle Club, a musicel comedy idea, and also I dropped back
e class. To me the college would never be the same. There were to
be no badges of pride, no medrls, =fter all." (15)

Beck home convalescing,; the young dramatist wrote a play
which was rejected by the Club. Fc then realised that he had to
abandon "the o0ld dream of beins n entire man in the Goethe-Byron-—

(16)

anc try to meke a living from it. In September 1917 he sold his

Shaw tradition." Instead he had to learn the job of writing

first poem for two dollars. The ycung man who yearned to become
as '"femous as a movie-star® (17) had surely heard of Chearlie
Cheplin signing a one-million doller a year contract with First
National, in much the way John Dos Passos would have told the
story using a 'newsreel' sequence.

"hile Fitzgerald was ot Irinccton, the movies were rapidly
srowing into an art and a big industry ot the seme time. Griffith's
cxperiments hed hestened the rrocess; in 1913, the Biograrh
Compeny took an advertisement in the New York Dramatic Virror:

"D.W.Griffiths Producer of all the great Biograph

successes, revolutionising the Motion Picture Drema,
end founding the modern tecknique of the art.
Included in the innovations which he intro-

duced and which zre now cenerally followed by the

(14) EK.G.W.Cross, Op.Cit., p.o

E122 The Crack-up, Op.Cit., 1.46
16) Ibid., p.55

(17) 1Ibid., p.39




most advaned producers ~re: the use of large close-up
figures, distant views €8 reproduced first in Femona,
the 'switchback', sust-ined surrrise, the 'fade—out',
and restraint in expression, reising motion picture

action which hes won for it recosnition as a genuine

# (18)

art."

llany directers imiteted Griffith and used the effects
ne hed discovered almost accidentallys close-urs, trevelling
shots, high angles. . ."suppose I had patented the fade—out,"
doclared Griffith in 1926 to a reviewer. "I would be drawing

4 (19)

ariffith's discoveries dcpended on a general evolution

ot leest a million & year in reyrlties."
of the moving pictures and corresponded to an £ge in which
tcchniceal and ~rtistic progress Wes going forward very frst.
The movies were growing into on ort. Finding and using some
offccts before other people made D.Y.Griffith lead the motion

picture to a cinematic revolution. The Birth of a Nation was

ths first feature film to be medc in the same wWay that pictures
arc mede today. Tt wes the first fo preak completely with the
years of experiment. Tt esteblished and fixed for a long time
the rules for the nerrative adepted to the screcn, even if this

mey today secem dated. ith the success of Birth of a Nation

¢hrec outstanding figures of the £ilm industry, D."W,Griffith,
¥ock Sennet and Thomas Ince joined to found the Trisngle
Corporatione. with the arriveals of Cecil B. De Mille and 7ukoT,
Hollywocd was becoming the centre of the f£film industrye. The Birth

of Tollywood is generally linked to these events, even if the first

% Sce Glossary of Technicsl Tcrms

(18) New York Dramatic Mirror, Dec.3rd, 1013, Guoted by Brownlow,
The Parade's Gone By,0p.Cite.; Pl

(19) Ihotogrephy, Dec. 1926, p.3C
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studio had opened in October by the Nestor Company, to be
absorbed in 1212 by Universal.

The Birth of & Nation merked the cnd of the movies'

childhood. The yeers of innocence were OVer, and were giving way
to ~enteelness. The modern picture was born. So was the new
century with the War putting en end %o the literary tredition of
¢thc nineteenth century. Scott Fitzgerald was cighteen and
completing his aprrenticeship as an entert-riner. The controversy

that developed around The Birth of a Nation had reached the

youngs man, who saw the film and trought of what Toodrow Wilson
(20)
1

had seid sbout its being "like writing history in lightning.'
In o letter written on September 2¢th 1939, Fitzgerald explains
the cherecter of Cecilia . "3hc was probably born the day
17he Birth of a Nation' was rreviewed and Tudolph Valentino came
to her fifth birthday party." (21)

is for Vonroe Stahr, '"uyp to his arrivel, the director
hed been kingpin in pictures since Griffith mede 'The Birth of a
Kation'. " (22) Like many other pcople, Fitzgerald considercd
Griffith's film the sterting-point for the modern film industry
as woll as the birth of Hollywood. Once a simple gadget, the
movics had won their title as the Seventh Art. In 1920 after

the publishing of This Side of Parsdise end its author thrown

into the spotlight with other cclebrities, "dencing elbow to
clbow with Marion Davies", Fitzoerald visited Griffith's studio
on Long Island eand "trembled in the presence of the femiliar
focos of the 'Birth of a Nation'." (23) In a letter dated
Tebrusery 8th 1936, written to farold Ober, Fitzgerald recalles

"In 120, I tried to sell D.%.Griffith the idea that pcople were

(2¢) F.Scott Pitzgerald, The Last Tycoon (Scribner, New York,
1¢41) p.110

/

7

(21) 1Ibid; Two Outlines, p. 166

(22) Tbid., p.176

(23) The Crack-up, Op.Cit., [y lost gty D29
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The star added:s "Two of my good friends in that period were Scott

and Zeclda Fitzgerald." (27)

Lillian Gish was fascinated by the
period after World War I which hed produced, she thought, the
greetest writers of the century--Scott Fitzgerald smong them.

Ind yet, the War had been as grcat a disappointment for Scott
Fitzgerald as University. The only conguest he made, albeit a
najor one, was Zelda's love. She made him work hard, cven if
irncst Femingway eaccused her of interforing continuously with his

worlk 10 Fawks do not Share.(28)

"I had one hundred and twenty rejection slips pinned
in & frieze abow$ my room. I wrotec movies. I wrotec some lyriecs."

"hile weiting for This Side of Paredise to be published,Fitz-

gorald sold several stories to the 'smart set', Scribner's
magezine and in 1919 to the Saturday Evening Post for a thousand
dollars. In Januray 1920, he wrotc to Maxwell Ferkins: "I'vc just

(29)

hc wetamorphosis of amatcur intc professional began to take

(30)

scnt 1,000 dollars' worth of movies to the Metro Feople."

IIT

place." Fitzgerald was in decspair; and one day the postman

reng and announced the publication of the novel. This Side of

Paradise was an immediate and big success. Within a weck, he
married Zelda and the presses were pounding out the novel '"like
they pound out extras in the movies." (31 The Fitzgeralds were
Tamous and momentarily rich. 4Lt thet time, Hollywood was lergely
functioning under the star system, and the young and brilliant
couple could finally live as movie stars. Further, the studios

, (32)

"were panting for screen meoterial.'

) Iillian Gish, Op.Cit., p.282

) Ernest Hemingway, [ Movcable Feast, Hawks do not Shere,
(Scribner, New York, 1964) pp.147-186

¢) Ietters, p.160

C% The Crack-up, Op.Cit., Barly Success, p.58

1

2)

Tbid., p.60
Ibid., p.23
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fho successful suthor further rcmembers: 'two of the actresses

+hom I had worshipped from afar in 1913 had dined in our home." (33)
Lfter all, why not bc as femous as 2 movie star, since he

had acted in St Paul in Newman end in Princeton for the Triangle

Club. This Side of Taradise wrs sold to the movies for 10,000 dollars

and Scott and Zelda were offered the chance by a film producer

4
to 7lay their own real story on the screen. (3+) Fitzgerald took
the offer seriously in spite of the objections of Maxwell Perkins,

o k35)

who ferred "a first and last appearance positively. lccording
to Andrew Turnbull, Pitzgereld finelly refused the offer, but

Aoron Lethem assumes in Crazy Sundeys that "the project was

(36)

shoclved only to be revived threc yeers leter in 1823:"
inswering Scott's gquestion about the futurc of theilr

child, Zelda said, "I'd rather heve her be a YMarilyn Miller than

a Yavlova % st (37) as for herself, she would try to get a place

in the 'Follies'. # "Or the movies," she added. (38) In Save me

the %eltz, Zelda recalls that the film actresses were femous and

the saleswomen looked like lerilyn Miller; Charlie Cherlin used

to nut on a yellow Jjacket. (39) Scott for his part told a reporter

Ffrom the St Paul Deily News that Carl Sandburg was less of a poet

: ! : 40 s _— .

than Charlie Cheplin, (10) but when Zelda insisted on being a
movic cctress, he told her "she would have to make up her mind
+hother she wanted to go into movies or get in with the young

(41)

married set."

(33) The Crack-up, Op.Cit., p.27
(34) Indrew Turnbull, Op.Cit., v.141
(35) Tnpublished letter in Trinceton University Iibrrry, qucted by

Laron Latham, Op.Cit., p.3D

Ibidss pa3b

Nancy Mitford, Zelda--a Biogrephy (Harper and Tow, New York,
(1570); p«101

Ihida

See (lossary of Technical Terms

7elda Fitzgersld, Cp.Cit., p.¢1
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3cott helped Zelda with one of hen short stories called Cur Orm

iovie Gueen which is sttributed to both of them in Bits of Taradico

N ; 42 - .
by }..J .Bruccoli. 12) Our Own Movie Queen weas the story ol &

young girl elected Queen of New Heidelberg and trying to zev into
the movie businesss She did not succeed in fulfilling her dieem,
but nor did Zelda, who hed to be catisfied with her young married
sct. In October 1¢21, Scottie wes born, and Fitzgerald sent a
tclcgramme to 7elda's perents: "Iillian Gish in mournings

o
Constence Talmadge is a beck number. L second lMary FPickford ’

nos arrived.” (43)

Tirst National had won ¥rry Tickford over from Zuliox
ot Tarsmount and gave Cherlie¢ Chrplin the same year his millicn-
dollar contract. At the beinning of the twenties, lary Tickford,
nicknamcd 'lmerica's sweetheart®, had married another star:
Dougles Feirbenks. The two joined up with Charlie Chaplin and
.. Griffith to form the United lrtists which repidly stood oikigs
as one of the major compenies with TUniversal, Taramount, MGI and
Tox. The ties between the producers and the theatres were 89
strong that one of the early thcatre oWners named lMaercus Losw

purchased a studio in 1920 and created the Metro—Goldwyn—.a/CcY

with FOM until the end of his life.

Then Scribner's published his Fleppers and PhilosopheTs

in September 1620, M@ showed intcrest in some of the shox?

PR

atories. Scott contrcted Zeldes "T have sold the movie righis oF

Heoed end Shoulders to the Metro Company for twenty-five hunired

" (44)

dollarse.

(42) Yatthew J. Bruccoli, BPits cf Taradise, (Julhard, WAt s
Trench translated by Jcan Cueval .

% Sec Glossery of Technicel Terms
(43) Turnbull, Op.Cit., p.136
(44) Lrthur Mlzener,lntrgﬂuctrry ssay to Flappers and Thi}oson&g;g ’

The Titzrerald foador (Soribner, New York, 1¢63)

compenye Pitzgerald's cereer as & screen—-writer was to deal mainiy



The story was adapted under the title: The Chorus Cirl's Romence

end told of an sctress named I arcia Meadow and a professional
student, Horace Tarbox. Horzce fells in love with farcia and
dccides to join the world of centertsinment in a passing circus.

@I also acquired the rights for The Offshore Pirate published

in the seme collection. The ~daptstion was quickly filmed and
was ebout a girl named Lrdita kidnapped by a band of offshore
pirctes, whose leader was not a rcel pirate but a young
millionaire. Lrdita lives her adventure as if it were a movie
tale and begs her pirate: "I want you to lie to me just as
swieetly as you know how." (45)
Jrthur Mizener drew a perallel between the heroine of
the story and Ardita Ford, who gave a thestre party in St Taul
sc thet everyone could "see what I am like in the movies." (46)
Then Twentieth Century Fox bought a story called

Mrra meets his Family, and the Fitzgeralds were successful and

rich. "The world of the picture actors was like our own'" but
"whon I first met Dorothy GuislT had the feeling that we were
both standing on the North Pole enc it was snowing." (47)
Titzgereld remembers he danced at the lidnight Frolic "elbow
to clbow with Marion Davies % .” (48) Cnce an ingénue in Oh,Boy!

o Broadway musical, Marion Devies was starred in 1917 in her

first picture Runaway Romany anc became a celebrity after The Dark

Star (191¢) end The Restless (192C). Fitzgereld also admired

Constence Barnet, a newcomer of 1¢22, who triumphed with Thet's

rong with Women? and Cythereca (1524).The young author remembers

"the gilded youth circling around young Constance Barnet in the

(45) P.Scott Mitzgerald, Fleppcrs and Philosophers (Scribner,

Tew York, 1920) p.27
46) /1thur Vizener, This Far Side of Paradise,Op.Cit.,p.373
A7) The Creck-up, Op.Cit.,p.25

N

% See (Glossery of Technical Terms
(48) 1Ibid., p.25



¢lub de Vingt, the classmates in the Yele T'rineeton Club whooping

up our first after-the-"Tar recunion, the atmosphere of the

millionaires' houses thet I somctimes frequented.” (45)
1t scems that Titzrereld wes haunted by the precdominance

ot the motion pictuies ngomcthing 1 could neither accept nor

50

gtruggle cgainst." s The twenties were & Golden .ge for the

novies. The companies grew in size and POWETy costs of production

})

nd star ssleries kept climbing and the publie responded to the

~

o tor-meking. It 1s curious to note that Fitzgerald, who hed been
so influenced by the motion picturc jndustry would state later in

Jichocs of the Jazz Lge? nContrary to popular opinion, the movies

ok = Ml

of the Jazz lge had ne effect upon its morels. The social attitude

(51)

T™itzgerald gave the example of the younger generation who remeained

of the producers was timid, behind the times, and banal "

abscnt from the screen until 1923: "There were a few fe:ble

splutters and Clare Bow in Fleming Youths promptly the Hollywood

)
P

hecks ren the theme into its cinemetographic rreve. '
e I (&)
Pretending to ignore the rebellious Fric Von Strcheim

and his 1gcandelous’ Foolish ives (1921), Greed (1?24) and

Jueen ¥elly (1928), Fitzgereld, who was probebly shocked by his
cxpericnce in Hollywood went on tc says nThroughout the Jezz LEe,
the movies got no ferther than I'T Jigas, kecying up the most
blotent superficialities! This was no doubt due to the censorship
ns woll as the innate conditions in the industry." (53)
Yet Hollywood had ceined as early as 1922 the reputation
for beoing the most gleamourous and most corrupt city in the country.

Tollywood rcflected in its pictures the change in moral standards

which hed teken place in the United States. Drinking sccnes

)

(4¢) Ibidey Do

(50} Ibid., T.23
(51) Tbid., P4
(52) Ibids, p. 14
(53} Ibid., p.14
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~bounded in th. filus in spite or Tronibition, and there were
also sug estive SOX sequences. The conservative element in society
protested on the grouvands thet 1t was relevant to Hollywood ealone.
They hed certaln arguments Yehind them: the "Patty'lrbuckle repe
casc and the murder oI dirccior “illiam Desmond Taylor,
imyliceting celebritier like iebcl Normand eand “allace Reid, who
confossed addiction 10 drugs. Following the protests, the me jor
studios decided to form the Fotion Ficture Troducers and
Digtributors of imerica and gov round the Nationeal Censorship by
setting up a policy of self-censorship. Then ceme De Mille, who
-roposcd a more idealistic approach to sexj the audacious
Follywood gave Way tn @z mucl more conventional and sophisticated
drcam—factory.

Tn 1923, the Literary Dicest sent a circular to "leaders

of thought 1r 1:4erature, drama #na religion" asking them to

cxXnress +theli views on censorsiiile Fitzgerald replied in a letter

to the editoz: '"The clean-book EIll will be one of the most

irmror~l measuvres €Ver adopted. » »('€oTss Moore, Herdy and fnatcle
o)l

Tronce are unl L.t telligible TO ildren and idiots and will be

5

4

guppresscl av onoe fep debauchirg she morals of village clergy-—
men. " (54) Nov, %-c threat of censorskip concerned all the arts,

but particulerly +lre motion picture. Pitzgerald did not necglect

the financial pessibilities offoed by the film industry even if
ho scemed to be digaopointed av _te cvolutione.

In Augus®s 1921, he wroie to Shane Teslie about Fleppers

’

and }klloSO}he*sa N ogm living woyelly of f the moving picture
&€
rights of the samc stories." (’)’ ;fter This Side of Taradise

wos published, the ~1thor enncunced GC his funt and Uncle

i"cQuillan: "I am weibting to hear from a scenario outlined on

% See Glossarv of Technical Terms
(1%., D456
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and morcover to the style of the Reoring Twenties.

Robert Redford is wearing "white flannels with a silver

(4)

Deisy crics when Gatsby shows her his skirts:

shirt and ~old tie," just as Fitzgerald described.

"It mekes me sad bcceuse 1've never secn such—-such beceoutiful

n £5)

shirts before. During the period before and after the
film exhibition, evecry megazine secmed to festure a range
of the brilliant, cclourful Getsby fashions, as if the film
had been financed by great dressmakers.

In fugust 19/, Newsweck wrotes "The script follows
the original with remarkeble fidelity. "here The Brcaté)

Gatsby fails is in its attempt to recapturc an era."

Vincent Canby says in The New York Times that the recent

version "completely mistekes the essence of Titzgerald's
novel," and that the ncvel "demands somcething more perceptible
of the moviemakers than mere fidelity to plot." (1) The
™lliot Nugent film got better reviews than the Jack Clayton
version. Yost critics thought thaet the former was well=—
constructed while the latter concluded Vincent Canby is
"so lugubrious, thrcctening at times to turn into the longest
movic ever made." (8)
In its attempt to catch the new fashion of the
seventies and connect them to the twenties, the adaptations
of the third version probably iriitated many an observer.
To look back again at the adaptation three ycers later may
help explain this reaction. Francis Tord Coppola, the famocus,

Oscar-winninz director of The Codfather (1?71) and The

Conversation (1973) wrote very faithfully to the novel and

(4) The Great Gatsby, p.1T

(5) Trid., p.99

(6) Film Fan lMonthly, Op.Cit., p.15
{T) Ibid,

(8) 1Ibid.
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its author as well. It is not so "gll-too-rcverehtial" as
Vincent Canby sugrests, but rather represents an attempt
to photograph with very bright colours the old Fitzgerald
dilemma between lovec and success, ecsteem and money.

The central characer is Scott Titzgerald rather
than Jay Gatsby himself. Jack Clayton, claims Tristan
Renaud in Cinéma 74, '"nous asséne & grands renforts de
plan-ségquences (techniquement impecaables) un spectacle
qui ne semble d'avoir d'autre but que de séduire 1'oeil." (©)
Fow could the director protograph Fitzgerald's style without
trying to seduce the spectator's glance? The cclours
remarkably photographed by Douglas Slocombe are the essential

complement to Fitzgerald's spirit.

(9) Tristen Rénaud, Cinéma 74, N° 193, Deccmber 1974, p.139

% See Glossary of Tocknical Terms



CELFTER SHVEN

FIRST STAY IN HOLIY OCD

"The modern college stry'he was offered to write for
Constance Talmadge was an opportunity for Scott Fitzgcecrald to
increase his income and to try himself as a screen-writer. He
had becen born and grew up wich the movies. The new art was almost
everywhere in his works. His stoiies were purchased by major
film companies and filmed. Fis ovm stories and novels were filled
vith conversation about the Scventh Lrt. His only experience in

thic field of adaptation was thc continuity of This Side of Faradise

vritton for Famous Flayers fou. ycars before, and nevcer used.
Mitzgerald had succeeded in many fields: he was an eminent figure
in.American literature, he was the leader of the Jazz Lge and all
the gtars looked at him and Zclda as the most brilliant hosts of
the twenties. Obviously, he was fascinated by the world of the
movics and particulaly by Hollywood, this gigantic maker of dreams.
"At that time," he re®®lled luter, "I had been generally
aclinowledged for several years as the top /[merican writer both
seriously and, as far as prices went, popularly. I honestly
beliecved that with no effort on my part I was a magician with

(1)

woTds. "

(1) Letters, p.31



This first expericnce would show the suthor trat it
.;as no use being "a magician of vords" if you could not fully
adherc to the restrictions and standards of the system Follywood
Lhed cstablished. The formula: 1based on a novel by, « o' Was
advertising more than enrichment. The moving-picturc industry
docided alone on 1its relationship to literature on strictly
finencial grounds. Hollywood wago purchasing Titzgerald's name
~z a symbol for a whole gcneration, just as they had done with
7. Taulkner, R. Chandler, D. Hemmet, He e Coy and even the
reluctant Hemingway .

When Fitzgerald arcived in Hollywood, his reputation
wags higher than 1t had ever been beloTe. The Great Gatsby had
brougbt him praise and admiration from the people who counted
for him. He was now successful and admired, and Hollywood
wantcd him. For his part, he wes ready to try a stint as screen-—
writer, being offered § 3,50C in advance and, if the story was ‘
acccpted, he would receive twelve thousand dollars in all.

The Titzgeralds stayed two months in Hollywood, living on the same
scale as they had done on the Tiiviera. They found almost the same
i'cditerianean climate in California, esnd Zelda wrote to Scottie,
who had stayed in Washington: "It 1s 8O hot we ~un't wear coalts,
ond even Daddy sleeps under one blerket. 1t is the most beautiful
country imaginable——just lons avenues of palm irees and Pucalyptus,

(2)

During their stay; Scott snd Zelda shared a Four=

and Foinsettas grow as tall as trees."

apartment bungalow in the [mbassodor Hotel in Los lLngeles
vrith femous personalities: the 2ctor John Barrymore, author
¢arl Van Vechten and Carmel lycrs, 'whom they had met in Rome

(3)

on the set of Ben-Hur."

(2) Nency Vilford, Zelda, ¢
York, 1¢70.
(3} Turnbull, Op.Cit., p.178
# Note: L1l these writers sold stories and novels 1o Hollywood.
The first two p: rticipated in many scriptwritings. is
for Hemingway, he wes Very contemptucus of Hollywood,
but nevertheless accoepted the money i% offered him.

b;pgggqu, Harper and Row, Tew



Pecla Negri, the former Polish-German star, was living in the
im:cdiatc neighbourhood. Zelda was first attracted by the style
of life typical of Hollywood: "'e paid homage %0 the pale, aloof
concision of Diana Ianner's primitive beauty, and dined at
Pickfeir to marvel at Mary Pickford's dynamic subjugation of
lifc. L thoughtful limousine car:ied us for California hours

to be properly moved by the fresility of Lilian Gish, too
asriring for life, clinging vine-like to occultisms." (4)

When a reporter asked Scott to draw a parallecl between
the original flapper and the flapper of the screen, Fitzgerald
angwered that the only films he saw when he was in France were
‘‘cstcrns, "and he proposed to spcak about Tom Mix. He geve me
at lest some examples of Hollywood flapperss Clara Bow, Constance
Talmedse, Colleen Moore." (5)

To his cousin Ceci (' rs Richard Taylor) Scott explained
how difficult it was "to be plunged immediately into movie-making,"
exclaiming: "My God! How hard thoy work out here! This is a
tragic city of beautiful girls—-the girls who mop the floor are
beautiful, the waitresses, the shop ladies. You never want to

nw (6)

The parties werc less wild than Zelda expected and sle

sce any more beauty.

becran to feel bored and restlesss as she wrote to Scottie: "If we
et out of here, I will never go near another moving-picture

(1) )

thicater or actor again." Zelda's dislike had other more

scrious reasons than those given to the child: "Hollywood made
a big fuss over us and the ladies all looked very beautiful to
a man of thirty." (8) Scott had, in fact, been over-charmed by

a seventeen-year-old actress named Lois “‘oran.

4) Scott and Zelda Fitzgersld, Show i'r and Lirs Fitzgerald to
Number, The Crack-up, 1../7
) Turnbull, Op.Cit., p.179
) Letters, p.435

g l1ilford, Op.Cit., p.128

Ibid, p. 125



velde did not like this flirtation cven if it was always innocent
and platonic. Inanother letter to Scottie, Zelda mentioned the
actress: "Daddy was offered a job to be leading man in a picture
with Lois Moran! But he wouldn't do it. I wanted him to because
he would have made so much moncy end we could all have spent 1t,
but hc said it was silly." () In fact, Scott and Lois ..oran had
arrenged a screen test, but thc studio decided that the test was
not convincing and the project was abandoned. Zeclda and Scott
were to quarrel again over Lois “loran, whom 3cott had invited

to visit them oncc they werc secttled, Zelda threw her diamond
and platinum watch from the window of the train that brought
thom back Tast. This watch was o scuvenir of their courtstip in
Llebema, and meant much to Zelda. Mevertheless, Lols horan did
vinit them and managed a weekend et their home in ilmingtonj
tis was on the day that Lindbersh landed in Le Bourget, which
made Zelda bechave in a morc fiicndly way.

Fitzgerald remarked to Lois lioran that she borc the
samc neme as the heroine of a short story written seven years
proviously called Benediction. ifter he retrecated from Hollywood,
and Tois Moren left his life, Scott completed his first short

story for sixteen month's, Jacob's Tadder. It is the story of a

scventeen-ycar—-old actress strug ling against the love of a man
twice her age. Jacob Bocth is & wcalthy businessman who suffered
from "e humorous apathy." Fowever, when he meets Jenny Dehalanty,
he awekens and tries to help her accomplish her physical beauty

as well as her career. He arranscs a screen-test for her which
proves successful and from then on Jacob lives "morc deeply in her

vouth and future than he hed lived in himself for years." (10)

(¢) 1ilford, Op.Cit., p.129 .
(10) ¥.SCott Fitzgerald, Jacob's laddcr, in The Scturdey ZEvening
Post, Lugust 20th 1927




Disaijpointed by her lack of awareness, Jacob takes refuge in his
phantasms and "molded lrer into en image of love--an image that
would endure as long as love itself.™ Jenny, having changed her
name into Jenny Prince, is now a professional actress and does
not need Jacob Bocth any lonser. "hen they scparate, "the image
he had made stood ncar him; lingerins~ in the room, jcined in
mystic marraige to his heart." But this image is on a poster with
the titles "Fulfil your sccret dreams in weddin: for an hour,"
Jacob enters the theetre, finds a plawe in the "fagt-
threbbing darkness," and beccomes a spectator of his own crcation.
"She wes herc, all cf hcry, the best of her. The effort, the
power, the triumph, the beauty." In Fitzgerald's imagination,
dreams, phantasms and revcrie sre mingled with his conception of

movie-meking, which was to culminate in Tender is thc Night.

“ritten in the seme period, The Bowl (11) is the story
of a college football hero, Dolly Harlan, who like many successful
young men does ncthing and lives apathetically. /[fter a first
feilure in love, Delly mects Deisy Care, an eightcon-year-old
movie-actress who shews him Fow to live actively.

For the last short stery he wrote in 1927, Fitzgersald
went back to Hollywood t¢ describe his two-month stay and first
ewperience as a screen-wiitcr. The first paragraph of Megnetism (12)
is an acute description of the new Babylon as he discovered it
when he arrived there in the first days of 1927

"The pleasent, ostente+tious boulevard was lined at
propercus intervals witk New "ngland colcnial houses,
without ship models in the hall e o oThe next street

was a complete extibit of the Spanish-bungalow phase

of “est Coast architecture; while two streets over,

the cylindrical windows and round towers of 1927-—

melancholy entiques which sheltered swamis, yogmis,

fertune-tellers, dressmakers, dancing teachers, art
ecademics and chiroprocters--lcoked now upon brash buses

(11) ¥. Scott Fitzgerald, The Bowl, in The Saturday Evening Post,
Jenuary 21st, 1928

(12) F. Scott Fitzgerczld, lreznetism, in The Stories of T. Scott
Fitzgereald, Scribner, New York, 1951




and trolley cars . . .Ffverything in the vicinity
——even the larch sunlight--was new, fresh,
hopeful and thin, as you would expect in a

city that had tripled its population in

fifteen ycers." (13)

The plot of Lagnetism is an inversion cf the

love-reletions in Jaccb's Ledder. The contral character is

an actor much like thec suthor, with whom young actresses

f211 in love. One of trhem, Helen Lvery, locks much like

Lois Moran; she is described as "a dark, pretty girl with 2

figure that would be full-blown socner than she wished. She

was just eighteen." Ls for Beorge Fanaford,; he is just cver

thirty end "cen't control his charm." "hen a girl telephones

him from San Francisco he deces not even remember who she is

and pretends: "Somebody Fas bcen doubling me up in Frigco.”

Kay, George's wife, 1s jealous—-"He hadn't seid 2 word to

Helen Avery that Kay could heve objected tc, but scmething

had becgun between them on the second day of this picture that

Kay hed felt in the air. Terheps it had begun even carlier, for

he had determined, when he saw Helen Lvery's first release,

that she should play opposite him." (14)
This is o clear transpositicn of Pitzgerald's

infatuation with Lois Moran and 7clda's objections, though

perhaps expressed with & certain amount of parcdy as far as

Gcérmo‘s overwhelming charm is concerned. Hanaford had "met

Kay Tomkins 2t the old Criffith studics at memaroneck and their

marriage was a fresh, perscnal affeir, removed from most

(15)

stage marviages."

(13) Mernetism, Op.Cit., p.131
(14) Ibid., p.133
(15) Ibid., p.134



Despite himself, Hanaford crecates romantic dreams of love in the
women he meets, and thereforc represents a new dimension in
“itzgerald's platonic conception of a hero, "George Hanaford

et st%il1l absorbed in the thought of Helen Lvery as he left the
studio and walked towards his bungelow over the way." (16)

fic wes afraid, even horiified, that "anyone should come between
him and Kay," but at the same timc, he would regret that "he no
longer carried that possibility in the forefront of his mind."
Conscious of the danger their merriage is running in to, George
cvokes Hollywood's most famous and lasting couples Douglas
Paiibanks Jr and Mary Pickford, "/merica's sweectheart."

George "realised suddenly that the two Fairbankses, in sitting side
by side, were not keeping up a pose. They were giving hostages
to fate. This was perhaps the most bizarre community in the
rich, wild, bored empire, and for a marriage to succecd here,
you must expect nothing or you must be ealways togother. For g
moment his glance had wavered from Kay and he stumbled blindly
intc disaster." (17)

In all these stories, Fitzoerald "substitutes the
synthetic passion of the movies for the real passion of which
lifc has frustrateq him." (18) Irony shows through when Kay is
compared to Tlizabeth Vechans thc former dancer who adapted
The Great Gatsby for the scerecn. Like her, Kay '"was rlaying

)

Zclda and Scott, Kay and George "preserved between them something

€
small rarts in Ziegfeld shows" (1¢ when George met her. Like
Precious that made their housc onc of the pleasantest in
Hollywood to enter." (20) As a femous couple of the Roaring

Tventies, the Fitzgeralds werc often invited to join the

Magnetism, p.135
.agnetism, Op.Cit, . 146
Thid., pry3eP ¥ Bl
Sklar, Op.Cit., p.255
Magnetism, P.137




Hollywood parties, like those dcscribed in Magnetism. They met

"scople who had been in the early Criffith pictures," people who
were already "considered to be thc old crowd" in spite of their
young age; "but they were differcnt from those coming along now,

(21)

film industry, Fitzgerald draws an interesting parallel bctween

and they were conscious of it." Through these pionecrs of the
those "who had worked in pictures bcfore pictures were bathed in
a colden haze of success" and the newcomers who tzke their
triumph "for granted", like hzlf a dozen or so of thc women who
"were especially aware of being unique." (22)
Like Scott and Zelda,'Ceorge and Kay werc grected
affcctionatelyy people moved ovcr and made place for them"
but Zelda felt disappointed by the Follywood she found, having
thought it gayer and less boring. She and Scott therefore
dccided to have some extra fun starting from the party their
friend Carmel Myers gave when thcy errived in Hollywood. Scott
and Zelda gathered the ladies' purses and tt1ed them up in a
glant pot in the kitchen. When ¥ay seys: "Oh, we're such actors,
Goorge, you and I," Fitzgerald is thinking of their bchaviour
and quarrels during their stay in Hollywood as well as the novel

hc mecant to write. Later, in Tender is the N;ght Rosemary says

he same thing to Dick Drivers "Cli, we're such actors, you and
T (23) Like Dick Driver, George Fanaford must pay for his
masnetismy he is blackmailed by a former script-girl, and cannot
be safe until Helen Avery has gone out of his life; so that
Dolores, his housemaid, could "rub her hands together in a gesture
that might have expressed ecither ccstasy or strangulation, and

n (24)

watched the rising of the thin, pale California moon.

—

S—r QL Nl 'l

Thide., p.738

Tbid.

F. Scott Fitzgerald, Tcndci is the Night, Scribnecr,
New York, 1934, p.173 '

!} agnetismy Op.Cit., p.154
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Zelda wrote to Scottie about the parties thcy went to:
"/nc we have seen so many pretty sirls that I did not think there
were so many in the world. Fow would you like to be a moving
Picturc actress when you are a lady? They have pretty houses

25 i - . . :
n (25) “hilc Scott was working on his script,

and lots of money.
Zclda was trying to learn to do the 'Black Bottom' dence. At
night, they met again and went to resrties like the one Samuel
Goldwyn of Metro-Goldwyn- aycr ~ave for Constance and Nathalie
Talmadge. Famous actress Colleen Noore remembers finding them
at the street door, on all fours and barking. She let them in,
but Zelda went upstairs and casually tcok a bath before joining

(26)

was highly conventionalj the same year, H.L.¥enckey wrote in

the party. In spite of appearances, the Hollywood community

the imerican Mercury: "I saw no wildness among the movie folk.

fhey seemed to me, in the main, to be very serious and even somber
pcople. /nd no wonder, for they worked like Fullman porters or
magazine editors. When they finish their day's labor they are far
too tired for any recreation rcquiring stamina. Immorality!
Hollywood seemed to me to be onc of the most respectable towns

(27)

in Jmerica. Tven Baltimore can't beat it." It was because of
this that the Fitzgeralds' bchaviour was likely to irritate the
influential people and make enemics in the studio.

Scott worked hard on his script for almost eight weeks
before it was finished. Zclda wrote to Scottie: "He seys he will
never write another picture because it is too hard, but I don't

Q
think writers mean what they szy zbout their work." (28)

Filford, Op.Cit., p.130

Ibid., p.30

(uoted in Brownlow, Op.Cit., pp. 40-41
Yilford, OpuCit.; ps 130
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Criffith's order for ——— who is a coclorless in the life

g her pal, =—-. But I am not e to teking all the shekels

[9]

avers
56
I ¢con gerner from the movies." (56) Pitzrpereld was not even afraid

that Hollywood would "put on the movie in a different sririt from

(57)

Determined tc challcnge the bourgeois conventions, the

the way it was written."

young euthor was even more ecger tc become rich. This contradiction
ig fully expressed in & letter he wrote to James Branch Cebel in
Tcbruery 1921, in which he announced: "I'm .2bout to sell my

(58)

However, it is difficult to belicve that Fitzgerald was concerned

goul.  .and go to the coast to write one moving picture."

only with the financi:1l possibilities of the movie. His defirition
of himself as an entertesiner and a spokesman for a whole generation
rade him show openly his interest in the most popular form of
cxpression. Ls if he wanted to ¢steblish his own definition as
en enterteiner and his college-boy dream of being both the new
Tarkington and the new Bernard Shew of the fmerican theatre,
Titemeerald decided in 1922 to "cresh Broadway with a play." (59)
To Maxwell Perkins hc wrote that he was writing "the
best Lmerican comedy to date" and that it was going to make him
rich forever, adding: "It really is, I'm so damned tired of the

(6c)

fceling that I'm living up to my income." Fitzgerald wrote
end revised the play many times and tried to convince several

vroducers on Broadway before Gebriel's Trombone chenged into

The Vegeteble, or from Presid-nt to Fostman. The play was again

revised when Fitzgerald settled in Great Neck, Long Islend, and
was ot last ac epted in April. It opened in Ltlantic City in

, (61)

Jovcmber and was a '"colossal frost.

(56) Tetters, p.486

(57) Ibid.

(58) Ibid., p. 488

(5¢) The Crack-up, Op.Cit., p.27
(60) Ietters, p. 17¢

(61) ¥.G.%.Cross, 09:Cifes.badl
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Fitzgerald had been sure he was going to crash Broadway,
"but Broadwey sent its scouts %o Ltlantic City and quashed the idea

(62)

in advance." On opening nicht, many welked out during the
sccond act ai._ a week later the rroduction was abandoned. Fitzgerald
had failed in his attempt to make the audience laugh at the story
of Jerry Frost, a reilroad clerk, who dreams of becoming TPresident
of the United States. The author's satirical criticism of the
american 'Log Cabin to "hite House' was more intellcctuel and less
hilarious than he had supposed. ".fter the second act, T wanted
to stop the show and say it wes 211 =a mistake, but the actors
strug:leq heroically on." (63)

It was the end of Fitzgerald's dreams of wealth and

success through playwriting. The Vegetable was a frilure and the

Mtzgerelds, who were living in Great Neck on a grend scele,
were heavily in debt. It was the beginning of a moral and

financiel bankruptey "linked upr with Bacchic diversions." (64)

(62) The Crack-up, Op.Cit., P 7
(63) F.Scott Fitzgerald, Af#er aoon of an author, How to live on

y $36,000 a year (Trinpotodﬁﬂniv; Library,Princeton, N.J. 1€57)
(64) The Crack-up, Op.Cit., ¥.26




CHLPT R PIVE

TH? INFLUSNCE OF TI'.! 1'CVITS ON FITZGER.LD

This Side of Tarrdise is not only & record of the start

of ¢ social revolution but =lso &« picture of Lmerice in the early
twenties. The country is becoming emancipated from the inhibitions
of the nineteenth century. In 192C, the working classes and the
young reorle tried to find the picture of their eeneration on the
screen, and so did Fitzgersld's claracters. [mory "pictured the
heriy rarty jingling along snowing streets, the appearance of the

(1)

(iving Nyra's imagination "time to picture daX horrors", Lmory

(3} e

norretive is alreedy visual and naive as it was in the cerly films.

limousine" and YMyra "picturcd ean all-night tobacco debauch." (2)

anncunces: "I went to the burlesque show last week."

Titzgerald's film, however, is a 'talkie'. The sound of the
sromophone and the trumpets or the scngs of the singers fill the
soundtrack with the popular tunes of the Jazz Lge. Lmory's
sdiinyse of New York's "vivid whiteness ageinst a decep blue sky
had left a picture of splendcur thet rivelled the drcam cities

v k4)

in the Lrabian Nights.'

This Side of Paradise, Op.Cit., p.18
Tbid., p.22
Tbid., p.32
Ibid., P35
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The cuthor recells his trips to New York when he was in St Taul.
Tis love for the big city was inseparable from his passion for
the movies, the Girl and the theatre: "The play was The little
ldllionaire with George . Cohan end there was one stunning

young brunette who made him sit vwith brimming eyes in the ecstasy
of watching her dance." (5) The first image of this -irl was

Ina Claire's face in The Quaker Cirl: "I wonder about actresses;

they all pretty bad?" (6)

ar

(&)

“"hen he entered the University, fmory discovered that
the movies were the students' only pastime. He himself fecund the
imegse of the post-war heroine on the screen emerging from ker
Victorian reclusion. Fitggerald gives us an account of the atmos-
vhere in a movie-house of the time: "LAfter supper they attended
the movies, where [mory was fascinated by the glib comrcnts of
a men in frent of him as well as by the wild yelling end shouting:

'Clinch!’

'Ok €linchl?

'Kiss her, kiss 'et lady, quick!’

'Ch=h-hti' " (7)

458 he ceme out of the theatrc amid the crowd pushing end yelling
".mory decided that he liked the¢ movies, wanted to cnjoy them as
the row of upper classmen in front had enjoyed them, with their

armgs @long the back of their seats, their comments Gaclic and

. (8)

a rcminiscence of Fitzgerald's ovm reactions not only as a boy

Caustic.' Lmory's attitude towards the movies is probably

but also as a young artist: "e mixture of critical wit and tolerant
amuscment. . .The movie thrived cn czustic comment, but the men

y 19]

vho mwade them were gemerally running it out.'

Tuis Hide of Paradise, p.35

(5)
(6) Ibid.

(7) Ivid., p.”4
(8) Ivid., p.48
(2)

S
Lblde
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tmory wented to do "immorel ecting" with the ¥nglish
Drarmetic Lssociation but decided to concentrate on '"The Trisngle
Ciub, a musicel comedy organisction that every year tock a great
Christmas trip." (10) Imory often refers to Bernard Shaw, whom
he considers his model, but aftcr the discussions, they "finished
the day in a moving-picture show and went into solemn systematic
roars of laughter." (17)

“hen at lest Lmory meets Rosalind, the Girl, the movies
and. the theatre become entwincd in rieces of dialogue. The

intreoduction to The Debutante could be considered as instructions

for steging or screening a2s well. This is an examples "The time
is Pcbruary. The place is large,. . .2 girl's room: pink walls
and curtains and a pink bedsprced on & cream=colored bed - pink

(12)

visuclised and even coloured except that the movies were still

and creem are the motifs of the room." Fverything is
silent and bleck-and-white.
Foszlind and /mory aic always pleying and acting:
"Fxit Cecilia while Rosalind is combing her hair.
Fnters suddenly Lmcry.
FE: Chy I'm sorry. I thcught. . .
SHE (smiling rediently): Ch, you're hmory Blaine,
aren't you?
FF (regerding her closely): Lnd you're Roselind," (13)
The instructions lere contain & shooting plan. e have first a
mudium shot on /mory then a close medium shot on Reselind
censidering him, then back to the first shot and at last a close-up

vhen smory regerds her '"closely".

Ibid., p.48
Thid., p.78
Thid., p.153
Ibid., p.158
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This Side of Faradise was a typicel product of the

cerly twentiess its success has becen explained by the chronicle
it offered of the post-war generation. Reviewers hsstened to
notc the defects and the immaturity of the novel, but most of
them feiled to link its success to tle new technique adopted by
its eauthor. Fitzgerald was among thc first--if not the first—
to intreduce the cinematic structure into an /merican novel.

This Side of Taradise cuts across the genteel tradition of the

nincteenth century and belongs tc¢ the age of the movies. Lmory's
development is shown through a scries of sequences # and shots
viich seem not to be linked if we consider the treditional
tcchnique of the novel. '"The tcchnique," writes K.G.".Cross,
"is less impressionistic than cincmatic, the narrstive writing
meving with the jerkiness of an errly film," (14) fLeron Latham
rcfers to an undated article written by Heywood Brain in the

Ner York Times and mentioned in Fitzgerald's screpbock in which

the euthor said of The Far Side of Faredises "Fvery move is a

(i5)

In 1920, Fitzgerald wculd have loved to act like .mory

picture and there is a cameraman bohind each tree."

oand Zelda as Rosalind, for they were the stars of the new age;
but the project was delayed. Three years later it was revived,

but this time Fitzgerald wes asked by Famous Fleyers to write

wiat the euthor described as "a ten-thousand word condensation
of my book." Fitzgerald received ten thousend dollars for the

film rights and the adaptation. "This is not a synopsis, but a
variation of the story better suited for screening," explained

Pitzperald, for whom the apprenticeship as a screenwriter had begun.

(16)

% See Glossery of Technical Tcrms
(14) K.G.%.Cross, Op.Cit., p.25
(15) teron Lathati, Op.Cit., p.35
(16) ~ilson, B.F., interview with Witzgerald in Crazy Sundays, Op.Cit.,

D40
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The treatment began with an introduction zbout what

1

tha cuthor expected the movic to be. "The theme should be the
strugrle of the ideals of the yeung, as exemplified by inory and
Qlosclind, against the snobbish and mercenary world into which

they were born." Fitzgereld scemed to tezke the theme too sericusly

4

el thus lost a part of his humour and of the objective position

e had adopted in the novel. "Thc sririt of the picturé should be 4hat

. e - i ) <
of the bock--the affairs of youth trken sericusly," (i7) lLccording
to Leron Latham, the adaptetion rroposed by Fitzoerald seems like
a mclodrama where "at one moment, the heroine is reduced to tears,

2t cnother the hero is elevated to the lofty position of Christ—

(18)

o

fimare."

Fitzgereld introduced some chenges in the continuity,
put gives many exrlanations instccd of rroposing a screcn-shooting
plan. Fleanor is, for exsmple, "the spirit of wild jazz" while
Rosalind is "the spirit of, on the whole, good jazz". The author
did not fully realise that the word 'jazz' was as abstract and
invisible as che movies werec silent. "Trere is a new generation
of movie patrons growing up who ncver lived in eny &ge but the
av¢c of jazz music and wouldn't rccognise the innocent country
Girl if they saw her—-or if shc existed." (19)

Contrary to what haprpens in the nevel, Burne Fcliday
comecs back and marries Roselind. "They go off through the rein,
;olidey driving, and the accident tekes rlace. Holidey is killed."
The hero did not conquer the dchutante in the novel, because
ac is a "spoiled priest", thinks I'izener, snd his dream of
w2relth is wiped out. Then tris trcatment was written, Mitzzereald
had rried Zelda, Scottie was born and the ten-thoussnd dollar

centrect frem Famous I'layers could meke them think they were rich.

(17) Iwid.

(18) Ibid., pdo
(1) 1Ibid., p.41
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wnd so Lmory eppears as & saviour end marries Rosrlind. Curiously,
tils adeptation is even less cincmatic than the novel itself.
Pitogereld secmed to underestimete the Seventh Lrt and its
audicnces. The oversimplified adeptr-tion he proposed looked like
a nclodrama designed for children. The same year, Cheplin
directed The Pilgrim, Griffith Crykens of tne Storm, Leng The
fibclungen, René Cleir Feris gqui dort and de ille The Ten

Commandments. In en interview civen after This Side of Jaradise

wrs rublished Fitzgerald said: "I suspect it must bc difficult
to mold my stuff into the conventional movie form with its creaky
idd-Victorian sugar. Personally, when I -0 to the pictures,
T like to see a pleasant flepper like Constence Talmadge or I
went tc see comedies like those of Cheplin's or Lloyd's." (20)
#itzgerald proposed many chanses like the "Christlike" look or
the wedding scenes, but the film was never mede snd the suthor
had to abandon for a while his Hellywoodian dreems.

Back in 1922, Fitzgercld wrote a much more vrophetic

novel called The Berutiful and the Demned. This was the story of

(Joria Gilbert, a2 flapper who loses her beruty and never becomes
a ster, while the hero Lnthony I'»tch, & novelist who starts with

o successful and brilliant novecl cntitled This Side of Feradise,

becomes an irrecoverable alcoholic who writes "trash for the

(21)

The movies sre even more present in The Beautiful and

movics."

the Demned then they were in thc former novels. The techrical

advence over This Side of Paradise is as obvious as the change

that took place in the motion victure from one work to the other.
The film-meking is now submitted to a highly-orgenised industry
dominated by Jewish producers, rersonified in the cheracter of

Joscph Bloeckman.

(2} TIatham Aaron, Op.Cit., p.43
(21) The Berutiful and the Bamned, Op.Cit.,p.342




Blocckmen was a showman who, as an immigrant, had followed his
cereer from circuses through vaudeville shows into the movie
industry, "just when the moving picture had passed out of the
stasc of a curiousity and become a promising industry." (22)
Fitzgerald links Bloeckman's rise to his belonging to the Jewish
world of show=business while the ITuriten treditions of most
Lmcricens had deprived them from thinking of a career in the film
industry. "The moving-picture industry had borne him up with it
where 1t threw off dozens of men with more financiel ability, more

w (23)

imainetion and more practicsl ideas. Joseph Bloeckman is
Vice-Iresident of 'Films Tar ixccllence' and docs "a lot of
business" with Gloria's father,

Before marrying Lnthony, Glories had met Blocckman
scveral times. "He had asked her to marry him, tendering her
cverything from a2 villa in Itely to a brilliant carcer on the

scroens " (24)

Glorie laughed contemptuously but Fitzgerald insists
tliat "he had laughed too." (25) “hy not laugh, since his rise

comecs closely with the couple's incxorsble slide down to degradation
and ccspeir? Bloeckman stands for the rising movies, the new breed
of rich lmerican as oprosed to those rich from inherited wealth,

an. for action as opposed to dissiypation. 'hen Lnthony meets him
asein at the end, he is an alcoholic, desperate physieally and
mentelly. Bloeckman, who has changed his neme to Black, is now a
rich and respected producer. Gloria, who has always tried to be in
thc movies, goes to see him and asks him "to put (her) into

(26)

shouts to Bloeckman's face: "Not so fast, you Goddam Jew!" (27)

pictures". snthony, who was "probebly off drinking somewhere

) The Beautiful and the Damncd,p.83
Tbid. p.83

2 Ibid.p. 114

2 Ibid.

2 Tbide pPe34T

27) Ibids p.347
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Flocckman loses his temper and beats Inthony up. The young writer
is a feilure but Mr Black is still Bloeckman the immigrant Jew,
vealthy or not.

This fight is representetive of the conflict which
opposcs the movies to the literature. inthony stands for the
young yet corrupted American novel, while Bloeckman has the
strecngth and the wealth of the new medium behind him. The interest
of 211 the characters in the motion picture is founded on nothing

merce than money. Since the publicetion of "The Demon Lover'", Dick's

Joins "had begun to swell unprccedently as a result of the voracious

hunser of the motion-pictures for plots". For every story that

contoined enough 'action'--kissing, shooting and sacrificing——

for the movies, "he obtaincd ~n additional thousand." (28)
Fitzgerald seems to sugrest that the movies had

acquired only his chespest storics and this "kissing, shocting

and sacrificing" mey explain the frilure of the author's adaptat-

ion of This Side of Faradise. tot the motion-picturc is secking

in a story still remains a mystery to the author. " hen Dick's
novel was sold to the movies, '"they had some scenario-man nemed
Jordan work on it." (22) It drove Richard Caramel mad "becrmuse
about helf the movie reviewers spcak of the 'power and strength
all." Bloeckman exylains, however, that when the contract
mentions it, the original writer's name goes into all the baid

(30)

publicity. £ few moments bcfore, Dick enquired: "I heer all
the new novels are sold the motion pictures as soon as they come
out?" Bloecckman answers theot what matters in g movingz-picture

"is a2 strong story. . .becruse so many novels are full of talk

) Ibid. p.184
c) Fhid.;p.172
C) 1Ibid.

(28
(2
(3
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and rsycholcgy. . «.it's impossible to make much of thet interesting

on the screen.'’

1% , : N .y w (31)

You went plot first', said Richard brilliently.
Bloeckmen wes primerily interested in plots, but also

in discovering sters like "Thcda Bera, the preminent meving-—

, (32)

nicture actress.' Bloeckman pleys the role of Famous Flayers'
producer, whc had proposed to Scott and Zelda to act their own

lifec two years before. Gloria/Zolda is very excited at the prospect
of "o brilliant career on the scrcon: 'I went to bc a successful
scnsation in the movies. I hear thet Mary Pickford mekes a million

(33)

Collars annually." Bloeckman encourages her:"I think you'd
film very well" but Gloria wents inthony's views '"Jould you let
mc, Jnthony? If I only play unsorhisticated roles?" Gloria wents
to heve a trial, which warns inthony of how bedly she wents to be
an actress.

"It's so silly!" is introny's rerly. "You don't went to
70 into the movies——moon cround o studio all day with a lot of
cheoap chorus people," to which Cloria answers: "Lot of mooning
around Mary Tickford does!" (31)

Inthony objects that "cverybody isn't Mary Tickford" and
adds tket he hstes actors.

As Gloria grows older, 11 she wants to do is to remain
yeuns end besutiful, to hove money and to be a. famous movie star.
“very time Bloeckman reappears, Cloria tries to convince /nthony
to let her go into the moviess "Blockhead said he'd put me in." (35)
Anthony is tired of this 'Blockhead! interfering and getting

richer as he becomes a failure and Gloria loses her youth.

(31) Ibid.,p.83
(32) Ibid. p.72
(33) Ibid; p.177
(34, Ibid. p.178
(35) Ibid. p.251
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At last Gloria, whi is now twenty-nine, gets her tiial.

(36)

In a clapter called The liovies / Pitzgerald makes the reader
visit & studio. Bloeckman prcposes to Gloria the role of a flapper
in a film directed by Percy B. Debris. She is given & typewritten
continuity and receives instructions just before the test. The
dircctor tries to get facial expressions and physicel reactions,
but Gloria cannct help "listenins to the regular sound of the

v £37) | "

camera. Wr Debris cannot make his decision before he has
scen the rushes # and the following day, Gloria receives a note
from Bloeckman who abruptly announces that Mr Debris needs " a
younger woman" for the part he has in mind. Neve. theless, since
"the acting was not bad" he proposes that Sg? play the part of
3

"a very heughty rich widow" in the film, ( When she looks in
the mirror, Gloria realises how tired her features are: "Ch, my
pretty face! Oh, whet's happened?"

This 'Belle Name sans lerci' has lost her looks and
rartly her mind. Anthony and Glcria then begin aristocratically
wolting for Adam Patch to die to inherit his fortune, while
Bloeckman, standing for the sclf-mesde man, in spite of his low
beginning grows in wealth and style just like the movies.

Neither Gloria no Anthony were able to act, while Bloeckman and
the Notion Picture were the symbols of action. The once-successful
writer Dick Caramel himself ends coptemptibly; reviewers never
moention his name without "a smile of scorn". He was accused of
making a great fortune by wiiting trash for the movies, but

"as the fashion in books shifted, he was becoming almost a byword

(39)

of contempt."

(36) 1Ibid. p. 321
% See Glossary of Technical Terms

Ibid., p.32
83 Thid.) poio
¢)

Ibid., p.342
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The Beautiful and the Demned ig full of conversation

about literature and the cinema and the author seems to complain
ebeut the difficulty of being a writer in an age dominated by the
new medium even if he was one of the first totally confirmed

Armcrican novelists. The Beautiful and the Damned was indeed

promonitory in announcing fiftecen years in advance the Fitzgeralds'
frilure and 'crack-up'. In 1936, Scott echoed to his prophetic
wiiting: "I saw that the novel which at my maturity was the
strongest and supplest medium for conveying thought and emotion
frem one human being to another, was becoming subordinated to
a mcchanical and communal art. . .As long past as 1930, I had a
hunch that the talkies would meke even the best-selling novelists
as archaic as silent pictures." (4¢)
For the moment, thc movies were still pantin~ for
stories and still helped Fitzgerald deal with his debts. In 1622

The Beesutiful and the Damned was sold to Yarner Brothers for

2,00 dollars, "which seems a small price," added Witzgerald in

a letter to Waxwell Perkins. "Please don't tell anyone what I got
for 1t." (41) As usual, the novel was rapidly adapted and filmed.
Tt starred Varie Prevost as Gloria, Kenneth Harlan as Anthony, and
Harry G. Hyers as Bloeckman., Thc script had been written by

Clra Irintzlau and the movie was directed by "illiam A. Seiter.
Cnc reviewer from St Paul described the film as "one of the most

(42)

of this version available, it is worth noticing that "illiam

hor:ific pictures in memory." Although there is no print
Seiteor--one of the earliest dircctors of Tirst National--has
soined a solid reputation as a film-meker. In 1938, he directed

Rocm Service stariing the Marx Brothers.

) The Crack-up, Op.Cit., p.48
A1) TUnpublished letter in Aaron Latham, Op.Cit., p.38
) James Gray, St Paul Dispatch, March 2nd 1926, p.15

See Glossary of Technical Terms



The Bezutiful and the Demned was followed the ssme year

(43)

(1222) by a collection of stories called Teles of the Jazz lge.

Ihese included liay Day znd The Diamond as Big as the Ritz, which

count emong Fitzgerald's best stories. Robert Sklar writes: "the
author's first impulse was to boriow the language of the movies
and call the book 'In One Reel'," (44) From the lMay Day riots

to the rotten splendour of the Ritz-Cezrlton, Scott Fitzgerald
openly explores and questions the irplications of the American
Drcam. Once again, the story is told——or rather, photozraphed——
by a young man named John T. Unger, sent to the most expensive ’
school in the world. There he is befriended by a strﬁnge boy
called Fercy "ashington, the son of Fitz-Norman C. Washington,
ovmexr of a diamond "bigger than the Ritz-Carlton Hotel."

"The richer a fella is, the better I like him," replies John

T. Unger. The author obviously plays on the symbolic names:
Unser for Hunger, Fitz for Fitzsgersld. The author's dilemma

iz shared between the personality of Unger the poor boy watching
the wealthy pecple act, and Fitz-Washington who stands for the
imerican Dream of limitless wcalth.

Washington's wealth was so absolute that he was in the
poslition to preserve the whole capitalist system and the social and
economic values of all Americans. He was more powerful than the
government which he corrupted. Built in the West, the Washington
chitcau is a Hollywoodian set tc be compared only to Criffith's
Bobylonian set. Little Unger asks about the man who planned the
"honecyed luxury" of the estate placed on top of the diamonds; and
Tercy answers reluctantly: "I blush to tell you, but it was a
moving-picture fella. He was the only man we found who was used
to playing with an unlimited amount of money, though. . .he couldn't

(45)

rcad or write."

) Tales of the Jazz Age, Scribner, New York, 1922
(44) Op.Cit., p.129
) The Diamond as Big as the Ritz in Tales of the Jazz Age, p.120

See P.
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In the same way that he was both attracted and repelled by the very
rich, Fitzgersld felt both fascinated and disgusted by the movies
endowed with "a more glittering and grosser power' (46) than
litcrature. "hile in his bath, Percy proposes to watch a movie.
"There is a good one-reel comedy in this machine today, or I can
put in a serious piece in a moment, if you prefer it,'"gsugrests the

(

trice to escape. He is saved by thce aeroplanes of the United States

black servant; 47) but the opulcnce proves a nightmare, and Percy

bombing the Washington estate in 2 scene which could have been
imarined by Fritz Lang in lietropolis, three years later. FPlanes
bombing a mountain of diamcnd is a fine cinematic conception.

Amid the sound of bombs and cxplosions stands Braddock “ashington,
becring an enormous diamond and "offering a bribe to God." The
vholec mountain is finally dissolved into tiny fragments. The story
ends with a retuin to Reality, which may be harder to face than

the false Dreams "Turn up your coat collar, little girl,the night's
fall of chill "

This ending could be compared to that in Jcan Renoir's

La Légle du Jeu when Christine asks her niece to stand straight

in spite of Jurrieu's murder. "Jackie, on nous regarde'" meets
"is was a great sin who first invented consciousness. Let's lose
it for a few hours. So wrapping himself in a blanket, he fell off

w (48)

In 1923, Scott and Zeclda Fitzgerald worked together on

to sleep.

a short story called Our ilovie Gueen based on Zelda's dreesu of

beccoming a star. In fact, Scott wrote only the last third of the
gstory and revised the text, adding a happy ending as usual.
Published in the Chicago Sunday Tribune, this story was more or
leoss forgotten until Matthew J. Bruccoll included it in Bits of

(49)

Paradise.

The Crack-ups; Op.Vit., p.4¢

The Diamond as Big as the Fitz, Op.Cit.,p.
Ibids, p.138

Brucroli, Op.Cit., p.83
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Gracie Lxelreld elected Queen of New Heidelbers is choren by Mr
C'fey the director to star ir the film "New Feidelberg of Cur
+iddle West", Gracie attends al: the rehearsals and wa*tches the
Indians' assaul® on location. Tlie day of the Preview, Crecie does
not recognise herself on the scr-en and feels ashamed and “ull of
hotred for the movies. Finall;, che does not go into the movies,
but she buys all the movie-merarzines and marries Joe twurphy. As for
“r O'Ney, he has a breakdown o tor which he is appointad by "Films
par kxcellence" to direct = film entitled "Iove and Tnsenity ;"

The F'itzgeralds seemed to have overcome the crisis caused by Zelda's
longing to act, and are now locking askance at the nov.os g if
loria Gilbert and inthony Patch had taken their rzevonze on "Films
par ¥xcellence."

Before cooperating on Cur liovie Queen Scoit asl started

a new novel, so they decided to 80 and live in Gread N:-% /ith
gcveral celebrities for neighbours. These were people like Gane
Buck, who was known .as the great Ziegfeld's closest acsistant in
the 'Follies' s Herbert Bayard Swope, the tamous spc-ts reporter,
4llen Divan, the Producer and dirvector, Lillian tezeel and Q.M.
Cohan. Their best friend was Ring Iardner, who scu’ a 2oem to Zelda
to say good-byes

"It's you and I back l.cme 2gain

To Great Neck, wherc men are men

Lnd booze is threc—quarters water,"
The FMitzgeralds were fleeing T.ons Island in an atscrpt to put
somc order into their riotous c¢xistence. In this pericd, the
middle of the twenties, Scott badly wanted to got back to work on
his novel, which was desisned on the model of the Creat Neck f

show business community.

% See Glossary of Technical Terms
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The Great Gatsby (50, wes published in April 1925. Tt

was a critical rathcer fthan a firenciel success. ‘axwell Ferkins
called Scott up in Marseilles that the reviews were enthusiastic
but the sales uncertain. Fitzgerald received letters of praise
from Certrude Stein, Fdith “harton and T.5."1iot, which convinced
him that he had attained the poak of his mastery of art and
tcchnique. Following his quest for a new moral perspective, the
author keeps on questioning ti e American Dream. Gatsby is not

& lcritimate member of the sho-businsss community in Great Neck,
he is accepted because he is th: product of the same shows the
very rich in the Roaring Twentics. He 1s strongly suspeccted of
beins a bootlegger and has accumulated a fortune like a movie
star." (51)

Gatsby acts. "If perscnality is an unbroken scries of
successful gestures, then therc was something gorgcous about him,
gomc heightened sensitivity to ttc promise of life." (52)
I"ilton Findus insists on Catsby'e acting: "There is some evidence
for bclieving that in making Gatsby resemble an actor who
reoarded life itself as his stagc, Fitzgerald thousht that he
wag drawing a universal human characteristic.” (53) Gatsby's
pexrties seem to have been preparcd by Hollywood and Broadway
gset dcsignerss his house with its "high Gothic library panelled
.A+th cerved English Oak, and probebly trensported complete from

somc ruin overseas' (54) is a Hollywoodian whim desizned for

7rnst Lubitsch's Bluebeard's “ighth “ife or René Clair's

T man

Dontbmes & vendre.like the big stars, Jay Gatsby "sprang from

B (55)

this platonic conception of himgclf. He was a son of Cod."

0) F.Scott Fitzgerald, The Orecat Gatsby, Scribner, New York, 1925.

1) Sce John H. Randall IIT, Jay Gatsby's Tidden Source of
“ealth, Modern Fiction Studies, summer 19675 Pp.24T=5T

) The Great Gatsby, 1.8

) lilton Hindus, F.Scott Titzgerald: In Introduction and
Interpretation, Holt,Hinehart and .inston, N.Y.1963,p.42

) The Great Gatsby, 7e51

) Ibid., p.105
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sniong the celebritics Daisy mcets in Gatsby's house, there is
a "“hoetly cclebrity of the movies." "The man bending over her",
scys Gatsby, "is her director." (56) %

Lecording to A. Le Vot, this sertence is the key to
the optical system on which the novel is technically based. (57)
The star appears‘tWice, always with her director bending over her.
".lmost the last thing T remember was standing with Daisy and
watching the moving-picture dircctor and his star. They were still
uindexr the white plum trec and their faces were touching except for
2 pale, thin ray of moonlight between. It occurrcd to me that he
hed been slowly bending toward her all evening to attain this
Proximity, and even while T watched, T saw him stoop one ultimate
degree and kiss at her cheek." (589

Fitzgerald introduces a supplementary elemcnt of
aystery with the characters of the creator and the crcature
facing the word in his brocess of creation. In the manuscript,
Jordan informs us about the ster and the director: "The man
with her is her director." 48 the man is bending too closely
over her, Deisy is afraid the ster would slip "and spoil her hair."
Totiby sugzested that Daisy give the star her hairdresser's
address and thus become famous. The star is her director's
crecture, but Daisy feels supcrior and refuses to be modelled
by Gatsby. Gatsby is a demiurge and now Daisy is afraid that
"some euthentically radiant youn:, ~irl" would "blot out" her

(&)
lover's devotion "with one fresh glance at (him)," (59)

(56) The Great Gatsby, Op.Cit., p.112

(57) indré Le Vot, Frencis Scott Mitzgerald:The Great Gatsby
y JA4rmand Colin, Collcction U2, Taris 1969)

ESB§ The Great Gatsby, Op.Cit., p.114

58 Ibid., p.7110

% Imong Gatsby's guests arc also Newton Orchid, who controlled
"Films par Excellence" and Lrthur MeCarthy, also connected
with the movies., They appear in most of Mitzgerald's work,
netably The Beauti{g{_gnd_t@e Damned, The Gresat Gatsby,
Tender is the Night and Cur 'ovie Queen, writton with Zelda.




Iiclk was now looking at the perties "through Daisy's eyes" (€0)
The slances of owl-eyes and the eyes of Doctor T.J, Bckelburg
witl their enormous spectacles are the mirrors in which the
destiny of a whole community is reflected. "God sees everything,"
says Vilson when his wife is killed. (61) They are like a
Jigantic screen upon which everyone prlays his own role under
Gatsby's direction. Everyone, that is, but Daisy, who killed
hig capacity for creation and thus caused his death. "hen Gatsby
weves bis hand in a gesture of farewell to his guests, he is
standing in the porch, alone and solemn. From the porch he
watches the bacchic parties in his garden. "rapped in his dream,

~

BT
sats

( by stands superior at the tor of the steps: "he stood on

thosc steps, concealing his incorruptible dream, as he waved
them good-by. " (62)

From the technical point of view, certain objects play
an important part in the narrative, as they do in the movies,
Ctasby has a swimming-pool Just like the star of Billy W:1lder's

Sunset Boulevard. "ilder was probebly using the visual effect of

Gatsby's body floating in the middle of the pool, when he filmed
from the bottom of the pool the screenwriter shot by the extra-—
vagant star. The end of a chapter is like the end of a cinemato-
graphic scene.
The gardener discovers ¥ilson's body "on the grass a

little way off, and the hclocaust was ccmplete," (63) "ilson had
becen driven to Getsby by the indication of the open yellow car and
also because everybody leaves his own trackson his way to death,
Just as happens in Fitzrerald's films. Here the tracks wre very
clear and cannot be obliterated. The Pest, the drcam, the present
interfere and Gatsby "paia - high price for living too long with a

single dream."

(6C) Tbid., p.111
(61) Ivid., p.166
(62) 1bid., p.154
(639 1Ibid., p.168
(64) 1Ibid., p.169
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Gatsby is paying for the betrayal of the Great
tmerican D ream, for believing too long in the green light for
which he had come a long way. Long Island is, as L. Le Vot
points out, a micrccosm of all Lmerica, where the Tast Tgg
stends for the new splendour and the Test fgg for nostalgia.

"est Fgg annonce aussi 1'Ouest que décrira The Last Tycoon,

la derniére frontiérc des illusions, Hollywocd."

In his descrirtions, Fitzgerald gives us rather
precise indicaticns on the distances, which enables us to
visualise the whole microcccsm.

"T want to be extravagantly acdmired agatn," wrote

(65)

Scott to John Feale Bishop. Unfortunately, the novel

wes far from attaining the seventy-five thousand copies

its author expected and Fitzgereld, depressed by Perkins's
telegramme, replieds "In all events I have a book of good
stories for the fall. Now I shall write some cheap ones

until I've accumulated cnough for my next novel." This

"next" ncvel was to be published almost ten years later!

Ls had become a habit, he would turn to the movies of his plans
camc to fail: "I'm going to quit, come home, go to Hollywood
and learn the movie business. I can't reduce our sga1?62§

living and I can't stend this financial insecurity."

The Great Gatsby was however adapted for the stage

by Cwen Davis and gave Fitzgerald a feeling of security for
a while. It opened on Broadway in Tebruary 1926 and was
directed by Georgs Cukor, who later gained a solid reputation

as an eminent film director with movies like David Copperfield,

Little “omen, The Jomen, L Star is Born, The Girls, My Fair Ledy.

(65) Tetters, p.377
(66) Letters, p.199



Fitzrerald had worked on the first script of The “‘omen,
but the scenario was finally signed by jniﬁa'Loos and Jane
Murfin.

Scott and Zclda were told by Salies+de-Bearn how
successful the play was on Br calway. Zelda wrote; "“'e had a
play in Broesdwayand the movies offered us $60,000, but we
wele china people by then end it didn't seem to matter
particularly." (67) In fact, the amount of prcefits from stage
anc screcn seles totalled about forty thousand dollars; but
at least Scott had the Broadway hit he had dresmed of as a
yeung artist. He never saw the play but read the reports.

One of them quoted by AmkurAMizener said: "Thec Qreat Gatsby

in the theater is at lcast half as satisfactory an entertainment
@s it is in the book." (68

ndrew Turnbull tells the extravagant visits to Paris
made by the author and James Rennie, the actor who played Jay
Gatsby on Broadway. itk the movie and stage rights, Scott
did not feel like working and his entire production sank to
netuing from February 1926 to June 1927. Instead, he 1cft
with Zelda for Antibes with the Murphys, where he often met
Rrrest Hemingway and Donald Cgzden Stewart, a script-writer who
wes t¢ remain among his best friendsy ( Stewart was to be
bariished by the MeCarthy Commission of Inti-Imerican Activities
after Torld Var 11).

Une of Scott's bpastimes during that summer was to
take amateur films and notes on the gay elements of the
Lmericen scciety "divided into two main streems, one flowing
towards T'alm Beach and Deauville, and the other, much smaller,

o
towards the summer Riviera." (6’)

(67) Milford, Op.Cit., p.118
(68) 1izener, Op.Cit., p.210
(65) Echoes of the Jazg lge, in The Crack-up, Op.Cit., p.15
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Fitzgerald did not yet know that he would have to
change from amateur intoc professional a few months later.
lizener wrote that the movies "offered Fitzgerald what always
drew him, a Diamondtas-Big-as-the-Ritz scalc of operation,

a world 'bigver and srander' than the ordinary werld." (70)
Just like Gatsby, Fitzg ereld needed much money to finance his
dream: Hollywood was the suttor's form of bootlegging ("writing
trash for the movies").

Fitzgerald scems to have paid littlec attention to

the first adaptation of The Great Gatsby written for Paramount

by Zlisabeth Mechan, thec former dancer of Ziegfeld Follies,
and who was later to adapt Dickens to the screen. The film,
directed by the nctorious Herbert Brenon (Peter Fan 1925,
Beau Geste 1926) starrcd famous actors like Tarner Bawter
(Gatsby), Lois “ilson (Daisy), Neil Hamilton (Nick) and

"illiam Powell (Tilson). The movie version of The Great Gatsby

was a commercial success but did not help much in selling the
novel. kLccording to Photoplay, quoted by Olivier Comte,
" 1'intérét passait de Gatsby & Daisy." (71) ifter this silent
version there were two other adaptations to come, one in 1949,
just before the Fitzgerald Revival, and the letest in 1974.
These three versions arc quite different frem ecach other, and
will be compared in the next chapter.

“hile he was in intibes, Fitzgerald had conceived

The Melarky Case, later tc be Tender is the Night. [t the ocutset,

it was the story of Francis Yelarky, a successful Hollywood
technician, who went to the Riviera for = holidey with his
authoritative mecther. Zelda's ill-hezlth and lack of money

drove the Fitzgeralds back to America where Scott intended

(70) Yigener, Op.Cit., p.180
(71) Cinéma 70, N° 148, p.¢



to work hard on his ncvel. Instesd he received on the last
day of 1926 a telesremme from John 7. Considine, a director

at First National DPicturcs, which said:

Am 8t1ll interested in gzetting fine modern college
story for Constence Talmadge and would like to
have you work on story with me in ILos wngeles Stop
In crder to frmiliarise ycurself with screen
personality of liss Talmadge would you like to sec
following pictures . . .Familiar with your cereer
and work in fact bclieve I was at Yalc while you
were at Princeton therefore it ought %o be casy to
us to understand cne another and work well
together. (72)

So at thirty-cnc, the novelist besen the year 1927
with a new career. .s usual, Fitzgerald wculd be mysterious
ebout this new job porhzps becsuse he was afraid it wculd
not work. On January 4th 1927 he told his editor Maxwell
Ferkins: "Going to the Coast for three weecks Confidential

address: Fiist National Pictures Hollywood. Eappy New Year." (73)

(72) twoted by Latham, Cp.Cit., p.4C
(73) Ibid., p.t0



CHAPTTR SIX

70 VERSIONS OF THE GRE.T GATSBY . . .

In 1949, Paramount decided to rclease its own version

of The Great Gatsby. [t that time Fitzgerald wes

almost completely forgotten by all but a few people working
on his life and works. Lirthur Mizener was preparing The

Far Side of Faradise (1951) and Budd Schulberg his

Disenchanted (1¢50). These two bocks being the starting

oint of Fitzgerdd's revival, the 19.19 version of The
L) 9 e—

Great Gatsby had to somc extent played the part of a preview

in the campaign.

The production was not ranked an 'L' film, and was
released in black-and-white without any special care. Success
did not yer depend on reviewss 1t was rather determined by
the sters. Paramount's leading idol was then Llen Ladd, the
enormously popular "tough guy." It seems that Llan Ladd
hkimself was dreaming of playing the role of Jay Gatsby and
helped the project gc¢ into production. The star was reputed
to have some similarity of feature with the extinct writers
perhaps he was tired of playing the hard fcllow, or perhaps
he wanted to add a prestige film to his filmography, and to
try his hand at a new kind of assignment.

In any casey; hc had insisted on the meking of the
re-make; but his fans never accepted him as the genteel
romantic hero in the Fitzgeraldian tradition. They expected
him to shoot and fight, and phrases such as "old sport" would
much more fit an actor like Robert Redford, who was to star in

the 197/ version of The Great Gatsby.There are some apparent

similarities betwecn the two actors and both look a little
like Fitzgerald himself who rcmains far and away the central

character in the bock.



Llan Ladd's performance was the film's basice-if
not sole=—accomplishment even if he failed to attmact his
traditional audiences. Fe was gorgeous in the way Fitzgerald
wanted Gatsby to be, and proved his ability toc soften his
looks and acting. He had known himself such & tremendous and
swecping success that he could question Gatsby's dream as his
own. Climbing from poor origins and limited education,; he
climbed to th: position of an Clympian 7od end was more
convincing than Robert Fedford who, in compariscn, looks
rather like a mcdel of the Hollywocd establishment.

In 7©lliot Nugent's film, Jay Gatsby wes a complete
mystery, while Jack Clayton and Francis . Ccppola in the
book's third adaptation provided the spectator with many hints
about the hero's links with what we would call teday the
'Mafia'. In the 1940 version, Gatsby appears as a naive
romantic hero rather than a gangster or a social climber,
while the 17| re-mzke introduces him as helf-gangster,
half-social climber. He became rich only to reach Daisy's
moneyed world. [lan lLadd's intcrpretation of the character
gave the special flavour to the story. Gatsby was a
mystericus millionaire who invited pcople he never met
because of the emptiness of his secrct life. "Un &tre vous
menque, et tout est dépeuplé," he would sey after Lamartine.

Time Magazine was morc down to certh: "Iadd locks about as comfort—
g

gunman at a garden party," it wrote on July 25th 1949. Yet the
quality of his acting and cven his small steture made him
look more like Gatsby that Kedford was to twenty-five years
laser.

In the sccond adaptation,; Betty Ficld was Daisy
and lMacDonald Cerey, l'ick Carroway, while Ruth Hussey was
Jordan and Barry Sullivan Tom Bughanan. Compered to the

1974 version of the film, the cast seems inedequete and



86~

sometimes pocr, particulerly when Barry Sullivan was concerned.
Tom Buchanen, a brutal, selfish, bourgeois character was
much better tailored for Bruce Dern who played the part in
the Jack Clayton film. Shelley "inters' features seem
closer to Fitzgerald's description of Myrtle "ilson: "faintly
sout," with "no facet . . .of beauty; . . .e women in the
middle thirties." (1) Trat is more Shelley .inters then
Karen Black.

“lliot Nugent who directed the sccond version was
a theatre man as well as a cinematographer. hen Film Fan

Monthly interviewed him about The Grezt Gatsby, he said:

"I felt very unhappy when I was making the picture. That
was a time when I was depressed, and I felt that I was doing
an injury to a man I greatly admired, Scott FMitzgerald.
I felt I shculdn't be meking the picture and Llesn Ladd
shouldn't be playing in it. But it finally turned out pretty
well, and it got quite gjcod reviews. Ladd was not quite up
to it, but he zot away with it." (2)

"In individual scenes," wrote a Time review,
""1liot Nugent's shrewd direction achieves an illusion of

(3)

in the two telkine versions is, apart from the use of

complete authenticity." The most striking difference
colours, the stress laid on the costume designs in the last
adaptation. In Dlliot Nugent's film, the actors were wearing
clothes that cculd hcove been confused with those of 1949,

In the 1974 version, Theoni V. {lredge, thc costume dcsigner,

gave each character clcthes corresponding to his perscnality

(1) The Grest Gatsby, p.31
(2) Film Fan “fonthly, N° 154, Iondon, April 1974
(3) TIvid. :




The story was called Lipstick and Fitzgerald had worked under
the control of John Congidine .fccording to Frences and [lbert
Hockett, this Considine had a rather bad reputation cmeng writers,
cxecreising constant censorship end often missing the point. (29)
7e rcfused, for instance, to take on Fred Lstasire, who was already
s star on Broadway, beccause he thought his test was "awful." (3¢)
Aven more serious was Fitzgereld's disagreement with Constence
Talmedge on the character she was to play. Later, in Tender is
the light, Rosemary will tell director arl Brady that she will
probably sign with First National or keep on with Femous Flaycrs.
(By tkc time the novel was published, the two companies had
merged into Warner Brothers ). Brady offers her a star part in his
next ricture: "Nather meke a picture with you than any gizl
sincc Constance Talmadge was a kid."

"ihy don't you comc back to Hollywood?" asks the star.

"T can't stand the damn place,'" replies the director.
"t for Rosemary, "The Mediterrancan world was less silcent now
shat she knew the studio was there." (31)

Fitzgerald's attitude towards Hollywood was composecd of
attraction and disdain. Like Gatsby, he is enchanted and repelled
by his "incorruptible dream." Dolly Caroll, the hcroine of
Lipstick, is a collector of pictures, meinly of stars and flappers,
pinncd up on her cell walls. The story continues to tcll how
Dolly, freed from prison, tries tc be a success. She is even
invited by University professors compared to prison guards. (32)
Dolly attracts everybody with her magic magnetic lipsticks; but
o nowspaper debutante steals it, and @lmost lanss in jail.

Howover, there is a happy ending, end Dolly wins the man she loves.

2¢)  Latham, Op.Cit., Dp.54

30) Iatham, Op.Cit., p.54

31) Tender is the Night, Op.Cit., p.c0

32) TF.Scott Fitzgerald, Lipstick, in Princeton Univeisity
Iibrary.




Jftor finishing his script, the suthor left Hollywood for
“4lmington, Deleware, because Zclda was 'crazy to ovm a house."
.,lso, he had realised that working on the movics was very hard;
aftor two months, he received a cable from John
announcing: "Sorry . . .we have dcecided not to producc picture
bascd on your story. Bveryone thinks the beginning or premise
contains exceptionally fine meterial but that rest of story is
weak. Stop. "

considine also suggested that the story should be
gubmitted to Budd Schulberg of Tamous Players to sec if the story
fittcd Bebe Deniels, but stronzly advised that Titzgerald's name
should not be mentioned. Scott did not teke the advice seriously
cnywey, but felt deceived by his feailure: "I had worked so
desperetely hard to develop a hard, colorful style," he later

(33) about what he

rocelled in a letter to Secottie in 1937
callicd his three Hollywood vcntures. "The first one was just ten
yeors ago . o .Total result--a great time and no work. I was to

be paid only a small amount unlecss they made my picture--they
didn't."

Fitzgerald's feilure could be explained by many clements,
such ss his "hard, colorful prose style" which was difficult to
rcconcile with 2 silent, black and white picture. Hollywood was still
in the /ge of Innocence and big productions based on straight

action stories like Ben-Hur or The King of Kings. Lipstick was

the wrong kind of story for Hollywood in 1S27. Tuch later,
dircctors like Ceorge Cukor or Blake i!dwards became specielised
in this kind of "hard, colorful" comedy style, later to be called

the ".merican ccmedy."

(33) Ietters,pp.3C-31




Titngereld's disagrecment with Constence Talmadge probably
acccntusted the conflict with the studio. The man who was
courting the star was himself a hcro much like the tragic and
ronantic heroes of Fitzgerald: Irving Thalberg, head of ¥GM
production since the age of twenty-five. Fortunatcly, Thalberg
nover merried Constance Telmadrse; end Fitzgerald had met the

guitehle hero for his tragedy.



CF.¥FTER MIGET

SECOND TRIFP, ZWCCND VENTURE . . .

Finally, Scott Titzgereld went back home without the
i+, money. He was determined to woik on his new novel The Telarkz

Cage, elso known as The Boy who killed his ¥other and leter,

Dendexr is the Night. The summe. of 1927 bevan with some progress

and the novel eppeared like thce story of Francis ‘elarky, a
successful Follywood technician on holiday on the Tidviera with
his mother. But the next year, Zclda's mental health shoﬁed the
first signs of disturbance. Trobebly upset by Scott's flirtation
with Iois Yoran, Zelda decided tc become a ballet dencer at
twenty seven. “ith his novel still inceomplete, Scott breought
Zolda to Paris for lessons under the direction of Iladame ITuga
‘morova. When they returned to the States, the gap between them
hed widened and in his turn, ZScott beian to crack, drinking too
heevily and falling decply into debt in spite of his continuing
i income. He needed moncy and devoted his time to short stories

for The Saturday 'vening Post. [fter Fitzgerald had visited him

in New York, H.L.l"encken, who had felt the cracking-up aprear,

tecld his assistent that Scott would never amount tc any thing

unless he got rid of 2Zelda who had now becomc a burden on him, (34)
‘his was the 1esult of the "wide-syread ncurosis"

which began to be evident by 1¢27 and which Titzgereald later

dcscribed in Fchoes of the Jazz Lge. Lmong the stories Scott

si'ncd for financial reasons, one was in fact written by Zelda,
and published by The Post in 1¢ 2C under the suggestive title

The ¥illionaire's Girl. Caroline decides to become a movie star

(34) rilford, Cp.Cit., p.139
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in order to win Barry the millionasire who has let her dowm.

" nintonent je vais m'imposer au cinema, un srand succés, pour le
choigir une deuxiéme fois." (35) Ceroline was so good in her
£ipat film that the director decides to give more importance in
the editing to the character she played. "Tne premiére

a' ollywood est un conte de féc," remembers the storyteller,

he rives an account of the atmosphere surrounding a preview

ten years before Nathaniel West's The Day of the Locust.

teroline becomes a celebrity and meriies her millionaire, " et
deouis qu'a cette oaesimelle a renoncé au cinema, ils ont eu
muitucllement beaucoup de reproches & se faire." (36)
That was three years anc, and since the story was
published in 1¢3C, it is possible to link the ending with the
Lois I oren incidents "Il y a meintenent trois ans, ¢t jusqu'ici
ils sc sont gardés 1l'un comme 1'autre d'introduire une instance

cn divorce." (37) They did not divorce, but lived constantly on

thic cdge of a break-down as “loria end .nthony did in The Beautiful

anc _the Damned.
Just before leaving .mcrice again for Furcope in the
springe of 1929, Fitzgerald wrote in a short story called The

Swimmerss "Yoney is power. lMoney made this country, built its

~rent and glorious cities, crecated its industries . . .It's
moncy that harnesses the forces of Nature." The hero of the story

1zft for iurope just as Scott TPitzgerald dids "I am sneeking away

(35)
Translated into French by Jean dueveal,
(36) Ibid., p. 232
(37, Ibid.
% lLote: Civen the strict rules under which & film was prepared

and made in Hollywood, it is hard to imagine a Director
changing the shootinp-script or the editing, since few

directors could cven attend the editing process or the
screenings. In The Last Tycoon Fitzgerald wrote:

"directors did not apicar at these showings-—officially

because their work was considercd done'. (p.65)

#% See Glossary of Technical Terms.

7elda Titzgerald, The “illionaire's Girl, Bruccoli ;Op.Cit.,p.230C
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like a thief without leavinsy the chapters," (38) he wrote to
llaxwell Perkins who was waiting for the new novel to be completed.
The Titzgeralds travelled to lLlgeria in February 1930 in an
attcmpt to escape themselves. They visited Biskra,; Bu Sagda,
Constentine and Timgad as well as J/lgiers, of which Zclda wrote:
"It is one of the places I shou%d %ike to go again. Llgiers will
3

always remain colored for me,"

The Swimmers appecared in The Saturday 7Tvening Post of

Cotober 19th 1927. Mour days later, the New York Stock }arket
cnd i1ts great crash made the twenties as rast and archaic as the
liddle lLges. Ls a symbol and a spokesman for the twenties, Scott
Titzgereld suffered the crash too and suddenly bccame an old
writcr of the past. Six months later, Zelda suffered a serious
nervous breskdovm. The tragedy came in social, personal and
artistic forms to Fitzgerald. The Colden Era was over; in six
months,he had turned into the most famous 'has-been' in /merican
literature. The author was imnediately conscious of the change
that had occurred in his life and subsequently expressed his

feelings in one of his best short stories, Babylon Revisited.

Charlie “lales is a chronicler of the change: "I have lost
cverything T wanted in the boom," he confesses. Lt least, Charlie
wants his daughter back, becausc he now knows what killed Gatsby and
ceuscd [nthony Patch's decay; it was their attempt to substitute
" & 1'élan créateur de 1l'ima~ination 1la croyance au pouvoir

catalyseur de 1'élan." (40)

(38) Ietters, p.232

(39) 1ilford, Op.Cit., p.249

(4C)  indré Ie Vot, Introduction & F.Scott Fitzgerald, Short Stories,
(iubier-Flammarion, 1972), p.37
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TMitzgereld proved his ebility to understand the
neture of his pest, but his knowledge did not prevent his coming
back to the heart of Babylon in November 1931 and living his

second venture in Hollywood Revisited. # The Fitzgeralds were

living in Montgomery, lilabama, both to escapc the effects of the
Depression and to help Zelde recover from her breskdown, when

an offer ceme through Scott's agent Farcld Ober. It ceme from
L@I wonder-boy Irving Thelberg and Fitzgerald acccpted it for
many reasons. He wanted to escape from the atmosphere of illness
and quarrel in which he was living in liontgomery; furthermore,
the forgotten herc of the Roering Twenties had turned thirty-five
that yeer end necded money to pey bills fer the expensive school
and sanatorium he had sent his dsughter and wife to respectively.
But mcney was not the only rcason. Fitzgerald had come to Holly-
wood eager to wipe his first rankling failure of 1927 out of his
memory, and try his hend agein at film writing.

Lt MG, he was seing to work with Irving Thelberg. Lt
the age of thirty-two, Thalberg had been an importent figure in
Follywcod for a dezen ye:rs. He was now the leading producer of
the biggest film company confirming the impression he had made on
Fitzgerald during his first visit, when the author had met the

young producer. In The Last Tycoon, Fitzgerald recorded Tralberg's

comments while they were having lunch in the MQM commissarys

"Scottie, supposing there's got to be a road tkrcugh

a mountzin and . . .there seems to be half a dozen
possible roads . . .cach of which, so far as you can
determine, is as gcod as the other. Now suprpose you
heppen to be the top man, there's a point where you
don't exercise the faculty of judgement in the crdinary
way but simply the facmlty of arbitrery decision . . .
when ycu're planning a new enterprise on a grand

scale, the peoplc under you mustn't ever know or guess
thet you're in doubt," (412)

(21) F. Scott Fitzgersld, The Last Tycocn (Scribmer, N.Y. 1941)
(42) 1Ibid., pp. 134=5
Note: In a letter of 15/1/32 to Maxwell Ferkins, he saids "I'm
doing that Hollywcod Revisited in the evenings and it will
be elong in, I think,six days—--maybe better." Lietters,p.215
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Fitzgerald had been struck by the shrewdness,; ot rather,

he "lergeness" of the young men's remarks. Irving Thalberg liked
writers: "I think I understand them," says Monroe Stahr. (43)
His attitude towards them "was that of a Renaissance prince with
a veet ptaronage of artists. He was tolerant of their human
frailties. " (44) In fact, Thalberg needed more and more scripts
and was ready to pay high priccs for screen properties. Fe bought
orisinel novels, stories or pleys; then he employed five or more
vriters to adapt them. Fitzgerald was not the only writer Thalberg
brought to Hollywood. The sound cra made it even morc necessary
fer Hollywoed to use literary talents. Titzgerald found there
somc people he knew, like Dorothy Parker, Donald Ogden Stewart,
Dvicht Taylor and other femous names like George S. Kauffman,
Ben Heeht, George Kelly, Flliot Nugent, /nita Loos and even the
“nglish playwright, Frederick Lonsdsle.

Thalberg necded writers to be readily available when he
was hot satisfied with 2 previaous treatment of a story. If it cost
0. a lot of money--most of the hundred writers working for the
compeny received over one thousend dollars a weeke—it was less
cxvensive than having a super-star like Jean Harlow or Clark Gable
vithout a part for a few wecks. While discussing their projects
and work, writers often discoveied that they werc working on the
samc script, which proved embarressing for them: but Thalberg
did not mind. He was the sovercism of a new Impire, maybe the
only one that had not been affccted by the Crash. He was the
'Last Tycoon.'

Thalberg preferred using original writing as raw
mateiial for scripts. This time, Fitzgerald was not assigned

to an original story of the Lipstick kind. Thalberg was looking

(43) 1Ibid., p.150
(44) Bob Thomas, Thalberg,lifc and legend, Banton Book, New
York, 1970, p.163




~106-

for a story that would make Jean Herlow a star, because he knew
hor badly audiences wanted to identify with new stars. Fe therefore

asked Fitzgerald to write an edaptation of The Hed-hcaded YWoman

which was regarded as a Fitgeraldien novel by his imitetor
Katharine Brush.

Fitzgerald signed a five-week contract at twclve hundred
dollers e week and would leave Hollywcod with sixty thousend
dollars whether the film was madc or not. If he succecded, he
would heve the prospect of a new contract and could thus consider
the future optimistically on both financial and artistic grounds.
Scott wrote from Hollywoodto Zelda that if his script was acccpted,
he might make seventy-five thousand dollars. Zelde, who folt
anxious ebout her husband's new t1ip, wes delighted and started
meking plens: "We could build us & house . . .'" she rcplied, (45)
agling him however not to mention again "Lily Dalmita or
Constence". Zelda was still thinking of the silent era stars
whilc Scott's new assignment wes to compose something great for
Jeorn Herlow. Thalberg wented something of a sympathetic portreit
of a girl who tries to climb the social scale by sleccping around
with men who could help her, but it proved difficult for Fitzgerald
to write the kind of script the chief executive had in mind.

In 1937 he wrote to Scottie ebout his second venture in
Tollywoods "The second time T wont was five years ago. Iife had
~otten in some hard socks and while all was serenc on 10D, with
your mother apperently recsovered in Montgomery, I was jittery
undernesth and beginning to drink more than I ought to. Par from
aprroeching it too confidently I was far too humble. I ran afoul

of a bastard called de Sano, since a suicide, and lect myself

(45) lilford, Op.Cit., p. 206
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In his letter to Scottie, Fitzgerald called de Sano
"a bastard" and charged him with the failure of the adaptation.
De Senoy, whom fiaron Ltham introduces as a supervisor, was in fact
a Dumanian-born citizen, an eccentric and brilliant director.

He weuld probably have direted The Red-headed Woman if Fitzgerald's

script had been accepted. % Unfortunately, the treatment has
neither been accepted nor preserved: all that remains of it is

a soventy-page script with de Sano's coriections. The first part
of it can be found in the Princeton University Library. The
original script is not mentioned in the author's essays but
Mitzgerald complained of de Sano's interference: "He changed as

I wrote', which was a usual practice, but the successful novelist
was unable to cope with this new situation. In a2 letter to Zelda's
psychiatrist, Dr Forel, Scott Mocked Hollywood and gave the
impression of feeling lowered by his job. Just before leaving
Iollyvood, he received a letter from Zelda to whom he had expressed
his dissstisfaction: "I'm sorry your work isn't interesting.

I hed hoped it might present new dramatic facets that would make
un for the tediousness of it. If it seems too much drudgery,

el
L

and. you sre faced with the 'get-tosether-and—-talk-it-over!

tochnigue--come home, Sweet. You will at least have eliminated

Hollyvwood forever." (49)
When he left, Fitzgersld felt "disillusioned and

disgusted, vowing never to go back" but at least he went away

"7ith the money, for this was a contract for weekly payments." (50)

Since The Red-headed Woman was a woman's story, Thalberg

decided to ask one of Fitzgerald's friends, /nita Loos, to rewrite

the script. De Sano himself was fired, although he wanted somebody

(4¢) 1ilford, Op.Cit., p.201
(50) Letters, p.31
% Note: Marcel de Sano had been lsrgely successful in 1025

with The CGirl who wouldn't "ork, based on a story
by B.P.Schulberg.
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elsc on the script, Thalberg decided that except the cast,
everybody was geing to move away from the project until he found
(51)

people who "can get hot on it again." Jack Conway,; a

successful director of the thirties, was called in to direct
the film which starred as previously announced Jean Harlow,
Chuster Morris, Lewis Stone and Leila Eyams.

Heving sworn never to return to Hollywood, Fitzgerald
went back in 1937 with an MGV contract. One year before, Thalberg
had died znd one may recall what the writer Joel Coles had said
of the death of producer Miles Calman: "What a hell of a hole he
lcaves in this damn wilderness--already!" (52) "hen Thelberg
died in 1936, Fitzgerald wrote: "Thalberg's final collapse is
the death of ?n §nemy for me; though I liked the guy
n (54

cnormously. Is ever, Titzgerald's fondness for the character

is based on ambiguity and dilemma. In Crazy Sundays hc remembers

how he was fired by a man who attzacted him as a romantic hero,
the last of the Hollywood tycoons. In January 1932 Titzgerald
anuounced in s letter to Maxwell Ferkins: "I'm doing that
'llollywood revisited' in the veneings, and it will be along in,
I think, six days--maybe ten." (52)

It is interesting to note the parallel established
betwecen Hollywood and Babylon in the novelist's mind. The first
drext of the articles was incorporeated in a short story called

Crazy Surdays. The Saturday ‘vening Post and Scribner's rejected it

and 1t was finally accepted by E.L.Mencken for the Lmerican

llercury for "financial value of name" suspected FPitzgerald.

(51) The Last Tycocn,p.49
(52) Tatham, Op.Cit., p.203
(53) Letters, p.245

(54) Thomas, Op.Cit., p.304

N

Note: Jack Conway, revealed by The Red-headed Woman, is known
for commercial successes like Too Fot to Handle (1938),
Boom Town (1940) and Honky Tonk (1941), all starring
Clark Gable.
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Ho was wrong, for the story contained a sharp vision of Hollywood
community which Mencken did not fail to notice, Fitzgerald's
confusion came from his inability to understand that Mencken was
the cnly one who dared to face the possibility of giving offence
to people like Thalberg, lMarion Davies or Norma

Joel Coles who is writing a continuity is introduced as a writer
of twenty-eight, '"not yet broken by Hollywood." He is delighted
when he receives an invitation to a Sunday afternoon party at
Calman's house: "The Marion Davies crowd, the high-hats, the big
currency numbers, perheps even Dietrich and Garbo and the Marquis,
people who were not sean everywheie, would probably be at Calman's."
Since Coles is described as "a young man of promise'"--Fitzgerald
wag thirty-five—--the author wes most probably referrins tc his
friend Dwight Taylor, Laurette Taylor's son. Coles, wko "agreed
thet writers drank too much'", promised himself that he would not
do so this afternoon. In actuality, Dwight Taylor had come with
Mitzserald to chaperone him and prevent him from drinking, knowing
vhat a heavy drinker Scott was. Coles s greeted by Stella Calman
(3tella Walker, of course) whom he compliments on her baby. Norma
Shecarer the feamous star and Mrs Thalberg at the same time also had
a baby by the same period. ALs soon as Dwight Taylor moved off,
Titzoerald forgot his determination and took one cocktail, then
another. "Possessed by the hunch, his blood throbbing with the
scarlet corpuscles of exhibitionism," Coles-Mitzgerald announced
to Norma Shearer that he wanted to sing, neglecting the fact

that his exhibitionism was nothing in front of professional
exhibitionists. It was a song about a dog, and, remembers Dwight
Taylor, the superstar Ramon Navarro proposed to improvise a

piano accompaniment. The guests gethered round "like people

(55)

gathered at the scene of an accident."

(55) Dwight Taylor, Joy Ride, G.P.Putnam & Sons, New York, 1959,
Ter 245 -
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Toxr poor Fitzgera.d, it was to be a deplorable accident. The song
besan with these wordss

"In Spain, they have the donkey

In lustralia, the kangaroo

In /frica they have the zebra

In Switzerland, the zoO

But in lLmerica, we have the dog

/nd he's a man's best friend."

In Crazy Sundays, Coles is dictating a burlesque based

upcen the film colony which only caused 'the resentment of profess-—
ional toward the amateur, of the community toward the stranger."
The only person who showed, oI feigned, some sympathy was Norma
Sheerer who sent a telegram to Fitzgerald the following days

"7 thought you were one of the most agreeable persons at our tea."
Coles received exactly the same from Mrs Calman but he missed the
point, for he thought it was nthe sweetest thing I ever heard in

(57)

Yhen he met Dwight Taylor, he realised how bad his

my life."

oxhibtion had been. "This job means a lot to me," he told him.

"I hope I didn't make too much of a jackass of myself. I don't

know why I chose yesterday of all deys to go off. I always do that--

(58)

at just the wrong time."
With his script zoing the wrong way and de Seno on his
tracks, Fitzgerald's bad performence hastened Thalberg's decision
and the following week, the writer was fired as Thalberg had fired
fomous artists before him, particularly Bric Von Stroheim, one of

the most gifted directors in film history.

(
( 7% Tbide, pe190
(58 Taylor, Op.Cit., P.246

56) Crazy Sundays, in Taps at Reveille (scribner; N.Y°,1935) p. 187
p)

56)
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The rest of Crazy Sundeys concerns the maritsl problems

of the Calmans until Coles's attempt to seduce Stella is doomed by
a telephone call which announces Viles's death. ""hat = hell of a
hole ke leaves in this damned wilderness——zlready!" exclaimed Joel
Coles five years before Thalberg's death. Fitzagerald had hed
forebodings about such a hero, as if, like Gatsby, he was too
Great for this world. When he came back again to Hollywood,

in 1¢37, Fitzgerald found a different atmosphere. Almost at once,
he decided to write a novel on Hollywood: "Show ra a hero, I'11
vrite you a tragedy,'" he used to say. His second trip tc Hollywood

had at least provided him with a hero. The tragedy was soon to come,



CHLPTER NINE

TENDER IS THE NIGHT--IN HOLLY.OOD

/fter leavinz Hollywood, Fitzgerald was determined to
put an end to the novel he had sterted sixteen years before in
Intibes. In May 1932, Scott found a house near Baltimorc. It was
called 'La Paix! and belonged to Mr and Mre Bayard Turnbull.
iTaxwell Perkins remembers that Scott was still drinking heavily

but st the seme time working hard on Tender is the Night.

'he author noted in his ledgers: "The novel now plotted and
planned, never more to be intecrrupted.” (1) Several drafts had

been outlined before the novel was. settled as Tender is the Night.

Trom 1€25 to 1930, Fitzgerald had based his work on The liclarky Case

the stery of a Hollywocd cameraman who comes chaperoned by his
mother to the Riviera for a holiday. Zelda sugrested cealling the
novel 'The Boy who killed his Mother', for that was what happened
at the end of this version. Lfter his 1€27 trip to Hollywood,
Fitzgerald made Melarky eager to avoid the movie colony. When he
learns that the director Warl Brady 1s making a picturc in.lonte
Carlo, Francis tries to get in the film. "More than anything,

he wented to meke pictures." The character of Warl Brady is

(2)

probzbly based on Rex Ingram, as GCenevieve and Vichel Fabre suggest.

(1) 1ilford; Op.Cit., p.260

(2) Cencviéve et Michel Fabre, Tender is The Night, U2 Collection
(4irmand Colin, Paris, 1969), p.226
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Fitzgerald had met Ingram at the Murphy's. He possessed the
Victoria Studios in Nice wherc he had directed famous runaway

films like Mare Nostrum and the Gerden of [llah.

After he had written a short story called The Rough
Crossing, Fitzgerald gave up the Lelarky version: "I'm working
night end day on the novel from o new angle that I think will
solve previous difficulties." The movies are not excluded from
tlis new draft, which the autbtor began in 192%. Fitzgerald uses
this time a great deal of what he had observed during his 1927
stay in Hollywood. Francis Melarky is rcplaced as a lecading man
by Lew Kelly, & director who lceves for Burope with his wife

Nicole. Just as in The Rough Crossing, a young girl named

Roscmary tries to catch Kelly's cye in order to get into one of
his films. Rosemary, who acts under her mother's influence,
rcminds us of Lois Moran, and the relationship between ILew and
Nicole ¥elly of that existing at that time between Scott and
Zelda.

Before leaving for Hollywood in 1031, Fitzgcrald had
alrcady abandoned the Kelly version. In the mean time, Zelda had
suffcred a break-down and her father died while Scott was in
Hollywood. His trip without her hed caused another brcsk-down
in Jenuary 1932 and Fitzgerald felt uneasy after his second
failure as a scriptwriter. “hen he returned to his novel, he was
obsessed by Zelda's mental insanity and his reliance on alcohol.
The book was finished in early 1934 and published under the title

Tender is the Night. ITn the finel version, the setting is still

the Riviera, and the protagonists a community of wealthy fLmerican
cxpatriates; but the hero has bccome a notorious psychiatrist,
Dick Driver, who falls in love with a patient, Nicole Warren.
F.G.W.Cross considers that ":luch more than a psychologicel novel,

Tender is the Night is Fitzzerald's attempt to diagnose the
(3)

sickness that money breeds.”

(3) ©Op.Cit., p.79



The presence of people like RBarl Brady and Roscmary Loyt is
losical in this context and stands for the material sickness of
the film community in the United States. "Rosemary Hoyt and her
mother enter as if they entered on a silent theater stage,"
writes Robert Sklar, until the reader ¥1§arns that Rosemary
4

herself is a motion-picture actress." Fitzgerald has
assimilated some of the motion-picture principles, for as Sklar
soes on: "The stage is divided between the dark reoplec and the
light."

The first part of Tender is tte Night is domineted by

Roscmary's angle of visions "the star of 'Daddy's Girl' is a

Girl without a deddy." (5) "lhen she falls in love with Dick,

she is meking » compensation. This love will be "one of her

greatest roles" and Rosemary is referring to Dick Driver as the
cxtremely skilled director she was looking for. Like Lois Moren,
Roscmary Hoyt looks "so younz and innocent . . .embodying all

the immaturity of the race," (6 while Dick and Nicole Driver
represent "externally the exact furthermost evolution of a class." (7)
Lfter a lucheon, the Drivers, the Norths and Fosemary went to a
rrojcction room at Franco-imerican Films for a screcning of

' 'Daddy's Girl.' When the lights went on, Dick simply said,
"You're geing to be onc of the best actresses on the stage," (8)
end FRosemary cchoed: "T've arrenged & test for Dick."

Dr Driver rejccts the offer, pretending he is "an old scientist"
contrary to Fitzgerald who did 50 before the cameras when Lois

(o]
lloran asked him to be her "leading man in a picture.” (/)
In The Great Gatsby, Daisy menages to escape Gatsby's

prctension to direct and create her. in Tender is the Night,

Sklar, Op.Cit., p.266
Ibids, p.267

Tender is the Night, p.137
Ibid., p.o8

Ibid., p.138

Tbide
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Dick tekes a superior attitude and refuses to be the creator or
demiurge for Rosemary, whd is then conceived as =2 product of
beauty and innocence. And yet Dick Driver is an actor. "Ve're

0)

samc werds used by Felen Avery to George Hanaford in lagnetism,

such actors, you and I," exclaims Rosemary in exactly the

Iike Gatsby, Dick Driver is the "organiser of private gaiety,
curator of a richly incrusted hapriness." (11) In Fitzgerald's
conception the artist of the post-Cresh era should be a movie
dircctor and a psychiatrist together, if he is to express the
'wiidespread neurosis' of the thirties. Rosemary finds the two
characteristics combined in Dr Dick Driver's complex personality:
"Catajulted 'from the middle of the middle class' to the
'uncharted heights' of Hollywood; where dreams are trenslated into
shadows, 1t seems to Rosemary that Dick has indeed recreated

(12)

4 product of a new ait, Rosemary is still innocent,

Iiden."

while Dick and Nicole, beautiful and insane, are the products

of modern /mericea threatened by powerful forces of disintegration,
Onc of these forces is represcnted for Dick by thc past: "Time
stood still and then every few years accelerated in a rush, like
the quick re-wind of a film;" and now that Nicole was cracking,
"he could not watch her disintesretions without participating

(13)

Roscmary comparcs Dick to the "novelist just back from Russia,"

in them." in the novel, time passes as in a movie and when
what apyearcd mainly was his "toechnique of moving many types."
Ter next rhantesm illustrates her convicyion of Dick's ability
to direct a film: six of the "noblest relics of the evening" tell

the night concierge of the Ritz that General Pershing wanted

Ibides Dis 144
Ibid.

K.G.W.Crogs
Tender is %

y Op.Cit., p.81
he Night, p.190
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caviar and champagne. ¥hat follows is 2 setting prepared for a

shootings nfrantic waiters emerged from everywhere, @

was sct in the 1obby « o " 14) The scene conceived in Tosemary's

mind end angle ig written like a shooting continuity.

Yhen Rosemary and Dick discover Petcrson's body, Dick

thinks immediately of the 'Lrbuckle Case' on which ''the paint

was scercely dry." He fears for Rosemary whose "contract was

exception-

contingent upon an obligation to continue rigidly and un

ally as Daddy's girl." (15 Dick himself arfucs about Rosemary's

prettiness; introducing a restriction in his remarks

"She was

well directed,” (16) implying that she needed either 2 director

or a father every moment of her 1ife. Rosemary herself is

conscious of her dependence on gereen and psychiatry tosethers

ngf course, 1 Do Love Dick Best," but the dircctor was leaving

for Hollywood and "I think we ouzht to leave toos"

(17)

Lollywood, "where all'American women would be happy" echoes

racthe Cregorovius. 7 Pitzgerald had not forgotten Norma

Talmadge, the gl rl. Thalberg was courting and who had been supposed

to star in Lipstick seven years becfore: "Norma Talmadge must be

o finc, noble woman beyond her loveliness. They must compel her

4o play foolish roles." (18)

vhen Dick meets Rosemary years later in Itely, sh

longer a 1little girl but a woman. Vhen Dick announces that he

Q
thad 'Deddy's cirl' run off Jjust for myself," (19) Rosemary

repliess "I have a good part in this one if it's not cut."

-She feels anxious not only for her career but also for her

tgex—appeal’ which appeared clearly, she thought, in the rushes.

) Ibid., p. 146
5) TIbid., p-179
6) 1vid., p.186
7) TIbid., p.162
8) 1Ibid., p.258
¢) 1Ibid., p.229
% See Glossery of Technical Terms
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R,

Roscmary is et last a grown-up. Deddy's girl belongs to the past

and her presence in the 'runaway' film colony increases Dick's

Jjealousy and "feeling of dissatisfaction." "She wanted to be

taken, and she was, and what began with a childish infetuation

on & beach was accomplished at last." (20) Consciously or not,

Titzgerald is condemning his dream of innocence and beauty as

symbolised formerly by Lois oran. Hollywood is no longer a place

for innocence. "hile Dick is having dinner with Hussein, he

"told him preposterous tales" zbout Hollywood, pretending that

"every hotel suest is assimned a harem." (21) By the end of the

novel, Dick Driver has lost everything he cared for and started

up a medical practice in Buffalo, "but evidently without success."(zz)

"Likc the hero 2t the end of 2 lestern movie," writes K.G.%,Cross,

"the figure of Dr Driver recedes into the distance." (23)

“hen Tender is the Night was published in 1¢34 efter so

many years of toil and trouble, Fitzgerald failed to gain the

attention of either the reviewers or the audience, selling no more

han 13,000 copies. The Depression had represented a sreat blow

to book sales but had a2lso made it difficult for audiences to

sympathise with failures like Dick Driver. Most of the reviewers

missed the novel's depth and supreme qualitys; Fitzgerald again had

to confront his conviction of himself as a failure and despite

some demonstrations of support and esteem, he felt once again his

old dilemma haunting him. is early as ipril 1234, he wrote te

H.L.lMencken:" I am afraid I am geoing to have to violate your

Tavorite code of morals-—the breaking of engagements—-beceuse I've

got te go to New York about trying to capitalise on my novel in

the movies."

(24)

Ibid., pp.232-33
Ibid., p.278

Ibid., pP.334

Cross, Op.Cit., p.8¢9
Letters, p.529
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e badly needed money, but his work of art had failed %o provide
him with the necessary financial security. In a letter to Taxwell
Perkins dated October 1036, Fitzgerald noted: "There is no
1ikelihood that af ter the comparative financial failure of Tender

is the Night that I should be advanced a sum as $36,000. The

prescnt plan, as near as I have formulated it, seems to be to
£O on with the endless Post writing or else go to Hollywood
again." (25) The letter ended with the short comment: "My God,
dobt is an awful thing!"

Goingz back to Hollywood seemed to be the worst solution
in 1¢36. Instead, Fitzgerald would try the possibility of selling
the movie-rights but a big sale depended either on a "'success
d'ostime" or on a literary and financial success, and Tender is
the Night had gained neither. The novel failed to interest the
movic studios. Fitzgerald decided to write a screen treatment
vith Cherles Warrenj they even mede a list of actors and actresses
who would eventually star in the film.

Katherine Hepburn, Miriam Hopkins , Dolores del Rio
werc suggested to play the character of Nicole Driver, while Dick
should be chosen from among people like Fredric March, Robert
Montgomery, Richard Barthelmess, Douglas Tairbenks Jr - « =
Ton:1d Colman, George Raft and Ina Clair, the forgotten actress

(26)

of The Quaker Girl were also namecd for the other characters.

nScott didn't know anything about adaptations," asserts
Varrens (27) which is difficult tc accept after two ventures in
Tollywood and a literery expericnce pervaded with cincmatic and

tcchnicel references. It took Fitzgerald and his friend a few weeks

(25) Ietters, p.289
(26) 1atham, Op.Cit., p.86

(27) Cuoted in Latham, Op.Cit., p.¢2, from an unpublished letter
to Bess leredithe.
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to write their adaptation, which turned out to be quite different
from the novel. The meeting of Dick and Nicole is caused by an
accident which heappens to the hercine. Dr Driver and his patient
cet tloser "by coincidence" during enother "accident'" and their
love is suprosed to be underlined by "a melodywritten . . .by
Charles %.. Werren." Scott Pitzgerald seems to have insisted a
lot on music as a means of expressing feelings. lLgain Dick Driver
and Tosemery are brought together by an accident: during a car
crash, "Rosemary is thrown against him in such a way that it
looks as though he might have crawled over to her." Nicole
herself begins 2 flirtation with Teklin, her teacher, but
renains faithful to her husband. Cnce again, Dick is called
upcn to cure her of ‘hysteria and the movie treatment ends without
any scraration.

Then Charles %arren left for Hollywood carrying various
letters of intrcduction in order to sell the script. In one of
these letters addressed to Bess leredith, who had worked with

him on The Red-headed Voman three years before, Fitzscreld

introduced “arren as '"the third best seller in the ccuntry
ond {he) seems to be about as inadaptable to treatment as was

(28)

the carrot—topped tart of three years ago.™ In the seme
lettery; he reminds Bess Meredith of his "politeness to de Sano."
Fitzgerald sent another letter to George Cukor, who had

direccted the stage adaptation of The Great Gatsby in 1¢26 on

Bradway and who was close to becoming a celebrity as a movie

dircctor after the success of Sylvia Scarlett.”arren in his turn

wiote to Fitzgerald and eventuelly geve advice: "Lower your

hishbrow ard help on some trash . . .They buy trash here.

(28) TIatham, Op.Cit., p.92. From an unpublished letter to

Bess Meredith,
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ihey're quite willing to pay high for it . . .If you would forget
originality and finesse and think in terms of cheap melo-
theatrics you would probably have made a howling success of your
vigits Lere and would likewise heve no financial worries now." (29)

Jaybe the embitious young dramatist did not know how
lon;; Fitzgerzld had been haunted by this old dilemma. Twelve

yoais esrlier, Dick Caramel was accused at the end of The

Beautiful and the Damned of "making & greet fortune by writing
(30)
"

trash for the movies. Nevertheless, Fitzgerald replied

that Fe could not '"cooperate at the moment but would if it isn't

. (31)

In spite of lis sslf-confidence,Charles

too like Merton of the Movies.’

N

Wiarren did not

succeed in selling the trecatment of Tender is the Night nor did

he find a job in the studvs for himself. Fe wrote to the author
that tke studics were not intercsted in the novel and, thinking
that Fitzgerald was e millioneire, that it would cost them & lot
of money. Titzgerald was drinking too much and when thc studios
rejccted his work, he wrote for (iccie Lllen e ten-thousend-word
edaptation fcr the radio, which also was rejected.

By the end of 1936, the author felt desperate and
confessed in a letter to Maxwell Ferkins: "For a whole year,
I have been counting on such & break in the shépe od either
Tollywood buying 'Tender' or clse of Crisman setting Firkland
oi someone else to do an efficient dramatisation.'" Fitzgerald
had weited for a stage adaptation to come but it did not; and
he thought he knew‘why: "I know I would not like the job, and

I know that Davis who had every rcason to undertake it after

(2¢) Turnbull, Op.Cit., p.257
(30) Cp.it., D342
(31) Iatham, Op.Cit.; p.S3

%% lote: Owen Davis had successfully adapted a Breoadway version
of the Great Gatsby in 1926, directed by “corge Cukor.
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the success of Gatsby simply turned thumbs down from his
dramatist's instinct that the story was not constructcd as
drametically as Gatsby and did not readily lend itself to
draﬁatisation."(32)

/nd yet in 1938, while Fitzgerald wes in Hollywood,
he reoerd of & dramatist named Mrs Edwin Jarett who had written

a stace version of Tender is the Night for Broadway. Fitzgerald

socmed impressed by the quality of the treatment and congratulated

itgs cutboy, adding that it should "get by Broadway first"

beocuse he assumed that "Bob iontgomery and others here would

love to pley the pert" in the movie version. (33)
The play did not 750 to Broadway and no film was made

in Titzgereld's lifetime. Nevertheless, between Tender is the

Night end the movies there was a long, non-performed love story.
Then the novel was published, the author had sent copies to many
neople frem the film colony in Hollywood: Bess lMeredith, Fobert
Montgomery, Fredric *arch, TIrving Thelberg, David O. Selznick,
Tilien Cish. To Lilian Gish he added the inscription: "For

Lilien Gish, My Favorite Lctress.” Thalberg for his part had read
the novel and probably decided that it was the wrong kind of story
for a picture. "hen he died in 1036, Fitzgerald was in Lsheville,
Torth Cerolina, where Zelda was a patient in the sanatorium.

Trom there he wrotes "Thalberg's final collapse is the death of

an encmy to me, though I liked the guy enorméusly . . oI think. . .
that he killed the idea of ¢. cither Fopkins or Fredorick ¥argh 7

doing 'Tender is the Night." (34)

(32) Iletters, p.288
(33) ILetters, p.587
(34) Cp.Cit., p.304
# Dlotes Titzgerald was a le endary bad speller. The second

actor he refers to was Fredric ' arch. Llthough neither
of them was under contract to MG, it is possible

to imagine Thalberg's influence killing a2 project in
any other company.
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David 0. Selznick, who was vice-president of M@,
rcceived the book and the movie treatment and in March 1934,
threc weeks after the book was published, he sent a mcmorandum
to onc of his stor editors, a certain Mr Marx: " 'Tender is the
Night'=-I cannot get anything out of this synopsis, but I am
such a Scott Fitzgersld fan that I hope to be able to read the
book. If you hear of any company being ebout to close, I wish you
would advise me," (35) David Selznick secemed to be really very
attracted by the nevel, since hc wrote at the end of his life:
"It is one of the great regrets of my career that I digd not make
'Tender is the Night.' (36) Selznick was vice-President at MGV
but Irving Thalberg as Chief ‘xecutive could launch or stop any
project, which explains why Sclznick did not succeed in his idea.

LTter Cone with the Wind which he produced for M@I he formed his

ovm company, the 'David O, Selznick Productions, Inc.' in 1941,
"I sold a2ll the stories that T owned, " (37) Selznick

remnembers, and one of them was certainly Tender is the Night.

""ith Ivan Moffat I prepared what I thought, and still think,

Wes a really outstanding script. Unfortunately, I sold the

(38)

package, including Miss Jones, to Twentieth." He would have

later et lezst two reasons to regret this sale: in selling the

package, he had sold his own wife-to-=be. Moreover, when The
Si

&
Far Side of Paradise by Lrthur Iizener ceme out (39) everybody

sccied to discover Scott Fitzgerald. . few days after the book

was published, Selznick wrote to his assistant: "I am really

David O. Selznick, liemo, ed, Rudy Behlmer (Macﬁillan, 1973)p.72
Tbid., P 423

Ibid., ps 261

Ibiidis.s P 423

Foughton 1'iffin, Boston, 1951

W
—~ o\

W

Mo VD D
N/ NN AN

NN NN N

Notes In 1645, Jennifer Jones divorced star Robert Valker
and married David O. Selznick in 1949,
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more cager than I can say about this biography, because I am
fearful therewill be competition because of the growing interest
in Fitzgerald." C4O) One of the obstacles to production came from
irs Frances Lanahan, Fitzgerald's daughter, who objected to
referring to Zelda as 'insane.' Selznick apparently wanted to
take the occasion of the new intercst in Fitzgerald to make an
adaptation which would et the same time be biographicals: "The
rclationship with Fitzgerald was a2 good one. I kept up contact
with him, and-—unsclicited~-hc made it a practice to send me

an autographed copy, with a personal sentiment, of each of his

books es it appeared, and I of course value them highly for my

. (41)

The seme yeesr, Selznick sugcested that Tender is the

library.

Night or the story based upon the life of Scott Fitzierald
should star Vivien Leigh or Jennifer Jones along with Laurence
Olivier, who seems to have personally solicited the role, especially
if the film were based on Fitzgerald's life. Despite his great
admiration for Vivien Leigh, the producer added: "Jennifer and I
havc both had our hearts set on her playing this role for several
yecars now." Fe hed tried to pcrsuade lrs Lanahan to let him make
a film based on the story of her parents, "knowing," he specified,
"my long personal friendship and professional associations with
Mitzgerald."

However, the Fitzgerald revival came with some personal
blows to his intimate reputetion, though articles or books like

Budd Schulberg's novel The Discnchanted--which drew heavily on the

cuthor's life-- or Sheil g, Greham's The Beloved Infidel. Under

thesce conditions, Frances Lanahan was opposed to any bio. rephical

filming of Tendcr is the Night; but Selznick was attached to his

(40) Selznick, Op.Cit., p. 443
(41) Ivid., P. 444



_125_

idca, and to the title as well: "one of the best I have ever
heard," he thought. (42) He sug’ested George Cukor, for he was
onc of the few directors "who actuslly have the feelings of the
period."

Cukor, who had directed The Great Gatsby. on the stage

wos ceager to do it. "Cary Grant, Jennifer Jones, Scott Titzgerald,
Georie Cukor, 'Tender is the Night': how could you resist it?"
exclaimed Selznick. Failing to persuade Fitzgerald's daughter,
the producer contacted some writers about his adaptation, after
dircctors like %illiam ¥yler and Fred Zinneman had told Selznick
of the cnormous problems involved in getting the story into a
story suitable for screenplay. To Robert Chapman, Sclznick gave,
in 1¢56, very kecn advice and orientations as to how to adapt
the novel: "I have banned the folly of being faithful tc a book
that had failed." Proving his perfect knowledge of Fitzgerald's
“torks and 1life, Selznick sugiested that the audience should "see
and hear what Fitzgerald knew and lived through." He went through
the detailed relationship between Dick and Nicole Priver and
compared it to "the great tragedy of what the failurc of this book
did to Fitzgerald."

Lfter Robert Chapman, Selznick engaged in 1558 the French

(43)

novclist Romain Gary to adapt Tendet is the Night warning

him, kowever, that it was "a verydifficult assignment. Lble
vwriters have come a cropper on it." ibove 2ll, Selznick hoped
that CGary would "preserve every Fitzgerald value."

In 1959, the film was still not made, and .'rs Selznick
(Jonnifer Jones) was growins impatient. She sugrested William
Holden for the leading role but it seemed that Twentieth Century

Tox, who had bought the property, had objected to the choice.

) Selznick, Op.Cit., p.445
)} Ibid., p. 448
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"Tender is the Night" wrote the producer to the star, "has long

been your dream . . .Thus we must come to a conclusion, and
very, very fast. . ." The names of many top actors were
sugrested until the success of the theatrical version of Budd

Schulberg's novel The Disenchanted caught the eye of Jason

Robards Jr. In December 1960, the Twentieth Century Fox
(44)

director Fenry King was assigned to Tender is the Night.

This was after John Frenkonhcimeorhad done some preliminary work

on the project. Henry King wanted to make tke film in France

and Selznick sugcested the ols studio in Nice which was bought

for cover sets g and built by Rex Ingram, the original

character on whom film director Barl Brady was modelled. I'xteriors

werc finally filmed on the French Riviera and in Zurich. The

intcriors were filmed at the Twentieth Century Fox studios in

Beverly Hills, California. Selznick continued to be in touch

with the production, sugresting that the music of the film

would rely on Fitzgerald's references to '"both romantic songs

and hot numbers of the Jazz lLge," (45) recalling the author's

statement: "no-one knows better than I the sound of my

gencration.” (46)
In spite of 2ll his recommendations, the film fell

short of Selznick's expectations. "It just makes me sick at my

stomach," he wrote to di.ector Henry King, "to see the sloppiness

with which pictures are made tcday, including, I'm sorry to

say, 'Tender is the Night.' " (47) Selznick had an exact nction

of what the old house in which the Brivers lived in Zurich should

(44) 1Ibid., p.452
(45) Ibide, P45
(46) Ibide, pe4d

(47) Selznick, Op.Cit., p.459

See Glossary of Technical Tcrms
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be: "heavy and somber and depressing." He worked hard on the set,
docofating the set-dressing, which gives an idea of the role
played by a producer in the Thaelberg tradition in Hollywood.
"I could cry when I think of what this picture would look like. . .
if it bhad been done by George Cukor," exclamied Selznick in his
letter (48) to Henry Vienstein, the producer that Twentieth
Century Fox hed selected for the film. Selznick wasncd Vienstein
azainst "the tendency of Henry King's letting scenes play at a
slower pace," but added ag if to reassure himself: "Often a
picturc looks terrible in rushes,; and wonderful when rut together;
often the reverse is true." (49)

Selznick was curiously aware that the making of Tender

is the Night was linked to the system that had “practically

cmptied the thetaers of the world, at least those that show
Hollywood products.™ (50) “ritten in the autumn of 1961, this
statement was prophetic for Hollywood which was to live through a
tragic erisis in the sixties. "I regret this new evidence of the
complete passing of showmanship from the industry." (51)

In early 1962, the film was finished and Seclznick
roesumed his feelings by saying: "To me, it is heartbresking." (52)
Nevertheless, he tried to save "all the trims, all of the out-
tekes, all of the scund-tracks end everything connccted with
the editing." He did not despair of getting "a little
re-shooting end re-editing . . .to make the Picture somewhat
closer to what it could be." (53) Unfortunately, Selznick did
not succeed in what now appears as his last battle before he died

in 1265,

|

(48) 1TIbvid., p.462
(4c) 1bid., p.462
(50) 1Ibvid., p.463
(51) Ivid., p.465
(52) Ibid., p.467
(53) 1Ibvid., p.468

.

See Glossary of Technicel Terms



The film was released without any of the revisions
he had suggested and failed in everything including as a
comiercial product. It had taken elmost thirty years %0 Pulfil
;e product and, when it was completed, Hollywood was old and
helpless. Jennifer Jones and Jason Robards Jr were themselves
too old to act as Nicole and Dick Driver--iirs Selznick was
43 and Jason Robards Jr was 40. -8 always, the Hollywood
tribute to Scott Fitzgerald had come too late to amount to
anything. In the book Nicole was 18 at the beginning and 24 at
the end. The difference in agc was essential and even the
rolationship between Nicole and Rosemary (played by Jill
Seint John) was jeopardised since it became a matter of jealousy
thet could be interpreted by the difference in age. Under these
conditions, it was necessary to adapt the story completely,
which scrpt-writer Ivan Moffat refused or was unable to do.

The result was a heavy production, with whole scenes
from Fitzgerald interpreted ond filmed in a very sentimental
mood which preserved but 1ittle of the depths of the story
and the value of the novel. The film however succeeded to some
cxtont in the direction and the photography but, as a whole, 1t was
an illustration of the movies using literary masterpieces against

thoir own reputation.

% Vote: He is femous for films like Bhowani Junction (George
Cukor, 1955) and They came to Cordura (Robert Nossen,
195¢) .

%# Note: Just before his death, Selznick wrote: "It is one of
the greest regrets of my cereer that I did not make
Tender is the Night. . .I'nfortunately, I sold the
package including Tiss Jones to Twentieth Century Fox.
T was supposed to have approvals of carting, and they
were obliged not tec change the script without my approval
but they ignored my advice, and in my opinion, ruined
the film." (Selznick, Op.Cit., p.423)




CHAPTER TEN

THE SCREEN RITER

The critical and financial failure of Tender is the

Night left Fitzgerald helpless and desperate. Deeply in debt,
he evenrealised that he was seriously ill. Vith Zelda growing
morc and more insane, the Fitzgeralds were descending into
darkness. In 1036, Esquirc published threc articles: "The

Crack-up, Hendle With Care and Pasting It Together in which

Scott Fitzgerald wrote azbout his own suffering and feeling of
failure. "My recent experiencc parallels the wave of despair
that swept the nation when the boom was over," 1) His lack of
confidence in his creative powers was agrmravated by the feilure
of his last novel. Fven if he had decided to begin another
novel immediately in 1934, he significently chose to set it in

i"cdicval France. The Count of Darkness never reached the size of

a novel and rapidly turned into four erisodes published by

TRcbbook Magazine. The hero Philippe Villefrenche and his

companions are described as a band of aristocrats but lawless

cangsters, "es the Lmerican imegination of the thirties envisioned

(2)

cuch men in films like Public ‘nemy," claims Robert Sklar.

(1) The Crack-up, Op.Cit., p.56
(2) Sklar, Op.Cit., p.300
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e concludes: "They use contemporsry Jmerican slang and gangster
ar;ot and one can imagine Philippe's character played by Cagney
or Bogert."

Fitzgerald would not start any otrer novel until
Hollywood offered him a chancc to rely on his artistic possibil-
itics. l'ecanwhile, he no longer bclieved in the power of prose
and friled to succeed as a scrcen-writcr. "Never any luck with
the movies. Stick to your last, boy," he warnmed himself in

Lftcrnoon of an Luthor. (3) The Y21l Street crash had hurt

bock seles as much as the 'talkies' had and the two combined
forces of disintegration put an end to the predominancc of
litcrature.

"I saw that the novel," wrote Fitzgereld in Tasting Tt
Together, "which in my maturity was the strongest and supplest
nedium for conveying thought and cmotion from a human being to
onotlier, was becoming subordinated to a mechanical and communal
art that, whether in thc hands of Hollywood merchants or Russian
idcelists, was capable of reflecting only the tritest thought,
the most obvious emotion. It was an art in which words were
gubordineted to images, wherc personality was worn down to the

w (4)

Fitzgerald had probably kept in mind his disastrous

incviteble long gear of collaboration.

collaboration with Marcel de Sano on the grounds of "writing trash
for the movies." The words werc nc longer subordinated to images

ond much later, the positions wruld ven be reversed.

(3) Fr. Scott Fitzgerald, Lfternocn of an Author

(4) F. Scott Fitzgerald, Pasting It Together,

% Cne particularly thinks of the French leadcrs of the
'nouveau roman' like Alain Robbe-Grillet or farguerite
Duras meking films on a literary basis.
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Fitzgerald was convinced that the talkies had even been a

harder blow for literature when he wrotes
"Ls lcong past as 1630, I had a hunch thet the telkies
would meke cven the best-selling novelist as archaic
as silent pictures. Fecple still read . . .but that
was a rankling indignity, that to me had become
almost an obsession, in seeing thc power of the word
subordinate tc enother pcewer, a more glittering

power . . .this was something I could neither
accept nor strug:le against." (5)

IExcept for a few articles, Fitzgerald fell into
isolation and found no wey to struggle except by going to
Hollywood if he was to set his finences in order. In the rutumn
of 1935 he asked his egent Herold Ober to <ct him a contract to
work as a screen-writer in Hollywood: "I would have gone to
Hollywood a year ago last spring," Fitzgerald continued,
cleiming that he hed nc choice and arguing about his former
ventures end the difficulty of werking on other peoples' stories.
"No serious man with e serious literary reputetion has made gcod
there."

The author thought that the solution ley in the
choice of & solid pertner who should be a technical expert.
"That's very differcnt fiom having a superior who couldn't fit
either the technical or ecrcstive role but is simply a weigher
of completed values." During his stay at MGV, Fitzgerald hed
beccme obsessed with the riechrnics off script-writing and even the
film techniques. He askcd other experienced writers to sdvise
him on how to plan camera engles and travelling 7 for example.
Friends like Dwight Taylor or /nita Loos may have given him

advice instead to concentrate on the plot by crecting characters,

(5) The Crack-up, Op.Cit., pp. 48-9

% See Glossary of Technical Terms
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dramatization and dielogue, but he would not listen to them.

Tle was convinced thet his past fezilures were linked to his

i norence of technical rules. A few months before going back to
Hollywood, Fitzgerald was still intent on finding a supervisor.
"DPhis would be hard to find, because a smart technician does

not need or wanc a partner." He seid he could have worked with

his friend Bess Meredith if "we hadn't been in constant

committee of five." (6) The author wented to avoid "inadvertencies"

thet tuined the sale of Tender is the Night and the Gracie Lllen

venture.

Harold Ober was again in touch with Hollywood in
Februery 1937 and Fitzgerald assured him: "This is obviously
o job that I can do expertly." (7) In March, he wrote to Ober
asking him about his contract: "I sit worrying about next weck's
435,0C hotel hill! I really meant i1 that I'd like to go to
TMollywood and let them see me . . .ind the dullest dogs making
$1000 a week in Hollywcod. Something has got to be dcnef" 8)
ilarold Ober contacted people whom Fitzgerald knew well in
Hollywood, among them ¥dwin Knopf proving the most persuasive.
Tic sent an offer through H.N.Swanson, a Hollywood agent: MQ@I
proposed a six-month contract for one thousand dollars a week

to the author of Tender is the Night. Swanson and Ober protested

fechly, but accepted the offer. Before leaving for the Vest,
Titzgerald felt anxious. "Bach time I have gone to Hollywood,"
he wrote to Maxwell Perkins, "in spite of the enormous salary,
hes reelly set me back financielly end artistically." (¢ In

July 1937 he confessed in a letter to his daughter: "I feel a

letters, p.420
Ibid., p.421
Ibid., p.425
Tbid., p.288
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cortain excitement. The third Hollywood venture. Two failures

(10)

For Scottie, the leader of the Jazz lLge recalled his

behind me though one no fault of mine."

two former ventures, the first happening when he was a generally
acknowl edged top American writer, and the second after the

Crash and the Silent Pra, when he went there te work for Irving
Thalberg. “hen he had 1eft in 1631, Fitzgerald was convinced that
"ihis wes interpreted as running out on them and held against

him;" but he added: "I went to profit from these two experiences.

T must be very tactful but kecp my hand on the whecl from the
start--find out the key man among the bosses and the most malleable
among the collaborators——then fight the rest tooth and nail

until, in fact or in effect, I'm alone on the picture. That's the

(11)

Pitzgerald could at last use his past reputation and

only way I can do my best work."

facc the future as a professional writer of the moving~picture
industry. Edwin Knopf took pains to get the approval of the
MO triumvirate—-L.B.lVayer, Sam Katz and Bddie Mannix—-who had
been reigning over the company since Thelberg's death. Of the
thrce men, only Mannix seemed to know who Scott Titzgerald was.

(12)

and was surpised at his defending the authcr's cause. Edwin Knopf

Tnopf remembered Mannix being shocked by Fitzgerald in 1931

wos zn old fan of Fitzgerald. In 1934, he had written & script for
o Tilm directed the next year by King Vidor called The edding
Wisht and sterring Anna Sten and Gary Cooper. It was the story

of o successful writer who could be compared to Scott Fitzgerald

(10) Letters; p.30
(11) Ibid., p.31
(12) 1In Letham, Op.Cit., p.63
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himgelf. In the script sent to this latter, Scott and Zelda were

called by their recl neme although the hero of the story bore the
(13)
of the moving-picture creation, was an old friend of Fitzgerald.

In 1¢36, the author confeszed to Herold Ober that he had portrayed

name of Tony Barnett. King Vidor himself, an cminent figure

the character of director Calman on the model of King Vidor for

Crazy Sunday. % Forty years later, Inthony Page directed another

film written by James Cottiganc and called Scott Fitzgerald in

Hollywood. Produced in 1976 for imerican television, this long
foature film draws tather heavily on Pitzgerald's life although
it ie based on a real historical reconstruction. Scott's character
ic fgayed by Jason Miller and appears at the beginning of the
movie rather flat and broken.

"I wish you could see me," he wrote to Ober in l}arch
1937, "Leight 160 instcad of 143, which was at Christmas." (14)
Trom the train steps down & lonely man; the young man who is
woiting for him does not recognise the heavy passenger at cnce:
"obody but you is wearing an overcoat in California, Mr
Mitzgerald," he rcmarks. The young assistant says he was expccting
a man who would 1lemok like Gatsby, gin bottle in hand, although he

(15)

hasn't read The Great Gatsby since the book is out of print.

The young man was Edwin Kpopf's assistant at MGV.

¥nopf himself remembers welcmming "a completely crushed and

(16)

assistent, Fitzgerald remarks: "The last time, they sont me

frightened mang" when he sees the old car driven by the

(13) 1Ibid., p.100

(14) Ietters, p.424

(15) Taken from the dialogue of Scott Fitzgeresld in Hollywood,

written by James Cottigene, directed /nthony Page, 1976.
(16) Iatham, Op.Cit., p. 104
% Note: In a letter dated Fcbiuary 8th 1926, Fitzgcreld

reminded Farold Ober of the way the Hearst pmblicity
men killed his story Crazy Sunday, in spite of the fact
that no character "could have been identified except
possibly King Vidor, and he would have been amused by
the story."Lotters, p.424
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a limousine."

This sentence is followed by a flash-back which brings
us back to 1927. Zelda and Scott are expected at Los ingeles
station by a whole crowd of fens, photographers and people from
the film industry. They are young, heppy and successful. Ten
yecrs leter, Scott is broken and forgotten. To his young companion
he summarises his two former visits to Hollywood: "The first
time I came here, it was in 1927. I was assigned on a film for
Constence Talmadge."

"Both of you have been victims of the talkies,'" replies
tiic young man.

"The second time I was black-listed by the Hollywood
commnittee, but now I am determincd to work hard for I am deeply
in debt. I need $40,000 and this job means a lot to me."

Fitzgerald confesses that he was sorry to have disaprointed
Thalbcrg, whom he admired.

Shortly after his errivel in Hollywood, the author
wrote to his deughter: "Norma Sheerer invited me to dinner three
times but I couldn't go--unfortunately, as I like her. I'aybe she
will ask me again," She did, and he appeared with Scottie.

"A11l pocs beautifully here," he wrote to Maxwell Perkins, "so far,
Scottie is having the time of her young life, dancing with
Crawford, Shearer etc., talking to Fred Astaire and her other

(17) In a letter to ‘rs Harold Ober, Fitzgerald wrote in

hcroes."
July 1637: " Suffice to summarise: I have seen Hollywood, telked
with Teylor, dined with Merch, danced with Ginger Rodgers . . .
lunched alone with Maureen O'Sullivan, watched Crawford #¢% , , |
And this is to say I'm through. From now on I go nowhere and see
no-one because the work is hard as hell, at leesst for mec, and I've

(18)

logt ten pounds."

) letters, p.2%4
) Ibid., p.572

i}

8

% lotes Norma Shearer was Irving Thelberg's widow and heroine
of Crazy Sunday.

(1
(1
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Almost immediately after arriving, Fitzgerald had moved
into a famous hotel called the 'Gerden of fllah' on Sunset
Boulevard in Bverly Hills., His friend Dorothy Parker lived there
too ahd so did John O'Hara and Alan Campbell.

Fitzgerald's first assignment in his new job at MG
was a comedy about the adventures of a young /Lmerican Rhodes
scholar in Ingland. The studios had asked the author of This Side

of Taradise to work on the final revision of a college story,

4 Yonk at Oxford (19) beforc it went into production. Thus,
Titzgerald's reputation was not forgotten and althoush he had
never attended Oxford, two of his heroes, Jay Gatsby and Dick
Driver hed. It convinced him that he was going this time to
write the right script. He worked hard in the office that Tdwin
Knopf had given to him in the Thelberg Building. He never drank
onything but Coca=-Cola while he worked on the script. Criginally,

the project had been called Yalc versus Oxfords; when it became

L Yenk et Oxford Robert Taylor was chosen as the lcading star.

mm

Ihe oiiginal story had been conceived by John Monk Saunders,
(20)

a man the Fitzgerzlds had mocked in 1927 in his own house.
Fitzgerald's task now consisted of revising what another
screen-writer called Frank “'end was writing before him. MG was
still using the mass-production system established by Irving
Thelberg. "'hile worKing on the treatment, Fitzgerald received a
message from l"aureen O'Sullivan, who had been picked to star in
the film with Robert Taylor: " Iiiss Maureen O'Sullivan wishes you

to have luncheon with her tomorrow. You may get in tcuch with her

in her dressing room." (21) #

(19) L Yenk at Oxford, unnumbered script pages dated July 13-24
in the M@ studio archives, Culver City, California.

(20) Iatham, Op.Cit., p.53

(21) 1Ibid., p.110

# __lote:diewreen 0'Sullivan was Jane, Terzan's femous +irl-
friend, in most of the .G} productions from 1¢32
to 1942.
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The writer and the star had lunch at Nalibu and while the former
was fascinated, the latter remembers complaing thet the 10le of
Yolly was "one of those very dull ingenue parts," and begged
(22)

As a

rosult, Fitzgerald insisted on lolly's British speech as opposed

him " to liven it up, to make it more interesting."

tc the Yank's American version.

"hen Lee Sheridan (Robert Taylor) arrives at Oxford,
hc is proud of being a Yankee and shows arrogance. f11 the students
aveid him except Molly, who nonectheless asks: "But do you speak

(23)

the same lengusge as we do?" In /nthony Page's film on

Fitzgerald in Hollywood, an essistant producer named Hooper

comcs into the writer's office to show him the first thirty peages
of his treatment: "I don't know what the script does need, but

I do know what should be bled out," he says, showing the pages
hecavily underlined in red peneil. "Look at page 19. There is a
narginel note mnderlined threc times . . .the note said: “hat
docs the camera show?" The producer explains that he is a mid-
Jcgt peasant; he prefers action to words and Johnny “eissmuller
as Targzan.

Fitzgerald could not relate L Yank at Owford to Terzan,

but he was assigned enother job. Twe other writers were celled in
to re-write what Fitzgerald had revised-—alcolm Stewart and
“elter Ferris. “hen they were about to finish, MGM engoged
George Oppenheimer to supervise everybody's work. Feriis and
CUppenheimer co-signed the script; there was no mention of ‘\\\
Mitzgerald's name.

Some of the scenes have been saved by George Oppenheimer,

he'screen-play doctor) as he was called. In the final version,

2) Tbid., p.111
3) Ibid., p.i14

# Note: "eissmuller pleyed oprosite Maureen O'Sulliven.
See previous note.
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I.ece Sheridan, the son of a famous journalist (Lionel Berrymore)
cscts a scholarship and leaves for Oxford, where he meets Dolly
(Laueen 0'Sulliven) and enother girl, played by Vivien Leigh.
After ¢ first unpleasant encounter with Oxford traditions, he is

volcomed and even cherished after teking part in an COxford

roving victory over Cembridge. Just like The Red-headed ~oman,

A Yank et Oxford was directed by Uack Conway. Pitzgercld had not

passcd a whole script, but althourh his name was not on the
screen, at least he knew that some of the scencs he wrote were.

The film opened at the Cepitol Theater in New York on
Tebiuery 24th and was acclaimed as a good comedy. Titzgerald was
alrccdy working on his next script. He was put to work on a tieatment

(24)

of 1rich Marie Remarque's Three Comrades. The novel, set in

Germany shortly after the end of the Great 'Jar, told of the

atmosphere of economic, moral and social decay which had followed
the Germaen defeat. Fitzgerald fclt very happy to work alone on

Throc Comrades and at the beginuing of Cctober 1937 he wrote to

his secretery I'rs Owens: "'Threce Comrades' is elmost finished.
Joan Crawford is still slated for Fat, but you never can tell.
In my version, Teylor has about three lines to her two--perhaps
that will discourage her." (25)

Fitzgerald must have been very much relieved, for the
gsamc dey he wrote to Mr Finney: "I have just finished the script
of 'Three Comrades' . . .and I'm rcconciled to staying out here.
Tt is the kind of 1life I nceed. I think I'm through drinking

Tor good now." The writer was conscious of the fact that in

"fron-lance writing, it doesn't metter a damn what you do with

(24) Clivier Comte, Cinéma 70,

(25) Ietters, p.577
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(26)

your private life as long as your stuff is good," but
how important it was to stand "on the wagon'" while working for
the studios.

L few deys later, producer-dircctor Jcseph Lis
Vankiewicz rcad the trcatment and althcouzh lhic praised the
work, he dwcided that Titzgerald nccded some professional
help. He introduced him to Ted F. Paramore, who, assigned as a

collaborator on Thrce Comrades,wes not unknown to Fitzgerald;

sixteen years before, he hrad appearcd as Fred I. Faramore in
The Beautiful and the Dsmned. Fitzgerald had not given kim
the best part in his novel, nor did Mankicwicz. Pdmund ilscn's
friend now stepped in and killed Fitzgerald's dream of working
alcne on one movie script.

In November, Scott announced to his daughter: "iLn old
friend Ted Paramore has jcined me on the picture in fixing up
much of the movie construction, et which I am still e semi-

s $27)

things did not 7o so well and one should scy that there was no

smateur, though I won't be that much longer. Lctually,

collaboration at all between the two men. Ls & conflict wes
developing Fitzgereald, whc worked to evoid confrontation or

controversy, wrote Ted Peaiamore a long letters

"T totally disagree with you as tc the terms of our
collaboration . . .My script is in a general way
approved c¢f ., There was not any guestion of teking it
out of my hends--as in the case of Sheriff. The
question was who I wented to work with me on it
and for how long . . ." (28)

(26) Ibid.s P.5T6
(27) Tbid., p.35
(28) 1Ibid., pp; 578-80
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Fitzgereld ccntinued to accuse Paramore of trying to

concentrate "the whole course of things in hand" because he
liked Scott's work less than lMankiewicz did. Fitztersld did not
cven went to argue about scenes or interpretation: "That there
arc a dozen ways of treating it all, or of selecting meterial

is o comuonplace, but I have done my exploring and made my
cheices eccordiné to my canons of taste. Joe's caution to you
was not to spoil the Fitzgerald quality of the script."

L1lthough he revealed much of bis feeling of superior-
ity over his collaborstor and the material he was adapting,
Mtsgereld wented to give Mankiewicz assurance that the geript
vould be finished within three weeks without disagreement over
thc main scenes. " hen you blandly informed me yesterday that
you were going to write the whole thing over yourself, kindly
including my best scenes, I knew we would have to have this out."

The writer was determined to fight for independence
of conception and proudly concluded: " The idea of sitting by
while you dredge through the bock sgain as if it were Shakespeare
~=wcll, I didn't write four of my best-sellers or = hundred and
fifty top-price stories out of the mind of =a temperamental
c¢hild without taste or judgment."

Ls a result, it wes liankiewicz who took thc whole
course of things into his hands, re-writing much of what Fitz-
cerald wrote, liankiewicz, who was famous for being amcng the rare
producer-directors in Hollywocd, wes known as a practical man.
lle could not stand eny delay and his reletions with Fitzgerald
thorefore suffered from the conflict with Paramore. He suppressed
all thetitles sugsested by the writer to convey the atmcsphere
of social and economic dccay that had followed the end of the " ar.
“itzrereld wanted to use a graph to show the fall of the German

cconomy and the rise of inflation.

——— - e e

# i.e. Joseph L. liankiewicz.
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In fact, the kind of change lankiewicz introduced weas rather

slight. For example, in his dielogue, Fitzgerald had written:

" Gottfried: Tell, the grandpa was a sewing machine, the grandma
an old radio. and the papa was a machine gun."

In tYe final shooting script revised by Mankiewicz, tlis read:

" (ottfried: '‘ell, the grandpz was a sewing machine, the grandma
is an o0ld redio and the papa was an alarm clock." (29)

Introducing such small changes--whether important in the
final result or note-lMankiewicz claimed to have re-written

everything from the opening. To Irésence du Cinéma No. 18, the

producer stateds "lalheureusement, le dialogue n'ctait pas
drcmetique. C'était un bon dislogue de roman, bon pour la lecture,
wois pas pour étre dit. Je le modifiai. Tt ironie du sort, quand
lc film sortit, tous les critiques admirérent le dialogue de F.
Scott Fitzgerald." (30)

In spite of these conflicts, the production was not
dcleyed and by the beginning of November, the cast was being
scttled. After thinking of Joan Crewford, who, wrote Fitzgeiald
"hed her teeth in the lead but was convinced that it wes a man's
nicture” (34) lMankiewicz decided to give the part to liargaret
Sullavan, Loretta Young not bcin: available. Leading male stars
would be Robert Taylor, Franchot Tonc¢ and Spencer Tracy, until
this latter was replaced by Robert Young.

VWenkiewicz had introduced some changes maybc beccause
the treatment was still too literary but perheps also because it
had become a custom in Hollywood that somebody would change what
others had revised before, the last to intervene being, as a

matter of fact, thc producer. Fitzgerald went to New York in

(2¢) Ietham, Op.Cit., pp. 135, 138
(3¢) Comte, Op.Cit., D.C7
(31) Ietters, p.36
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January and from there he wrote Menkiewicz a letter in which he
protested against the producer's methods. "My own writing
docsnft survive being written over SO thoroughly and there are
certain pages out of which the rhythm has venished." The writer
wont on to give a detailed account of what he thought was

"pad taste", politely claiming: "I think that sometimes you've

(32)

changed without improving." Having stressed most of the

chenses, Fitzgerald concludeds "“hat I heven't mentioned, T
think is distinctly improved." (33)
Nevertheless, the writer kept on writing and the
procducer changing the script. “hen he went back three deys later
to California, Fitzgerald wrote another letter to Menkiewicz
about the second part of the revised scenario. (34) This time

thc tone was more bitter and the cuthor of The Great Gatsby

procceded to asks: "] guess all these days I've becn kidding
mysclf ebout being a good writer. . .For nineteen years with
two years out for sickness, I'vc been writing best-selling
ontortainment, and my dialogue is supposedly right up at the
tope”

After confronting Ted Paramore, Fitzgerald was now
foced with the producer himself and the battle between fiction
and movies revived like an old sore. Titzgerald asserted agein
his rights as an enterteiner, and reeding the end of his script
scratched out and bhlurred, his anger and pride flared outs
MT lcern from the script that you've suddenly decided that it
isn't good dialogue and you can tzke a few hours off and do

much better. I think you have a flop on your hands. . ot

(32) Tbid., p.581
(33) Ibid., p.582
(34) Ibid., pp.583-5



Fitzgerald did not fecl like excusing the producer,
for he said: "This time you had something and you have arbitrerily
and carelessly torn it to pieces." The writer claimed that
lienkiewicz was simply tired of the best scenes becausc he had
read them too much: "This is a job you will be ashamed of before
it's over." Lgain Fitzgerzld backed up his opinion with many
cxemples. He begged Mankiewicz to "ask some intelligent and
disinterested person to look a2t the two scripts'" and to "restore
the dielogue to its former quality."

The writer was again feeling desperate and helpless
at the prospect of a nmew failure: "Oh Joe, can't producers ever
be vrong? I'm a good writer--honest. I thought you were going
to play feir." Refusing to distrust himself, Fitzgerald would
rather fight to save his reputetion; he who had proudly warned
irs Bayerd Turnbull a few days before: "You mustn't miss my

first effort, Three Comrades, rclcased next winter." (35)

Finelly, Threec Comradcs went into production in

Februery and by that time, Fitzgzerald was already writing on

his next assignment. "I started on the Joan Crawford picture—-
as yet unnamed," he wrote to Scottie. (36) He was overwhelmed
and considered the indignities inflicted on him as = deep
hurnilietion: "I am half sick with work . . .The last part of a
Job is elweys sad and very difficult but I'm proud of the year's
output and haven't much to complain of." (37) Fitzgerald used to
avoid exagzerating when addressing his daughter. In Tebruary he

wrotc to her announcing that Three Comrades was helf way through

and that he had been allowed to see some of the shooting and some

of the rushes since he was still credited with being the

) letters, p.463
g Ietters, p.36
Ibid.
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screenwriter of the story. % "To my mind, the producer seriously
hurt the script in re-writing it; though meybe I em wrong." (38)
The finished product tells the story of three friends
who, in post-war Germany, manage tc own a garage. Lenz (Robert
Teylor) and Pat (¥aureen 0'Sullivan) are killed, and as the
surviving comrades are standing in the cemetery, says:
"There's fighting in the city" and both of them flee to South
America. Fitzgerald strongly disagreed with this ending, preferring
the comrades to stay in Germany like "four people, living and
dead, heroic and unconquerable, marching side by side back into

o
the fight." (3’) This conception of The Three Comrades' ending

wes set out in a letter that Pitzgerald sent over the head of
Menkiewicz to Bddie Mannix, the studio manager and Sam Katz, the
administrative executive of LGM. "I have finished my part in the

meking of Three Comrades but l'ank has told me what the exhibitors

arc saying about the ending and I cen't resist a last word."
Iis opinion was that to every imerican, the idea of the surviving
comrades going back into the fight was infinitely stronger and
morc attractive than that of running away like cowards.

Mankiewicz did not direct the whole film himself. %¥
FEe assigned to the technical shooting a director, Trank Borzage %¥¥
who wes one of the best film-mders in Hollywood when it came to
conveying an atmosphere of tragedy. To a friend who had visited

Hollywood in March 1938 Fitzgerald wrote that he should not

E§87~ Ietters, p.585-6

Note: Fitzgersld detailed the rushes to Scottie as "where they
run off what they heve shot that day." To this are only
admitted a few people-—the producer, the director, the
writer, the chief photographer and the script—sirl.

%% Note: Most of the big producers used to take part in the
directing especially azs fer as the action was concerned.
From 1931-44 J.Mankiewicz signed twenty films as
'producer' and from 1946-75, twenty-one as 'producer-
director.!

%%% Lote: See Glossary of Te hnical Terms for further details.



carry away a false impression. "In the old days . . .it was true
that the whole thing was the director. He coordinated and gave
life to the material. He carried the story in his head." (40)
o added that the situation had grestly changed and gave Three
Comrades as a typical example of a director who "had little
morc to do than be a sort of glorified camereman." Hs thought
that a Bob Sherwood picture could be shot by an assistant or a
script-girl and authors did not jump at the chance of becoming
a director. Fitzgerald explained the new situation as a result
of the telkies, concluding: "Your feeling that the director or
producer was the great coordinator no longer applies."

Three Comrades was a greet financial success but

neglected to relate as Fitzoereld had wished the threec comrades'
mentelity to the mentality of Germen youth in the post-war era.
Sheilab Graham remembers having sttended the film preview: "fis

the picture unfolded, Scott slumped deeper and deeper in his seat.
Lt the end he said,'They even changed that.' " (41) However, the

picture did very well both financially and critically and

==t

;arageret Sullivan won two awards for her performance. Titzgerald
saw his name for the first and last time in the credit titles
of the film. In addition, his 1I0M contract was reneved for twelve
months and his selary raised to twelve hundred and fifty dollars
& week instead of one thoussnd as a result of his work on Three
"I am considered a success in Hollywood," he wrote to
Beatrice Dance on March 4th 1938, "because something I did not
write is going on under my name, and something which I did

write has been quietly buried vAthout any fuss or row," (42)

(40) Ietters, pp.592-3

(41) Sheilan Graham and Gerzld Frenk, Beloved Infidel (Henry Holt,
New York, 1957) p.176

(42) Sklar, Op.Cit., p.322-3

See Glossary of Technical Terms
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Before Three Comrades was half completed, Pitzgerald

had sterted a new picture "which is after all a piece called
Infidelity and will star Joan Crawford and I don't know who
clsec. I will finish the first draft Faster," he announced to
Scottie. (43)

Scott Fitzgerald was about to live a new kind of

exporience and face the obstacle that he heted most: censorship.

(43) Ietters, p.38



CHLFTER BLEVEN

INFIDRLITY, INFIDRLITY . o JIDELITY

That Mankiewicg re-wrote him made Fitzgerald angry
beyond reason. He later wrote to Earold Ober that he had always
hated Hollywood since Yenkiewicz had cut his secript. (1
"Joc thinks he's Shakespeare, " George Oppenheimer used tc say,
and Cgden Nasgh remembers that it took him four months to write
& scenario and only twenty~four bours for Mankiewicz to cut
his neme off the screen credit. (2 Titzgerald's droam of a
new start in the movie business was already broken and he took
again to heavy drinking.

In fnthony Page's movie on the writer, this incident
took place in Nashville whereo Scott went to bay a visit to Zelda
in the sanatorium where she was being treated. The writer
prefcrs his gin bottle to sharing his room with the insane
womans; and when he returned to Hollywood, he decided that he
could not conceive of living with Zelda any longer, or even of
taking care of her. He went back to Sheilah Graham, the Hollywood
columnist, who convinced him to give up his flat in the 'Garden
of Lllah' for a house at Melibu Beach. He was no longer lcading

a double life and Sheilah was devoting to Scott most of her free

He even announced to Scottie that Sheilah hagd broken

off lher engagement to the Marquess of Donnegal, but avoided

) Turnbull, Op.Cit., p.302
) Latham, Op.Cit., pp.121-2

(1
(2
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mentioning any prospect of marriage elthough it was now a settled
gquestion between them. Sheilah Graham undoubtedly hclped Scott
gother his last strength to try to restore his image of the
creative artist.

In syite of their arguments, they cared for cach other
and“Shcilah, though infuriated by his spasmodic heavy drinking,
docided to help him fight his alcoholism. In her book Belovecd
Infidel (3) Sheilah Graham remcmbers how badly he treated her
when he was drinking. He reminded her of her origins, which she
had tried so hard to hide, and celled her his "paramour". He even
struck her. By that time, the nature of Fitzgerald's life in
Hollywood was taking the character of a double allegiance: he
fclt deeply committed to his family, to Scottie, to Zelda, but
at the same time his dependence on Sheileh's love was growing.
After a disastrous trip Fast with Zelda, Scott called Sheilah up
from the airport and announced to her that hec was going to get
a divorce and marry her. “hen she errived, she reslised that he
was drunk, and she deliberately forgot what he had said and thought
only of preventing him from drinking in the futurc. She was to
write later, in 1973,: "I nevor asked him to get a divorce. I did
not want tc add to the problems that had made him turn to liquor
(4)

However, Scott started sugresting in his letters to

7olda's doctor Mr Carroll that he did hope to be freed from

and rclief."

his wife. “hen Scottie was asked to leave the school et Bthel
“alker, Fitzgerald related his snger to what Zelda had inflicted
on his drcam and talent: "The drcam divided one day when I

dccided to marry your mother after all, even though I know she

(3) TIublished by Henry Holt, New York, 1957
(4) Sheilah Graham, Stetec of Heat (7.H.illen and Co. Ltd.,
London, 1973), p.150




was spolied and meant no 5ood for me . « «The mistakc was in

marrying her.m (5)
Scott's bitterness towards Zelda was strengthened by

his puritenical sense of sin while living in adultery with

Sheilah Graham. On the other hand, while working on Infidelit p
hc mat have remembered the times when Zelda was infduated with
a French aviator called Edouard Josanne. That had been fifteen
years ago in lLntibes; Josanne, who served as a model for Tommy

Perkean in Tender is the Night, ,was handsome and careless, but

ycars later he wrote: "That September 1924, I knew something
had happened that could never bec repaired.” (6)

"hile Fitzgereld was working on Infidelity he wrote to
Scottie saying that Dr and Mrs Carroll were threatening to
rclecase Zelda "which would be simply a catastrophe. I can't
(7) He had already told her that he was

working on Infidelity and had been since the middle of February.

work and look after her."

To lNMaxwell Perkins he gave some details: "I am writing you on a
new Crawford picture called '"Infidelity.! Though based on a
magazine story it is practically an original." (8) Titzgerald
scemed very proud to be working on an original, the first since

The Red-headed "oman in 1€31. Llthough. Fitzgerald's script was

not used, the project was not buried and it was Scott's old
acquaintance fLnita Loos who wrote the final draft.
The film, directed by Jack Conway, was very amusing

but the heroine's promiscuity had shocked not only the "'.C.T.U. %

A\

letters 17= .
Notebooksgpiﬁ7T%c Crack-up, Op.Cit., p.f1

letters, p.44

Tetters, p.2c6

TFote: The “omen Christian Temperance Union: an orgenisation
that had fought steadily for prohibition during the
Roering Twenties. The women's leagues have since had a
regular influence on the Hollywood Board of Censorship,
the famous 'Hays Office.'
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but slso the Hays Office and last but not least, Mr L.B. Mayer
himself. The film was not banished beczuse, as Thalberg had
thought, humor would temper the offect of the moral objections.
Jack Conway had even refused to shoot an audacious scene that
Anite Loos directed herself. The outcry of outraged people was
so greet that 1% resulted in the enforcing of the film industry's
gclf-censorship production code, which decided the moral and
political rules on which a film should be based.

3111 Bays, the manarger of the notorious Hay's Office,

issued en official edict a little d£ter The Bed-headcd ~‘oman

concerning fidelitys "/ dultery, sometimes necessary plot

matcrial, must not be explicitly treated, or justified, or
presented attractively." 9 1t might be Fitzgerald's fate that

ho should so often be confronted with his old experiences and
failures, but it was clear that with such a title, the writer

was once more launching out into a hopeless adventure. He was SO
excited by his new project that he did not see the difficulties
ahcad. "I like the work," he wiote to Perkins, "and I have a
better producer then before—-FHunt Stromberg-- & sort of one-finger
Thalberg, without Thalberg's scope, but with his intense power

(10)

Funt Stromberg had becn one of Thalberg's collesborators

of work and his absorption in his Jobis"

since 1925. He had entered films as press agent for M@ as a
personnel representative of Thomas Ince. Thalberg had assigned
him cspecially the supervision of the sexier subjects such as
Qur Dencing Daughters, Red Dust, Naughty larietta and Maytime,
which he completed after Thelberg's death. (11)

(¢) Bob Thomas Thelberg, life and legend (Bantam Book, New
York, 19703, p.191

(10) Ietters, p.2%6

(11) Thomas, Op.Cit., pp.81, 124, 213, 307
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Stromberg had a good reputation among writers, whom he zlways
protected even against Thalberg himself. Unfortunately, he often
got into trouble with the Hays Cffice because of the kind of
film in which he specialised. Just before Fitzgerald began
writing Infidelity the representetive of the Hays Office

had cut many scenes from "ife vcrsus Secretary written by

Albert and Frances Hackett because the heroine was involved in
an adulterous affair.

Releting their troubles to Fitzgerald's situation, the
Hacketts remembered: "'"'e felt so desperately for Scott because
we knew it couldn't be done. They wouldn't allow him just because
it was ebout infidelity." The Hacketts did not dare to tell
Pitzgereld for he seemed so cnthusiestic about his scripts

"it was the first thing he rcally came to life on. But ife

vergsus Secretary probably put the neil in his picture's

(12)

Meanwhile Fitzgerald was locked inside his dream of the

coffin."

pcrfect screen treatment especially because he found more freedom
wvhilc working on a semi-original like Infidelity. Ls he was
supposed to write for Joan Crawford, he devoted his first week

to screening her best films. “hen he met the star, she stared

at bhim and then told him: "'rite hard, Vr Fitzgerald, write
hardi" (13)

“riting hard was apparcntly not sufficient. In a letter
to Ccrald Murphy in March about thc new picture he was writing for
Joan Crawford, Fitzgerald confessed:s "riting for her is
difficult. She can't change her emotions in the middlc of a scene
without going through a sort of Jckyll and Hyde contortion of the
facc,; so thet when one wants to indicate that she is going frcm

jcy to sorrow, one must cut away end then back. /Llso you can never

(12) Iatham, Cp.Cit., pp.150-2
(13) Turnbull, Op.Cit., p.301
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give her such a stage direction as ntelling a lie", becausc it
you did, she would practically give a representation of Benedict
Arnold selling Vest Point to the British." 14)
Gary Cooper was chosen to be the leading man in
ggﬁidelitx and Fitzgerald was meking progress on the pre-

scenario. The first version was called The Tap Drummer's ‘ife

and had something to do with the character of a drummer in

Benny Goodman's orchestra. It was rapidly abandoned for a second

draft much closer to the theme of infidelity. This time, Titz-

serald had been reproached with leaning towards words when he

should have emphasised pictures and situations rather than dislogue.
Tt was the story of two married people, L1lthea and

Nicolas, that the husband's infidelity comes to destroy. Scott

was very confident in his script which was close to being

finished when he heard that the Hays Office would not let the

£ilm be made. In April he wrote to Scottie: "Te have a

consorship barrier in Infidelity to our infinite disappointment.

T+ won't be Joan's next picture and we are setting it aside a

while till we think of a way of halfwitting halfwit Hayes and

his Legion of Decency." (15)
Hunt Stromberg sugiested changing the picture's title

from Infidelity to Fidelity, but the censor apparently did not

agree at all with the theme and the treatment of the ending, the
reconciliation between L1thea and Nicolas. Fitzgerald attempted to
work for a compromise, but did not succeed in convincing the
consors that his script was worth doing.

At this point, Lnthony Fage's film opens on a party
that Scott and Sheilah are giving after the failure of Infidelity.
Pverything goes well until Scott, who has been drinking a 1ét

(14% letters, pp.447-8
(15) Letters, p. 44
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throughout the evening, locks Nunally Johnson, the successful
playwright, in one of the rooms of the house at Malibu Beach.
Lfter twenty minutes, Fitzgerald releases the young man only
to exhort him to leave Hollywood: "It will ruin you like it
dicd to all those who have talent." Escaping from TMitzgeraldls
house, Johnson did not flee from Hollywood, where he won a
rcputation as one of the best screenwriters of the forties.

In May Fitzgerald wrote to his daughter: "The censors
have stopped Infidelitz as we were about to go into production.
I am doing the screenplay of The T.omen for Norma Shearer.

(16)

The ‘Jomen's gossip, he warned Scottie: "Let me remind you never
2t ONel

I’y God=-what characters! “hat gossip!" 4is if terrified by
to discuss my affairs with a living soul."

This time, Fitzgerald was asked to adapt a play about
women written by a woman called Clara Booth. Ifter the failure

of Three Comrades and Infidelity, the writer was not very excited

by his new assignment though some of the characters rcsembled
his own heroines, Gloria Gilbert, Nicole Dicker . . .Cnly one
of these women, Mary Haines, is regarded as innocent, while the
others are ambitious, corrupted, gold-seeking experienced
actresses. The 'omen was a rlay full of dialogue, essentially
gossipy talk with heavy jokes. Thus Fitzgerald found himself
in the position of a censor and begen cleaning up Miss Booth's
dialogue.

Except for Mary Haines, all the other women look like
Mtzgerald's heroines: the richer they are, the more spoiled they
end up. Norma Shearer, Thalberg's widow, was to play Mary Haines
the innocent victim of the godsip; she was opposed to her more

ambitious rival at MG, Joan Crawford, playing Crystal, the

§16) Letters, p.46
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encrgetic saleswoman. Joan Fontaine would be Peggy and Phillis
Povah, Fdith. (17)

Titzgerald was working agein for Hunt Stromberg, whose
health was failing, making him look uncertain and changeable.
Before Scott finished his scripts Stromberg associated him with
director Sidney Franklin who was rapidly replaced by one of
Fitzgerald's oldest friends Donald Ogden Stewart, whom he had
¥novn in St Paul as a college boy. The Ted Paramore story was
playing back, and Fitzgerald was 1o collaboratethis time with
onc of those he respected more. Don Stewart as he used to call
him had written the first parody of Titzgerald's fiction in 1921
but now he was a popular and successful writer himself. (18)

This time, Fitzgerald did not want to let himslef be
diven into a controversy with a friend, knowing especially
thet the irritable Stromberg was difficult to please . =« -
nioward the end Don and T lost interest," wrote Scott to Phil
Berg. (19) The producer then decided that only a woman could
solve the problem and called for Jane Murfin who started another
adaptation. lliss Yurfin kept on cleaning Clara Booth's original
dialoguec sO radically that gtromberg called another woman in
vith a special assignment: put back all the gags into the script
in order to make it as comic as poesible.

The film had alrcady gone into production and inita Loos
was writing while the director was shooting. The director's name
was George Cukor, the man who had directed the stage adaptation of

The Great Gatsby on Brosdway in 1¢26. Cukor had started Gone =ath

The %ind for David C. Selznick when a conflict with Clark Gable
made the producer replace him with Victor Fleming. Cukor arrived

on the set of The Women as Prnst Lubitsch left it; after Thilberg's

(17) TIatham, Op3Cit., pp. 186-T7
(18) sklar, Op.Cit.,p.323
(19) 1Ibid., pp.191-2
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death, the MQ@I system was turning into a swirling substitution.
The cast was a little changed but was still based on six stars:
Torma Shearer, Joan Crawford, Faulette Godard, Joan Fontaine,
Tosalind Russel and Mary Boland. The “omen preview took place
in Sepgyember 1939 and the picture was a success. Scott Fitz-
~orald's name was not associgcd with its fame.

Comparing himself as ever to Hemingway, Titzgerald
was now facing:. a new kind of failure; while Hemingway, he
said, "talked with the authority of success," he "talked with
the euthority of failure." He received credit neither from
filmd, nor was he writing fiction. Referring again to Hemingway,
he wrote: "His inclination is towards megalomania and mine
toward melancholy." (20) The writer was now living permanently
in a stete of melancholy: "“hat a time you've had with your
sons, Vax," he exclaimed in a letter to Maxwell Perkins, "Frnest

(21)

be Fitzgerald's lost war while Spain was Hemingway's land of

cone to Spain, me gone to Hollywood." Hollywood appears to
action and victory; except that History slone decides who should
be the winner or the loser.

"hile still working on Infidelity Fitzgerald wrotes:
"Relations have been so pleasant, not only with you but with

Harold and with Lorimer's Saturday Fvening Post, that even

working with the pleasantest people in the indastry, Bddie Knopf
and Hunt Stromberg, I feel this lack of confidence. Hard times
woed out many of the incompctents, but they swarm back."
Titzgerald gave as an example the case of Herman Menkiewicsz,

"a ruined man who hasn't written ten feet of continuity in two
vears, finally dropped by Mectro, but immediately picked up by

(22)

Columbia!"

(20) Ietters, p.262
(21) ILetters, p.299
(22) Iletters, p.298
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Fitzgerald's lack of confidence was exacerbated by

thoe fact that his MQM contract would soon exrire, is he began

working on his fifth script for the letro company, he wrote to

his daughter: "I am intensely busy. On the next two weeks,

curing which I finish the first part of Madame Curie, depends

whether or not my contract will be renewed. So naturally I am

working like hell." Showing his anxiety, he added: "I would not

cxpcct you to understand that--and getting rather bored with

cxplaining the obvicus over and over to a wrong-headed
daughter." (23)

He was relieved when he learned that he would not have

& supcrvisor but a famous writer as collaborator, Aldous Huxley,

who had successfully adapted Jane Lusten's Pride and Prejudice

for the movies. Huxley haaq alrcady gathered a lot of French

hewspapers dealing with Madame Curie's life and research. The

two men tried to combine these documents with Fve Curie's

biography of her mother. Sidney Franklin % was to produce the

movie just as he digd for The “Jomen.

In spite of his good relations with both writers,

Huxley was "soon tired of the regimentation of studio work and

Quit ¥ to return to 'literature!' "y writes faron Latham, (24)

fitzgerald thus remained alone to fight the movie criteria and

try

to convinve the M@ front office that a personal, loving

Marie Curie would be more effeoctive than the rigid scientist

they wanted to portray. Fitzgecrald wanted to present " adame

Curic as an image of everything a woman of the future shoulg

aspire to."

(25)
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Ietters, D54

Latham, Op.Cit., Pp.127-9

Yote in Mam Lrchives, quoted in Latham, Op.Cit;,p.203

Note: Sidney Franklin had been with Hunt Stromberg, Llbert
Lewin and Harry Rapf one of the closest assistants of
Thalberg. Like J.LoMankiewicz, he was a producer—
director, known for films such as The Guardsman,
4 Free Soul and The Good Earth,
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Lldous Huxley had disccvered that Marie Curie had had
a love affair with a2 young assistant and both he and Scott wanted
to exploit the event in order to humanise the scientist. In
December 1938, the writer announced to his agent Hayward that he
and Sidney Franklin "were backing Bernie Hyman's preconception
of the thing as a love story. Hyman glanced at what we had done
and shelved the whole project. Frenklin had been very intrested
up to that time." (26)

ifter being discharged from Madame Curie, he proposed

to Iyman, one of the main executive producers at MG@I, some
originals, but no offer came and the M@ contract was not renewed.
It was no less than four years later that Paul Osborn and Hans
Ratheau finished the final shooting script. The film was not
rcleased before the end of 1943, three years after Fitzgerald's
death, and the director was Lelvyn Le Roy who had become famous

vith Iittle Caesar. Thus Scott Fitzgerald was "fired" like Brich

Von Stroheim before him.

A few days before they let him know about his future,
he wrote to Maxwell Perkins: "“hether or not my MGM contract is
renewed I'm going to freelence out here another year to lay by
some money, and then do my modern novel." (27) Fitzgerald's dream
of a new career was over. He did not succeed in cutting a dash
in the Hollywood community and his self-conviction as a failure
wag strengthened. In 1939 he told Harold Ober his former agent:
"Weither Swenson nor Sheilah nor Fddie Knopf have any idea but I
have lebored conscientiously out here for twenty months and
every studio (except “enger, but including Metro!) asked Tor,

according to Swanson, me at some time during April and May." (28)

(26) letter to Hayward of 6/12/3S in Latham, Op.Cit.,pp.207-8
(27) Ietters, p.307
(28) Letters, p.427



~158—

Ls a result, Fitzgerald drew Ober's attention to the
fact that he had fulfilled all his "obligations" by having
paid off about $25,000 worth of debts with his MQ@! salary.

It was the only concrete profit he could think of from these
twenty months spent in Hollywood. Llthough he needed money

to avoid the feeling of financial insecurity, Scott Fitzgerald
was already thinking of retiring from Hollywood and finishing
a novel he had started a few months before. He neecded money to
wvrite it with security, but his movie job, which provided him
vith a high salary, required too much effort from him and the

novelist was again struggling to respdlve his old dilemma.
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CHLPTER TELVE

FRETLLNCING

Titzgerald's trensfer to Cone ~ith the Tind should have

v sulted in an agresment with 1.@f for on January 6th 193¢ David
0. Sclznick wrote a memo to Dan O'Shea, the film's cxecutive
nroducers "Fitzgerald starts with us today, 6/1/39, at $ 1250

o woek, on loan from MGM. He will work on Gone 7ith the "ind

diclopue. He will undoubtedly bc here ell day Saturday and
Monday, but it is possible that after we may use him only for
an hour or two each day——hOoweveT, T will let you know about this
later." 1) David Selznick, who was L.B.Mayer's son-in-law,
had worked for MGHI in 1033 before founding his own company
Solznick Interneational. He had always been 2 fan of Fitzgereld
as far as literature was cohcerned. Later in 1951 he recalled:
"hon T was still in my tecns, I persuaded my brother Myron to
engage him=-Fitzgerald was in his eerly pwenties at the time
and the first flush of his success—-to write some originals,
and vwiile the originals were ncever made (they were awful!)
the relationship with Titzgerald was & good one."

Selznick's admiration for the writer was probably
min, lcd with the fact that ho felt that Fitzgerald was no good
as a screen-writer. In January 193¢ he knew that Scott was in

necd of help and offered him work not on the whole script but

(1) David 0. Selznick, 'emo, Op.Cit.

(2) TIbid., p.443
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on a few scenes only. He was supposed to contribute with
criticism, suggestions and proposals and to provide the
scenario with some revised dialopgue. Ls he later wrote to
Mexwell Perkins, he was "absolutely forbidden to use any
words except those of Margaret litchell; that is, when new
phrases had to be invented, onc had to thumP through as if it
werce Scripture and check out phrases of hers which would
cover the situation." (3)
£lthough he liked Mergaret Mitchell's novel—--"it's
a ¢ood novel" he told Scottie--he was rather critical of it,
adding that it was '"not very original, in fact leaning heavily

on The Cld "ives' Tale, Venity Fair and all that hes been

written on the Civil Jar. There are no new characters, new techn-
igucs, new observations—-none of thc elements that make
literature——especielly no new examination into human emotions.
But on the other hend it is interesting . . .and I felt no
contempt for it but a certain pity for those who consider it

the supreme achievement of the human kind." For all these

reasons Fitzgerald did not know whethei he was going to work

(4)

The day after Fitzgerald was engaged to work on Gone

on the¢ script "two weeks or two months."

with the "ind Selznick sent his instructions in a long letter

addressed to "Messrs. Cukor, Carett and Fitzgerald." The producer
noted that since they had to cut it, this could only be

"through the elimination of some of the very best scenes in the
whole picture." Selznick wanted to cut in the couple of reels
preceding the story of Scarlett and Rhett which he thought was

the scene "upon which the success of the picture will depend." (5)

(3) Ietters, p.304
(4) Letters, p.64-5
(5) Selznick, Op.Cit., pp.184-6
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He suzgested eight detailed possibilitics for short-
cning without concluding what should be dropped, leeving the
dccision to the writers and particularly to Fitzgerald who was
now supposed to cut into the former script and restore Vargaret
“4itchell's dialogue when possible. In the final shooting version
nenc of the possibilities mentioned was dropied.

Fitzgerald had every reason to work hard. Cn the one
hand, he wanted to have his name associated with a picture so

promising as Gone t74th the Jind and on the other, he was to work

vith people be liked and who rcspected him as a successful
writer. David O. gelznick and the man who was supposed to direct
the film, his friend George Cukor, were among them. In order to
help the writing of the dialogues Sheilah and Scott played Belly
Lcres and Rhett Buttler's parts as if they were Scarlett C'Hara
and Clerk Gable. [fter four days of almost uninterrupted work,
Titzgerald handed Selznick a first list of sugrestions and
revisions, mainly restoring 1 tchell's dialogue. Lfter that he
wrote to his daughter: "Day of rest! after a wild all-night
working on Gone “ith the ind and more to come tomorrow."

Sheilah Graham tells in College of One how Scott

<ras dismissed from his assignment after George Cukor's inter-
vontion. The director complained cbout the fect that Lunt Pitty's
character was not clear. "She's gupposed to be quaint," gaid
Cukor who opens the script and rcads: "junt Pitty bustles
quaintly across the room." Then he csked the fatal question
that Fitzgerald had so often hcerd while working for the studio:
0w can I photograph that?"

Tor three hours; Fitzgereld and Garett tuicd to meke
Aunt Titty funny but the dircctor did not seem satisfied. Cukor

scemed to argue rather with Carett who was fired the same night,

(6) Tletters, p.64
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but Scott received a telegramme "saying that he too will not be
nceded any more." (7)
This happcned on January 2Ath, that is to s&y that
Titzgerald's collaboration with Devid 0. Selznick had lasted
oichteen days, which was not much to justify the admiretion
3elznick boasted twelve years l1ater when he wanted to produce

Tendor Is the Night for his second wife Jennifer Jones. Three

ccks later, and after hebing directed half the film for two
f£ull months, George Cukor was fired in his turn. £ statement was
igsued by Cukor and 3elznick, who announced: "is a result of
a scries of disagreements betwecen us OvVer many of the individual

sconcs of Gone With The “jind, we have mutually decided that the

only solution is for a new dircctor to be selected at as early
a date as is practicable." (6) In fact, Clark Geble had threatened
to withdraw from the cast if Cukor did not. Gable claimed that
Cukor, who was known as & women's director, was 100 much pre-=
occupied with the characters playcd by Vivien Leigh and Olivia
de Tevilland and that he, Geblec, was being neglected. The day
following Cukor's exit, Victor Fleming, a good friend of Clark
Gable's, wes chosen to direct the film. ()
George Cukor was put on to The “omen from which Scott
had been removed a few months beforc. is far as Titzgerald was
concerned, Selznick later wrote a letter in which he rccalleds
"0t too long before his death, Fitzgerald again worked for me,

tris time in a writing with some cpisodes of Gone “Jith The Wind

into the writing of which T called him (for your information,

(7) Sheilah Grahem, College of Cne ( -

19687, oD, 169-T0 Bent am Books, New York,
(8) selznick, Op.Cit., P. 191
(9) Ibid., note p.152
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only, he was able to contribute nothing—-but here again, the
rclationship was a good one despite thig)e « o™ (10)

Scott Fitzgerald for his part was wondering "what
Dave (Selznick) thinks of me I haven't any idea. . oI think
that Dave is probebly under the imrression that I am a novelist

(11)

Gone 7ith The 7ind opened in LAtlanta in December 1¢39

first and can't get the idea as to what pictures are ebout."

armidst the most colourful Southern atmosphere. Sidney Howard was
crodited with the script-writing, Victor Fleming with the
difcuting and in the cast tritvmphed Vivien Leigh, Scarlett O
Hara, Clark Gable and Olivia de Hevilland. The picture was an
cnormous financial success, Selznick was a new Thalberg and
Scott Fitzgerald had missed out.

By then, Fitzgerald knew that Follywood could not
provide him with his financial security and was trying to write
popular stories for the magazines. “hether for social reasons,
intcllectual development or personal circumstances, Titzgerald
was more and morereferring to himself as a "Marxien" which
ocnebled him to replace his feilure in a wider context. He must
hove expressed his disgust with Hollywood, for he wrote to his
daw; hter during the winter of 193S: "Sorry you got the impression

hat I'm quitting the movies——thoy ere always there—-I'm doing

a two-weeks re-write for Paresmount at the moment, after finishing
a short story. But I'm convinced that meybe they're not going to
malke me the Czar of the Indusfry right away, as I thouzht ten
months ago. It's all right, baby, life has humbled me-—Czar or
not, we'll survive. I am even willing to ccmpromise for assistant
Czart" (12) Fitzgerald went on to give the only informetion

that concerns the film he was rovising: "Anyhow, I'm on the new

(10) Ibid., p.444
(11) Ietham, Op.Cit., Letter to Hayward, p.219
(12) letters, p.63



lladeleine Caroll picture (g0 to see Café Society--it's pretty

damn good, I think. This one is the same producer-director—

stars combination) and anyhow, the movies are a dull life and

(13)

This Madeleine Caroll picturc is likely to be

onc hopes one will be able to trenscend it."

Honeymoon in Bali directed by ®dwerd H. Griffith, a pioneer at

Blison's. Besides Madeleine Caroll, the other stars were Fred

(14)

of o businesswomzn courted by & handsome young man whom she

Yaclurray, Ossa lassen and Lllan Jones. It was the story
considers a denger to her independence. On March 11th, Scott

w ote to Scottic again: "I have let myself be inveigled into
another picture and it may possibly run on the tenth of Lprilg
on thc other hand, it may blow up tomorrow. (It is the new

(15)

It probebly did blow up, for the person credited

aroll-NacMurray picture.)"

with the script—writing of Honeymoon in Bali was Virginia

Ven Upp who had adapted stories by Grace Sartwell and Katharine
“ueh. It was the second time Titzgerald was asked by the studios
to work on a story by Katharane Brush who was considercd to be
his imitetor.

Before Honeymoon in Bali, Scott Pitzgerald had worked

on two other projects: int-r Carnival and Air Raid./t the

beginning of February, producer "alter "anger had engaged him
to colleborate with Budd Schulberg on a story based on the
Daritmouth “inter Carnival. Budd, who was the son of the famous
producer B.P:Schulberg, had writtoen a script on this subject,
but T elter enger was not satisfied and asked him if he would

1ilke to work on the project with Scott Fitzgerald.

(13) ZLetters, p.63
(14g Cinéma 70, Op.Cit.,p.98
(15) letters, p.6T
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"My mecting with Scott Fitzgerald still holds for me a dreame
likec, legendary quality," he later remembered in an article
vritten in 1961 called "Old Scott." (16) Schulberg was happy
to work with the man he admired so much but who appeered to him
"sHhysically or psychotlogically broken'".

The writers were supposed to produce a love story
betweon a duchess and one of her former lovers during the
yvinter Carnivel. They wrote a ten-page synopsis about a girl
who trkes her baby and goes to Dartmouth to hide from her
outreced husband. “anger asked the writers to join the camera
crew which wes going to shoot background hold take at the

(17)

treditional Dartmouth Tinter Carnivel. Fitzgerald protested
but Tenger insisted and the writer left with Sheilah who was
afraid that Scott would suffer a relapse of his tuberculosis.
"Tien they were on the point of taking the plene B.P.Schulberg
cave kis son two bottles of chempagne to celebrate Budd's first
assisnment. ~hen the plane landed, Fitzgerald was drunk and it
weg the beginning of an endless spree—-"his biscest, saddest,
most desperate spree," seid Malcolm Cowley. (18)
Titzgersld was always drirking and felt diminished when
he Torlised that room-reservaetions had been made for cverybedy
cxcept him and his writer-colleezgue. Scott was convinced that

tlis omission revealed Hollywood's rcal attitude toward writers.

o)

ub perty given by one of the film makers, a group of professors
atorted to criticise Fitzgerald's contribution to the picture.
"You kncw," he answered, "I'd love to be a professor in a
University like this with all the scecurity and the smug niecties,

instecad of having to put up with the things we have to put up

Budd Schulberg, 01d Scott (Esquire, Jan. 1961, pp,97-9)
Turnbull, Op.Cit., pp.302-4

Serulberg, Op.Cit.yp.99

See (lossary of Technical Terms
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vAith out trere in the world. I bid you a good night,

(19)

During the same weekend, the two screenwriters, on

sentlemen.

theix way back to their hotel after having drunk 2 lot, met
“'alter Yenger by asccident. The producer fired the two writers
and Pitzgerald's venture at Dartmouth ended in a hospital.
gchulberg took care of Scott until he was relieved by Sheilah
Graham. "hen he returned to Hollywood, where he "has every
acccss to the heads of companics," (20) wrote Fitzgerald, Budd
gchulberg was hired agein by ‘anger, but alone. Thougl very
short, the two writers' association had been rather complex
Scott seemed tc have appreciated the young men even if it was
mingled with some feelings of superioritys "I know a young
Dartmouth man, @ recent graduatc . . .who has just chosen to
o PFast «end continue some work he hes in mind for Collie® ——
there's no secret about it, it's young Budd Schulberg--thus

(21)

Schulberg for his part admired Fitzgereld as a

soriously curteiling his income."

cclebrity of literature but did not fully appreciate the kind
of collaboration they had had. Scott wrote him a letter by the
cnd of February apolozising for nis behaviour: "I won't forget
thc resl plcesure of knowing you, and your petience as T got
norc end more under the strain. In retrospect, zoing PBast under

those circumstances seems one of the silliest mistekes T ever

(22)

From then on, Fitzgersld and Schulberg were to work as

madc."

foir competitors, both writing "something" on Hollywood. ALfter
scott's death, Budd was to publish many articles concerning him

and recall the Dertmouth venture in The Disenchanted, a novel

~

drexm from Fitzgerald's life.

(1) Turnbull, Op.Cit.,p.303
(20) Ietters, p.606
(21) Tetters, p.606
(22) Ietters, p.600
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“inter Carnival was made the same year by United

Artists. It was directed by Charles F. Riesner and 'adapted'
by Lester Cole, Budd Schulberg and Nauria Rapf from Corey

Ford's short story lichoes That Cld Refrain.

Titggereld took a month's rest, then producer Jeff
Lazarus asked him to collaborate on Lir Reid. After a month's
worle on the film be wiote to his deughters "Seriously, I expect
to dip in and out the pictures for the rest of my natural life,
but it is not very soul-satisfying because it is a business of
telling stories fit for children end this is only interesting
up to a point." (23)

Fitzgerald was called on once more to re-write a
friend's story. fir Raid, which had first been written by
Denecld CGgden Steward, inauguratcd a long series of scripts about
the war that was just beginning in Furope. The film came
probrbly too early, for Metro-—-Goldwyn-Meyer decided to abandon
tl:c project and Fitzgernld remnined a whole summer without snything
to do for the movies. Lfter Lir Raid he wrote a letter to
Scottie with & short P.S.: "I am pretty definitély brersking with
Cber, but he dcesn't know it yet." (24)After Herold Ober had
refused to lend him some money, Fitzgerald decided to breck their
asrcement. "Your edvice thet I should have teken on some movie
work with a long cevity and a temperature of 102° was a new
slant. The cavity evidently begean tc form about the time I
storted on X Rodd w (25)

Firing Ober meant dismissing H.N.Swanson too since the
Iollywocd cgent was associated with Ober. Swenson was replaced
in Crlifornia by Leland Heyward end Fitzgereld decided to be

his own literary agent in relction to the magazines. Now he wes

(23) Ietters, p.63
(24) letters, p.74
(25) Ietters, p.426
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offcred $250 for ezch of the Pat Hobby stories. Ten yerrs 2go,
his short stories were still wortt ten times that finencielly,

Scott Fitzgerald hr~d been waiting three months for
his next movie work. "Since I storped picture work thrce months
a0, I heve been through not only = TB flare-up but nlso a
nervous brezkdown of suc? Z;verity that for a time I threstened
2

to perelyse both arms." In fect, the doctor, willing to
frirbten his petient and keep him from drinking, had told him
thiot it might be an alcoholic perolysis. Lfter that, Scott took
greater care of himself but as he rut it in a letter to Zelda,
"sickness and no money are a wretched combination." (27)
Finally in September an offer came from Scmuel Goldwyn
to work on & film ecalled Reffles. Joseph Breen had killed the
moking of Infidelity but this time when he did the seme for
Roffles, Scott Fitzgerald was celled in to revise the script
according to the censor's objections to what he termed "a
viclation of the Production Code." The Hays Office declared
unaccerteble the fact that a crimineal should be allowed "to

outsmart the police and go off scot-free." Joseph Breen suggzested

4

{5

that e scene should be rdded that would indicate to the rudience
that Raffles knows that he cennot escape justice, that the police
arc waiting for him. Moreover, the producer was asked to cut out
some cxpressions like "Good Lord!" from the dialorue. (28)
Adepting the script to the rules of the Legion of
Decency was a new essignment for Fitzgerald. The writer hed to
fersct his own objections to censorship in general end sterted
re-writing the opening scene of the movie which told the story
of 2 celebrdted cricket player who tries to hide his finencial

bankrurtey. The film wes to cast David Niven and Olivia de Hevilland.

(26) Ietters, p.75
(27) TIetters, p.125
(28) TIatham, Op.Cit., PP.234-5
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In September, Fitzgerald wrote to his lawyers "I've
been on the run between Universal and United Artists (where
Niven is and isn't going to finish the picture) and on the
point of suing R.K.O. for keepins me awske on their lot across
the street." (29 Fitzgerald worked noimore than a week on
Raffles end the whole project sznk. "I am almost penniless,"
ne wrote to Zelde in October, but at the end of the month he
wrote to hig deughter: "I am alive agein-—getting by that
October did something—with 211 its streins and necessities
snd humiliations and strugsles. I don't drink." (30)

Fitzgereld was referring to his brief allocations to
various scripts as "humiliations end struggles"; these conflicts
hiolped him understand the Hollywood colony and to start a new
novel on the movie people. .1 last Fitzgerald had found a strong

home ¢nd commented to Scottie: "Look! I have begun to write
something that is meybe great, and I'm going to be absorbed in
four or six months. It may not meke us a2 cent but it will pay
oxnenses and it is the first lzbor of love I've underteken since
the first part of Infidelity. (Do you remember that helf-finished
script the censor stopped two years ago?)“ (31)

He finished the first chapter by late November but
could not find sny editor who would accept to serialise it.

In the meentime, the Pat Hobby short stories, written for
Isquire at §250 each, were done "to pay the grocer." (32)
.5 his novel progressed, the stories based on the run-down
Tollywood script-writer showed the writer's capacity to
cssociete the theme of feilure to a funnier and more detached

troatment. hen 'Colliers' refused to seriaslise the novel-in-

(2¢) Ietters, p.615

(30) Tetters, p.128

(31% letters, p.77
Letters, p.306



Progress;, Fitzgerald wrote to Maxwell Perkins that his plan
was to "just go shead and dig it out," (33) but complained
however of being short of money: nT think I cen do some inter—
mittent work in the studiocs botween each chapter of the novel
instcad of this unprofitable nacking for Fsquire, and I may be
able to get somewhere by spring."

He zctually worked on his novel until Lpril when a
producer called TLester Cowan called him to write a movie treatment

of onc of his own stories Bebylon Re-visited for Columbia.

Titzgereld had sold the movie-rights of the story in January but
as he hed put it in a letter to Scotties "You have earned some

moncy for me this week because I sold Babylon Revigited in which

you are & charzcter, to the pictures (the sum wasn't worthy of
+he megnificent story--neitier of you nor of me--however, 1 am
accepting L (34) In ony casc, he was not in a position to
refuse meoney. He was drinking meore and often quarrelling with
Sheilah Greham when he announced to his daughters "I am going

to work on Babylon Revisited at a lousy salary-—a weck from

w (35)

Mondey--Inyhow, it's something.

“i4h his novel projressing end trig first cffer to

adopt one of his own stories, the writer felt less forgotten

and begen working passionetely on his screenplay although the desl
wos not clearly settled. On April 11th he wrote to Scottie ageain:
"I ro to cinema work tomorrow cn & sort of half-pay, half-spec

business on my own story Babylon Revisited." Columbia, which was

becoming one of the major film compenies, edvanced him 2 small

(36)

amount of money, "living money' as he put it himself , while
he was preparing the first dreft of the treatment. Fitzgerald

roceived three hundred dollars a week but Cowan had offered him

%}3) letters, p.306
(34) letters, p.T9
(35) Ietters, p.82
(36) Ietters, p.83
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as hc explained to the Murphys "to do a plece of my own for a

small sum ($2,000) and a sharc in the profits. The piece is

Babylon Revisited and an old but not bad Post story." (37)

The agreement implied that if the story went over'in installments
vith the producer, the company, the relcasing people," then
Titzgerald would get "an increasing sum."

The writer, who did not went %o reduce his scele of
living of ten years before witl an income of still in the region
of $3C,C00 a year, was growing less ambitious and more
resisned, and concluded: "At bottom we eat——at the top the deal
is very promising." (38) The writer and the producer secmed to
like each other very much and Fitzgerald was allowed to work at
home, which the studios rarely permitted. By May he anncunced
onthusiastically to Scotties "Ly movie progresses end I think
it's going to be damn goed." (39) Cn June Tth, he wrote to her
that he hed finished his picture and was doing a short story.

Fitzgersld was expecting to hear "in a day or so"
whother he was going back to work on his picture story, in fact,
Columbia had stopped ziving him his weekly cheques and the
writer was agein short of money and back to his old stendby,
Bsquire. Scottie hed asked him for some money to go to
liontsomery; he explained the smell emount of the cheque he
gont, writing: "I'm sorry that it cen't be more but, while my
picture is going to be done, the precducer is poing to first
do one that has been made for the brave Laurence Olivier who
will defend his country in Hollywood (though summoned back to
the British Government)." (10)

The wer was raging in Furcope by this time, and mocking

letters, p.449
letters, p.83
Tetters, p.89%
Ietters, p.S6
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appeal for an anti-aircraft defence for New York,
he celled this "a cowardy panic." "Next we will have Louis B.
layer celling for anti-aircraft guns to defend Metro," (41)
Titzgerald seid he had not fcoreseen the war to come in 1939 and
concluded: "The comrades here are in a gloomy spot." (42)

Meanwhile, although Cclumbia had stopped financing him,

Scott Fitzgerald was still polishking his screenplay. He was
detcrmined to succeed this time with a material that "may lead

(413)

to & new line here." He was convinced that he had written
"a really brilliant continuity" whkich made him think he could
achicve'"one of those brilliant Hollywood reputetions which
endure all of two months sometimes." (44) Fitzgerald knew
perfedly well that waiting for the outstanding pictures like
Rebccca of Llfred Hitchecock was "much higher" not only financially
but critically as well than producing stories for the commercial
magazines. It was the triumph of the talkies!

In June, Fitzgerald was weiting to see if anger

could sell Babylon Revisited. screenpley to Shirley Temple,

cormenting "If this happens, everything will lock very much
brishter." Unfertunately, Shirlcy Temple—or rather her mother——
was irresolute. Fitzgerzld told Scottie that the actress had
reminded him of hid daughter at 11 1/2 but he did not know yet

if she was going to do thc picture or not. (45) By the end of
July, he was still on the rroject and wrote to Zeldas "Shirley
Temple end her family . . .went to do the picture and they don't
want to do the picture but that's really the producer's worry and

not mine."

Letters, p.23
Letters, p.¢3
Ietters, p.308
Leiters, p.134
Ietters, p.100

P, S, PTG P
D S e B
R

N = GO Y <k
B e S N N



-17 3w

By the time Babylon Revisited had turned into

Cosmopolitan, the project had already lost a sug estive and

beautiful title. Talks were dragzing on and nothing concrete
roesulted from the negotiations. Paramount which was now involved
in the projected picture did not want to star Shirley Temple
alonc and U?ngir could not "find any big star who will play

4

with bher." In spite of the confusion, Fitzgerald did not
give up hoping for "attaining some real status . . .28 a movie
man and not as a novelist," as he confessed to Zelda in
Scptember. A week later, however, he expressed his fears that
Shirley Temple wculd be grown up beforeng%r mother decided to
sign & contract with Janger: "It would/be interesting if she's
thiirteen. (47) By the end of October no agreement had yet been
rcached but Paramount was announcing Little Bva starring Judy
Garland and Shirley Temple. 4t the time of Fitzgerald's death,
there had still been no real progresss but at least the prospect
was still alive, and Fitzgerald died believing that Babylon
Revisited was on the point of being made.

“hen This Far Side of Paradise by Lrthur Mizener

inaugurated the Fitzgerald revival, M@M--the company that had
fired the writer——purchased the script for $100,000 . Budd
Schulberg had been asked to re-write the screenplay of "01d Scott"
but hc gawve it back unchanged with the comment: "I read it and
thought it first-rate, just as it stood." (48) Julius J. Epstein
and Thilip G. Epstein accepted not only to re-write the story

but even to splice it together with Flliot Paul's novel The Last

Time I Saw Peris. "hen the film was shot in 1954 under Richard

Brocke's direction, Fitzserald's name had disappeared from the

credit and titles. Van Johnson (Cherles) and Flisabeth Taylor

(46) letters, p.142
(47) Ietters, p.143
(4 Schulberg, Op.Cit.,p.10C
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(Lolcn) starred in thc picturealcng with Dona Reed and Sandra
Descken. The story was set in Paris, not at the time of the
Crash but in the years after orld ar II. Tt was as if Holly-
wood did not want to ecvoke the roaring twenties and the Great
Depression because they were so remote in the past. Fifteen years
later, MQY kept on killing Pitzgereld’s dream of success in the
industry and Hollywood still feiled to understand the writer's
vicew of the lost decade. Thus Yotro spoi%ed)Fitzgerald's best

49

scrcenplay ac.erding to most observers.

Cosmopolitan adapted from Babylon Revisited cpened

with a flashback that brings us to New York before the Ciash,
Iir Tales is retiring to Paris with his daughter Victoria and
Helen his wife. 7ales is & tycoon--just like Monroe Stehr, whose

character in The Last Tycocn,written during the same period, had

probibly influenced the making of the screenplay's hero. Scott
Fitzrerald gave frequent camers indicetions based on counterpoint
technique when on the boat "we hear the captain asking advice
about the market, we see theo little girl looking at the Dig,"
remerks Laron Latham, (50)

"hile the stock market was collapsing, Helen throws
herself into the ocean and "ales's moral and financial bank-
ruptcy is suddenly revealed. L£1though moving from ‘Jales's
crack-up and not Helen's, thec rest of the story is but slightly
changed from the way it had becen written in 1930.

"I believe," says funt Marion to Victoria, "you think more about
your fether than about your poor mother," to which the child

repliess "Mother's dead--Deddy's still alive." (51)

(1) Iatham, Op.Cit., pp.257-8
(50; Ibid., p.249
(51) Tvid., p.252
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“riting The Last Tycoon (52) helped Scott Fitzgerald

keep elive, but Hollywood will remain for him both a living and
posthumous symbol of failure until the seventies. Before his

dcath, while waiting for Cosmopoliten to o into production,

Pitzrerald had worked for Darry Zanuck, the head of 20th Century
Tox. It was in late Lugust and Scott had written to his wife:
nT +think I had a pretty good job coming up next weck——a possibility
of ton weeks' work and a fairly nice price at 20th Century Fox.
T hove my fingers crossed but with the good Shirley Temple script
behind me I think my stock out here is bétter than at any time
during the last year." (53)
Fitzrerald had often rmbt Derryl Zanuck at parties in
Furope during the twenties and when the two men met gaain in
140, the former was almost considered a failure, while the
latter appeared as a new tycoon of the film industry, able to
malic his company--20th Century Fox--greater than Metro itself.

Fitzreorald was asked to adapt a successful London play called

The Light of Heart by Pmlyn "illiems. It was the story of an

artist who had been famous and cherished before becoming an
alcoholic. Lt the end of the play, the old, forgotten artist
triecs to support his daughter by writing commercial trash that
he desrises.

It was probably not by accident that Darryl Zanuck
had asked Fitzgerald to re-write this story. More likely he
thought that Scott was the right man to feel this artist's pain
and crack-up. /s he explained to his wife, Scott expected to
werk for some weeks on his new assignment before gcing back to
his novel. "I don't suppose," he wrote, "anyone will be much

interested in what I have to say this time." However, he hoped

(72) F. Scott Fitzgerald, The Last Tycoon (Scribner, New York,
1941)
(53) Iletters, p.i41
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to get a credit on either Cosmopolitan or The Light of Heart,

o that "things will never again seem SO black as they did a

year ago when I felt that Hollywood had me down in its books

as o Tuined man——a label which I had done nothing to deserve." (54)
Fitzgersld wrote a brilliant screenplay with all the

devices he had been learning since coming to Hollywood, and giving

the many detailed technical indications that had seemed so

mysterious to him a few years ago. Now he was a mature screen=

writcrs but was it not too late? Fe was even thinking of the

possibility of directing his own writing. In Lnthony FPage's

film, as soon as he arrived for the third time in Hollywood,

he said it was the only way to avoid being betrayed.

"hen Fitzgerald started re-writing The Light of Heart

he wrote to Zelda: "They've let a certain writer here direct his
ovm pictures and he has made such a go of it that there may be

o different feeling about that soon. If I had a chance, I would
attain my real goal in coming here in the first place." (55)
Mfter eight weeks on the story, Zanuck's collaboretors said it
was ""too gloomy" 56) and this treatment joined the others on
the shelves until Fox finally asked Nunnaly Johnson, now a

colebrated screenwriter, to re-write the script in his turn.

The picture was shot in 1642 under the title Life Bezins at 8:30

and starred Yonty ‘ooley.
Fitzgerald decided to return to his novel, hoping
that what he had saved "in the weeks at 20th (would) last until
Dccember 15th." (57) He still hoped to finish the first draft
by the middle of December and thus he worked as hard as his state

of health allowed. The writer wanted to exploit all his experiences,

(54) Letters, p.144-5

(55) Ietters, p.142

(56) Iatham, Op.Cit., p.26T
(57) Ietters, p.146
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controversies and failures in Hollywood as literary material
for writing a novel Fitzgerald had intended to do even before
becoming part of the moving-picture colony.

"It may be the last novel I'll ever write," he wrote to Zelda,

v (58)

"but it must be done now.

(58) Letters, p.145%
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THE HOLLY.0CD OF THi TYCOCNS

In 1920 Scott Fitzgerald had tried to sell the great
D. ., Criffith "the idea that people were so.L interested in
Hollywood that there was money in a picture about that and

1)

that something fascinating could be "zot out of Hollywood, which
(2)

romance in the studio." Fitzgerald had always been certain
is certainly one of the most romantic:cities in the world."
Hig first story based on the film colony is dated 1932, one year
oftor Fitzgerald's second stay in California.

Twen before the fiction about Hollywood had come to

1ifc with Pirandello's Shoot, subtitled The Notebooks of Serafino
(3)

Cubbio, Cinematographer Operator. The novel story is that of

o film technician who works for the Kosmograph, a monstrous
motion picture film company. The writer makes his hero aware
of the camera possibilities for de-humenisation: "Fverything

n (4)

tochniques are opposed to literary devices and stand as a symbol

flickers and disappearse. In Pirandello's ncvel, film
for the modern condition.

“hen the 1929 Crash shattered most of America's confid-
ence in the Lmerican Dream, Hollywood seemed unconcerned with the

ecconomic collapse. The sunny “est still provided the whole country

letters, p.423

Tbid.

Tublished by R.P.Dutton, New York, 1926
Tbid., p.10 ;
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with adventures, glamour, fame and dreams. "Hollywood was now

the syokesman for Lmerica's drcams," writes Robert Sklar. (5)
Because of people's lack of confidence and the social problems
that followed the Great Depression, the movies and the far-lest
Southern Celifornia's new assignment was to comfort the audiences
and convince them to TRUST the /merican Dream of unlimited wealth.
Longs queues of unemployed people entered dark movie houses to be

cntertained by Frank Capra's lMr Deeds Goes to Town, Mr Deeds Goes

to " ashington, It's a "onderful Life or Frnst Lubitsch's Monte

Carlo, Bluebeard's Seventh "ifec.

£11 these films were based on sudden wealth and naive
success. "The motion picture industry was among the last Lmerican
‘ntcrprises to feel the Great Depression," wrote Frank Capra, the
dircctor of the New Deal. "Films were the cheapest, and for many,

(6)

drecams to overcome despair. Never have people been so fascinated

the only form of entertainment." Hollywood was menufacturing
and lured by these manufactured dreams; many writers who had seen
the Depression seriously hurt book sales turned their interest
toward Hollywood, out of which grew significant fiction.

In 1934, James Cain published a novel called The Postman

LAlvays Rings Twice and thc¢ next year, Horace McCoy wrote

They Shoot Horses, Don't They? Both novels were set in Hollywood

Southiand periphery. Both novels deal with the theme of destruction
and dissolution. McCoy's novel was filmed in 1971 by Sidney
Pollack and refers to the Depression, relating the three hundred

pecoples' marathon dance to the desperate need for comfort and

(5) Sklar, Op.Cit.,p.334
(6) Frank Capra, The Name ibove the Title (MacMillan, New York,
1°71) p.136 ,

% Note: The Postman Always Rings Twice was later transposed by
Luchino Visconti into a satire Ossessione, set in 1¢41
in Sicily and directed against Mussolini's fascism.
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netcertainment, Gloria Beatty had come to Hollywood to be in the
Pictures and so had Robert who dreamed of working for Von Sternberg
OTMamoulian - The dreamers die and so do their dreams,

In 1938, Fitzgerald's friend John O'Hara wrote Hope of
Heaven which was & failure from the critical point of view, However,
O'Hara's story of two men who have drifted into Hollywooqd and
their dissolution aprears as g metaphor for the failure of the
smerican Dream shown through the intellectual ang sexual corruption

of Hollywood. “hile Scott Fitzgerald wag writing The Last Tycoon,

threc of his colleagues in Hollywood were Preparing novels on

the same subject: Nathanael est's The Day of the Locust,

published in 139, Raymond Chandler's Farewell, My Lovely, which

was finished in 1940 and Buag Schulberg's That Vekes Sammy Run,

published a few months after Fitzgerald's death.

£11 three were working as Screenwriters in almost the
Samc conditions ag Scott, re-writing rather than writing originals,
winning but little credit, using their studio salarics to Produce
litcrary fiction. Nathanael Jest, like Yilliam Faulkner, haq
attained professional status ags a SCreenwriter; hig fiction ig
mingled with Hollywood characters, while Faulkner drew a clear
dividing line between hig job as a Screenwriter and his commi tment
as a novelist, never confusing the former with the latter,

In June 1939, Fitzgerald Teported in a letter to S.J.
Perelmen: "Layra's brother (Nathaniel (sic) “est) sent me his
book and g Very nice letter with it which has totally disappeared

zo Cuba. " (7) Scott worried

since g trip I made over how to answer

West and commented?

(7) Letters, p.604
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“The book, though it puts Gosol's The Lower Depth in the class

with The Tele of Benjamin Bunny, certainly has scenes of
extraordinary power—=if that phrese is still in use. Tgpecially,
T was impressed by the pathological crowd at the premiere, the
cheracter and handling of aspirant actresses, and the uncanny,
s1most medieval feeling of some of its Hollywood background,
sot off by those vividly drawm grotésques."

By the time he was writing the Pat Hobby stories,
Titzgerald had read the Day of the Tocust and probably felt

rclieved because he was not concerned with attaining effects
similsr to est's.

The novel tells the story of a man called Tod Hackett
who vorks et National Films and dies months later in a riotous
dissolution at a movie premiére. Once again the hero is destroyed
along with his belief in the Grecat hmerican Dream symbolised
by the Hollywood dream factory. Nathanael Test lays the stress
on the corruption of the film colony a8 representative of
jmorica as a whole. Corruption is related to sexuality, felse
rcligciony lack of Love and Beauty, illusive succesS. Lrt stands
as an alibi for Hollywood merchants and money is the real motive.
Instcad of being saddenecd by the collapse of the Taterloo set,
the actors 'were quite happy about their wounds: they were %o
reccive several days' extra Pay, and the man with the broken
log might get as much as five hundred dollars." 9)

The Day of the Locust wes filmed in 1975, one ye&ar after

tho third adaptetion of The Great Gatsby. Both pictures were

made by TFnglish directorss the former by John Schiesinger, the

author of Midnight Cowboy and the latter by Jack Clayton, a

cincmatographer of less Trenown.

(8) 1Ibid.
(9) Nathanael Test, The Day of the Tocust (Collected Torks in
Tenguin Books, first published in 1549) p.96
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John Schlesinger's production of The Day of the Loous§ gave

an outstanding view of the climax of the novel when the riotous
Juxtaposition of sex and violence erupts in a bloody madness.
The film often enriches the novel and hides some of its minor

flaws. In spite of these flaws, The Day of the Locust, which

Mitagereale praised, remains a major fictional achicvement ag
far as Follywood is ccncerned,

"hen Raymond Chandler wrote Farewell Iy Lovely (10)

he was already making his apprenticeship as a Screcnwriet in
follywood. The novel is based on the destruction of the Dream,
cven if the story is set in 2 world of gengsters and failures.
Chandler shows Los Ingeles and its third-rate enterteiners ag

ag cxample of urban dehumanisation. Though Chadler's novel
stands on the edge of Hollywooq, rarely mentioning the industry,

Farcwell My Lovely is larsely influenced by the Hollywoodian

aesthetics, and its well-known hero Philip Marlowe lives in
Hollywood. The novel has often been adapted: in 1942, Chandler
collabcrated, uncredited, with Irving Reis's direction of

The Falcon Takes Over. In 1915, Idwerd Dmytryck made Murder

my Sweet and in 1976 Farewell My Lovely was finally filmed

under its real title by

Chandler was never satsified with the Hollywocdian

system of adaptation except in one case: The Big Sleep, written

by William Faulkner among otier writers, and directed by Howard
Hawks. This was in 1¢46. Chancler once noted in a letter that
he was interesteq by the fact that nothing could emerge from
the Hollywoodian system, "car, par ss nature méme, le systéme
cherche 3 exploiter un talent sans lui donner le droit d'étre

o (17)
un talent.

(10) Raymond Chandler, Farewell Yy Lovely ( ppe g
Omnibus, .lfred .. Kncpf, New York, 1¢64) p.
(11)  Cinéma 70, Op.Cit., p.87, translated by Olivier Comte,

aymonl Chsndler
257
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“hen Scott Fitzgerald heard that his friend Budd
Schulberg was writing a novel on Hollywood, he was afraid that
it would clash with his own book in progressS. L few deys before

{5 death, he wrote %o Maxwell Ferkins: "Budd Schulberg, a VeIy
nicc, clever kid out here, is publishing a Hollywood novel with
Random House in Januarye. Tt's not bad but 1t doesn't cut into
my material at all." (12) The novel was published a few weeks ’

cfter Fitzgerald's death and was called That Makes Sammy Run? he?

T4 was Schulberg's first novel and told the story of Sammy's
rapid ascent in Hollywood as & screenwriter until he becomes

a tycoon with a bodyguard and much poOweT. Schulberg mekes a
portrayal of the studios and the film colony as an "/merican
micrccosm, a place whose ethical and spiritual decomposition
signals « .the death of the Lmerican Dream" writes Talter
wellse (14) Schulberg obviously condemns Hollywood as a corrupt
place where there could be no place for real talent.

On the same day he wrote to Maxwell Perkins, Fitzgerald
sent Schulberg's editors Bennet Cerf another letter in which he
praised Budd Schulberg's novel as "a grand book, utterly fearless
ond with a great deal of beauty side by side with the most bitter
satire. Such things are in Hollywcod-—and Budd reports them

. (15)

Later in 1950 Budd Schulberg was to write another

with fine detachmente.

novel based on Hollywood, The Discnchanted, in which Fitzgerald

was involved as a central character.
vhen he died a few deys before Christmas 1940 end one
day before Nathanzael “est killecd bimself and his wife in a car

cresh, Fitzgerald was still working on The Last Tycoon. Some of

(12) Ietters, p.371

(13) Tublished by Random Houseé, New York, 1952

(14) Talter Jells, Tycoons and Locusts (Southern Tllinois
Tniversity Press, 1€73)

(17) Ietters, p.625
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the scventeen Pat Hobby stories which first appeared in the
Januvary 1940 edition of Hsquire were published posthumcusly. (16)
LAt the beginning, the stories were linked only by the hero's
permanent presence but after writing the first three, Fitzgerald
developed the idea of a larger entity. Llthough their primary
purpose wes to pay the grocer's bills, these stories played
scverel roles in Fitzgerald's fictional work. Through these

short pieces, Fitzgerald projected @n interesting portrait of

a writer who was probably not himself, but whom he ceamec to

knovw very well.

Pat Hobby, forty-nine years old, has been a screen-
writcr for his last twenty years, earning credits and contempt
successively. Pat could be considered a failure, but he does
not look &t his career in a tragic light. He is inclined rather

to sce the funnier aspects of his destiny. In Boil Some "ater—-

Lots of It, Pat Hobby assumes that film-making is an industry,

not an art, and thus looks on Limself as a professional writer

(17)

Titzoerald had ohserved in Hollywood, Pat Hobby never tekes the

rether than an author. Like many screenwriters that

trouble to read the original work when he is assigned to an

aldaptation. He has "scarcely opened a book in a decade" because

(18)

Just like Fitzgerald, Fat Hobby had gained a few credits
o

(19) but after Follywood had lured him with

a $2,500 contract, his salary had fallen to $250 a week (like

now, he says, "they got I'nglish teachers working in pictures."
in the past years
n 1 < ] (20) 3

Titzrerald's). Now, Fat Hobby's sccret hope is to become

a producer, just the way Fitzgereld dresmed of getting his chance

as a writer—-director. Both shared the same quest for intellectual

(16) T. Scott Fitzgerald, The Pat Hobby Stories (Scribner, New
York, 1962)

(19) 1at Hobby and Crson Tellcs

(18) L Yan in the Tay

(17) Cf. Mightier than the Sword

(2¢) TFat Hobby's Secret
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and materisl independence. Although written in a comic vein,

The Pat Hobby Stories convey the writer's bitterness over his

experience as a Hollywood screenwriter. Morcover, these
stories fulfilled another purpose which consisted of clearing
away the large amount of meterial Fitzgerald had gathered when
he hed decided to writc a novel on Hollywood. These stories
served him as a iough-copy fcr the great thing he began to write
in QOctober 1¢3C, only a few wecks after thc first story was
published.

Titzgerald's purpose was to write a tragedy; his set
would be Hollywood and his hero a film producer. Though he tried
to convince his editor that his new novel was "distinctly not

about Hollywood," The Last Tycocn turned out tc be basecd on the

moving-picture colony. The writer declared he was in terror

"thet this misinformation may have been disseminated to the

(21)

kecp his real purpose secret, or believed that Hellywecod was a

literary columns." “hether he thouzht it necessary to

dangerously choking matter, Fitzgerald rcmaincd secretive about

The Lest Tycoon as long es he had not finished its first draft.

Two weeks before his decath, he wrote to Scottie: "My novel is
something of a mystery, I hope; I think it's a pretty good
rule not to tell what a thing is until it's finished. If you

(22)

scemed more confident when he sent an outline of the novel to

do, you always secm toc lose some of it." In September, he

Maxwell Terkins:

"There's nothing that worries me in the novel, nothing
that seems uncertain. . .If onc bock could ever be
'like' encther, I should say it is more like The
Greet Gatsby than any other of my bocks. But I hope
it will be cntirely diffcrent. I hope it will be
something new, arouse new emctions perhaps even a new
way of looking at certain phenomcna . . It is an
escepe inte a levishy, romantic past that perhaps will
not come agein in our time." (23)

(21) Letters, p.305
(22) Letters, p.116
(23) The Last Tycoon, Op.Cit., p.172
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He finished the first chapter by late November, but
Colliers, & 1iterary megazine, <fused to serialise it, and
"3 4n-erald stopped working on the novel to write the Babylon

Rovisited script for Columbia. “hen he went back to The Last

!
'

Tycoon he was drinking a lot and his health was getting worse.
To bis daughter he confessed: "You don't realise that vhat I
am doing here is the last tired effort c¢f a man who once did
something fine and better." (24) Tis literary reputation seemed
remotc in the past and he felt himself a forzotten artist from
another century.

One year later, Pitzgoereld was even more tired but as
his hovel grew in length and colour, his hopes were high. "4t
present I'm doing a masterpiece for s uire," he wrote to
Scottie. (25) Living in Melibu with Sheilah Graham and working
ac o freelance screenwriter most of the time at home, he was
hardly ever taking part in the professional and social life of
Hollywood.

His novel was based on the observations he had collected
from the pest and his opinion of the movies was now very criticalg
he thought that the movies were & nracket": "You cannot be honest
vithout admitting that its constructive contribution to humanity
ig cxactly minus zero." (26) He was convinced that the film
infustry was luring the audiences just the way it had lured him
gome years ago. "It's simply a means of making dubious promises

(27)

to a credulous public."

Tetters, D.AS
Tbid., p.ST
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He had been credulous himself end the promises of a
finenciel and artistic security had proved more than dubious.
He was 2lone and poor, now living entirely in the past. One of
the last notes he recorded at the end of The Last Tycoon was a

o (28)

ateteoments "There are no second acts in /merican livesj

and yet Scott itz erald was hoping to emerge again against

(29)

He was sure tha his novel was good and would help him

Tollywood which had him "down in its books as a ruined men."

live an exceptional second act, cxcept that his health was
collzpsing which made him ~loomy: "No possible triumph is worth
the loss of your health," he wrote to Scottie three montls before

(30)

he died. He suffered his first heert attack in the first
days of December and trough nothing orsanic was discloscd by

the cerdiogram, he hurried back to his novel. On December 13th

he told Zelda that he could not o to the studio in his condition,
o5 hc hed to spend most of his time in beds but he added: "The
novel is about three—quarters through end I think I cen go on
+ti11 Jenuary 12th." (31)

he wes not oing to stop working until he finished his first

(32)

To Mexwell Perkins he announced that

draft "which will be sometime after the 15¢h January."
On December 20th, the day after he had written the first
part of Chapter VI, he had a sccond ettack, and on the 21st, a
third and fetal one. Francis Scott Fitzgerald would not live his
scoond act, though posterity woeuld give him more acclaim than he

over echieved in his lifetime.

) The Last Tycoon, Op.Cit., p. 196
) Ietters, p.145

) Tetters, p.111
)
)

Ietters, p.150
Ietters, p.311
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"hen Tdmund ilson edited the unfinished novel, he
insisted on the fact that even Fitzgerald intended to revise or
ro—write the six chapters he had written. L letter to Maxwell
Porkins and an outline were added to the manuscript along with
various notes, so that it becamc possible to conclude that what

remains from The Last Tycoon corresponds to only onec half of the

projccted story. For a long time Fitzgerald had pretended that
it was not a novel about Hollywood, telling Maxwell Perkins
thet the love affeir was in fact "the meat of the book." (33)
The reeder might be misled by this assumption if he strictly
considers the unfinished draft which stresses the love affeir
between Stahr and Kathleen much more than it appears in the
~cneral outline of the whole story.

Rcading the summary of the novel that the zuthor left in
his notes conveys & sense of thc rersonal and political conflicts
thet were thrcatening the orgenisetion of the studios. Fitzgerald

had often compared his last novel to The Great Gatsby which stood

as a model for the kind of balance he intended to accomplish
botween the social forces and the hero's involvement in the
conflicts as en individual. If Gatsby's dreem was representetive
of the genteel hero in the twentiecs, Monroe Stahr's rise and
21l would have been the result of the cconomic contradictions

4

that Follywood showed during the thirties. Ls Michael lNillgate

put it, Thc Last Tycoon weas in fact "two novels in one": one

"~sychological" about the typically Fitzgeraldian hero lMonroe
Stohr and the other "social" in its enalysis of Hollywocd. (34)
In Monroe Stahr, Scott Fitzgerald had found the hero
he necded to write a real tragedy. The writer had first met his
model during his visit to Hollywood in 1927. The former was, at

thirty-onc, at the peak of his literary feme, while the latter

(33) The Last Tycoon, Op.Cit., p.168

(34) Vichael ¥illgate, Scott Fitzeerald as a social noveliste
Statement and Technique in The Last Tycoon ("nslish Studies,
XII1I February 1962) pp. 1-3
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A

who was threc years younger, was already ranked a genius

end a wonder-boy b, thc whole com unity of the film industry.
Irving Thelberg had invited Scott Fitzgerald for lunch in

the MM commissary; the two men had become acqueinted primarily
because the writer was working on an original story for
Constance Talmadge, whom the producer was courting. Fitzgerald
later remembered the convecrsation he had had that day with

Thalbergs

"Scottic, supposing there's got to be a road
throcugh a mountein-—a railrcad, and two or
three survcyors and people ceme to you and
you believe some of them and some of them
you don't belicve, but 21l in all, there
seem tc be half a dozen possible roads through
these mountains, cach one of which; so far
as you cen determine, is as gocd as the other.
Now supposc you happen to be the top men,
there's a point where you don't cxercise the
faculty of judsement in the crdinary way,
but simply the feculty of arbitrary decision
.« « oBut when you're planning a ncw enter-—
prise, thc people under you mustin't ever
knowor cuess that you're in doubt, bccause
they've all -ot to have something to lock
up to and they rmustn't ever dream that
you're in doubt cbout any decision. These
things kecep occurring." (35)

Lt that point, the conversation was intcrrupted by
other people srrivinsg at the table but Fitzgerald never forget
how much he had been "impressed by the shrewdness'" of what
Thalberg said. Like Gatsby, Thalberg had risen from very humble
origins to beccme a men of considerable power and wealth. He

came from a family of CGcrman-/lsatian-Jewish origin end was

(35) The Last Tycoon, Op.Cits, pp. 161-2
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born in Biroklyn in 189S. His first job for a studio was
offered him in 1918 by Carl Laemmle, then founder of
Iniversal Pictures in New York. In 1919 at the age of twenty
he became the studio manager of Universal Pictures in Folly-
wood. "hile still very young, Irving Thalberg was in charge
of the complete production of the company and had to deal
with such celebrities as firich von Stroheim and Billy " ilder.
Stroheim was an artist of unique talent but his
strength of personality almost immediately opposed Thelberg's
sonse of command. The menager stopped the shooting of Foolish
.ives which--once completed--proved to be the bigszest success
in Universal's history. Thalberg could not stand somebody
ag hzrd-headed as himself and did stop von Stroheim's next film,
“rom then on he was widely known as 'the man who fired Fric
von Strobeim,' which is not a flattery, since, ac ording to
many critics and film-goers, Strcheim might have become the
srecatest director in the whole world. In 1923  Thalberg signed
a contract for QM as vice-president and production assistant.
imong the most famous films he produced, there were titles like
Bon-Hur, Stroheim's Greed--which he cut from twenty-four to
ten reels, killing thus one of the most impressive masterworks

in the history of film--and King Vidox's The Big Parade.

“hen Fitzgerald met Thalberg in 1¢27, the young man
was no longer the Hollywood wonder-boy but an established
authority in the biggest film company, sharing with Louis Mayer
the direction of the enormous M@T. Thalberg produced famous

films like Vidor's The Crowd, La Bohéme and Beaumont's The

Broadway Melody, but as Scott Fitzgerald noted at the end of

his manuscript, he "never wanted his name on pictures," because,

he said, "if you are in a pesition to give credit to yourself,

(36)

then you do not need it."

(36) The last Tycoon, Op.Cit., p.176




Llthough a self-made man, Thalberg was an insatiable
reader and loved talking to writers. He knew Fitzgerald by
reputation but at the time of their conversation the writer,
who was then enjoying the full glory of hid fame, was the one
who was fascinated by his ycung admirer. "hen he returned to
Tollywood in 1631, Fitzgerald was less confident in his talent
while Thalberg had become a giant of the film industry. The
producer asked Scott to write an adaptation of Katharine

Brush's The Red-headed ".oman; but the two men repidly disagreed

on how the story of this ambitious young girl should be
approached. "I tried to get at Thalberg, but was erroneously
warned against it as 'bad taste'," Titzgerald wrote to his
daughter six years later. "Result——a bad script,”" he concluded.
“hen Fitzgerald returned to Hollywood with a six~-
month contract at MG in Januery 1937, Irving Thalberg was
already dead. “hen Miles Calman died in an air-crash at the end

of Crazy Sunday, Joel Coles said: ""hat a hell of a hcle he

leeves in this damn wilderness-~-already!" That was in 1931,
and Calman had been portrayed on the model of both Irving
Thalberg and King Vidor. Now, Fitzgerald could apply Coles's
scntence to actuality. He hesitated no longer; he decided that
Irving Thalberg would be the hero of the tragedy he meant to
write on Hollywood.

"Thalberg has always fascinated me," Fitzgerald wrote
to Kenneth Littauer, the editor of Collier's. "I've long chosen
hinm for a hero (this has been in my mind for three years) because
he is one of the half-dozen men I have known who were built en

(39)

a grand scale." In the same letter, Fitzgerald insisted on
he fact that the events he had built around Monroe Stahr were
pure fiction, but he added: ".i11 of them are things which might

very well have happened."

(3¢) Thomas, Op.Cit., p.10



Fitzgerald had always chosen his heroes for what they
represented. Gatsby was the enriched bootlegger, Dick Diver the
corrupt scientist and Stahr the Iast Tycoon of the films' Golden
Lges Despite his claim that "no single fact is actually true" in
the novel, Fitzgerald had in fect used all the events he had
noted while working under Thalberg's distant supervision. His
choice of Thalberg as a hero did not mean an adhesion to his
ccnception of power. '"Indeed, Thelberg's opinions were entirely
different from mine in many respects that I will not go into," he
told Kenneth Littauer. (40)

Scott Fitzgerald, who did not want to disclose the
actual content of his novel, firmly denied that it was either
about Hollywood or based on real observations. Both facts
proved true and three weeks before his death, he said of the
novel to his friend Tdmund Vilson, who was later to publish the
unfinished manuscript: "I honestly hoped somebody else would
(41)
Budd Schulberg's “hat Makcs Sammy Run and Nathanael "ests' The

Day of the Locust, Fitzgerald thought that nobody before him

yrite it but nobody seems to be going to." Lfter reading

had been able to produce the right fiction on Hollywood and that
it was his last mission to do it. One of Bdmund “ilson's first

rcmarks was that The Last Tycoon was the first novel by Fitzgerald

"to deal seriously with any profession or business'" while the

otlher books had been "preoccupied with debutantes and college-—

(42)

boys."

(4C) 7Tbid.
(41) Letters, p.369
(42) The Last Tycoon, Cp.Cit., Introduction by TZdmund "ilson, p.2




“ilson added:

"I'onroe Stahr, like ahy other of Scott Fitzgeradd's
heroes, is inextricably involved with an industry
of which he has been of the creators, and its fate
is implied in this tragedy. The moving picture
business in .merica has been observed at close
range; studied with a careful attention, and
drametised with a sharp wit such as are not to
be found in combination in any of the other
novels on the subject."

“ison cencludces with an opinion common to many

a critics "The Last Tycoon is far and away the best novel we

have had about Hollywood and it is the only one that takes us
inside." That was also thc opinion expresscd by Stephen Vincent
Bennett in The Saturday leview of Iiteraturc and James Thurber

, . i (A3)
in The New Republic.

ILs for the exactncss of facts, Fitzgerald has endowed
Stahr with most of Thalberg's habits and Tcatures. ®Remember, "
read a note on Stehr at the end of the novel, "that he was a
fighter though he was a smell man--certainly not more than
5'6 1/2", weighing very little (which is one reason he always
liked to sec people sitting down). . ." (44) Fitzgerald also
noted that Stahr was "Napoleconic and actually liked combat" and
referred at the end of thc episode to old Laemmle, the founder
of Universal Pictures, whko made Thalberg studio manager at the
age of twenty. The phrasc "wonder boy" is oftcn used by Fitz-
gerald to distinguish Stahr's precocious tclents. (45)

"Stahr's cducetion was founded on nothing more than a
night-school coursc in stenography," (16) but as the novel opens
he is at the height of his success and Fitzgerald wanted to

re-write the end of the first chaptor to convey the feeling

(43) Thomas, Op.Cit., pp. 12-13
(44) The Last Tycoon, pP.177
(45) Tvia.

(46) Ibia.



that Nonroe was symbolically landing on his own kingdom,

"fdeling certeinly of comings home to an empire of his owne—an

(47) jtahr

wag to have died in an air-crash and before his rivels turned

n

empirehe has made." Like Calman in Crazy Sunday,

(4

him out of his position. The Last Tycoon is the story of the rise

and fall of a new Fitzgeraldian romantic hero. Lfter ranny
Schwartz——once as successful as Stahr——committed suicide; his
note recalls Nick Carraway's final tribute to Gatsby: "Dear
-onroe, you are the best of them all and I have always admired

o (48)

This very suicide occurring before Stahr proceeded

your mentality . .

on his Hollywood journey announces an outburst of viclence,
symbolised by the earthquake, and a series of conflicts which
were going to threaten the tyccon's position and power. Violence
itself is used in films: "The men fought over and over. Llways
the same fight," (1¢) and Stahr refuses to share his power

with any person or group, and judged this scene "too short in
liapcleonic leaning towards combat." (50) "hen Katlleen disappears
in the night, he realises how much the past has vanished, with
his wife and his fame as a 'wonder-boy'. Now Monroe doubts cven
the possibility of love and is involved in two different kinds
of conflict: on the one hand, the race for power within the
system itself, which opposes tle bosses like Brady (Thslberg's
rivel Louis B. Mayer at MGM) and Stahr, and on the other,

thc social and political conflict between the company and the
Torces of labour which are being organised.

Until now, Stahr has been the sole element of unity

(A7) Ibid., p.163
(48) Ibid., p.
(49) 1bid., p.
(50) 1Ibid., p.
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in the system: Prince Lgge asked Stahr, "But what does make the
Unity?" and Stahr hesitated before replying: "I'm the Unity." (51)
%vcrything depends on him, and cverybody, whatever his function,
actor, producer or director; they must rely entirely on him.
Do Stehr," writes K.G... Cross, "the growing power of the
unions——particulaxly those of left-wing affiliations, such &s
the Vriters! CGuild——constitutes a challenge to his authority.” (52)
Cne of the most interesting achievements of this book
is the description of the rclationship between Stahr and the
directors on the one hand, and Stehr and the writrs on the other.
s soon as Thalberg arrived at Hollywood, he ran into conflict
1A+th Strobeim whom he never zllowed to be actor and director as
woll in order to be able to fire him at any time. "Up to his
arrival, the director had been kingpin in pictures since

Criffith and The Birth of a Nation. Now, therefore, some of the

ditectors resented the fact thet he reduced their position
from one of complete king to being simply one element in a
combine." (53)
Lfter visiting the stege where Red Ridingwood is shooting
a film, Stahr calls the director out to his car and announces to
him abruptly that he is dismissed from the movie. "Shall I finish
this take?" asked Red. "It's being done now," said Stahr. "Harley's
in there." The producer, realising that the actrecss disagreed
with Red's methods had chosen the less expensive alterneatives
fire the director. "How about my coat?" asks Red. "Here it is,"
gaid Monroe, who had teken it before leaving the studio.
This episode is quite significant of the kind of

rclationship that prevailed at that time in Hollywood. In the

(51) TIbid., p.72
(52) Cross, Op.Cit., p.104
(53) The Last Tycoon, p.176
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projection room, Stahr decides whether to cut a scene or to have
it developed. Rushes are trash if he decides so. (54)
ic behaves as if he were the 1e¢2l 'author', in the modern sense
cf the word, of all the movies he produces, s for the author
of the script, he is hardly an author at all; he is rather a
jobbing workman normally working with a six-month contract
before becoming, like Fitzgerald, a frezlance writer, a kind
of mercenary of the studios without security of any kind,
" Stahr knew he hed a working knowledge of techoics,
but because he had been head for so long and so many apprentices
hed grown up during his sway, more knowledge was attributed to
him than he possessed." (55) Stehr says that he likes writers
and actors, but this love is highly paternalistic: "You
vriters and artists goof out and get all mixed, and somebody
has to come in and straighten you out . . .You seem to take
things so personally, hatin~ pcople and worshipping them . . "(56)
“hen “ylie "hite asks him why Stehr pays him, Stahr rcplies:
"Thet's a question of merchendise. I am a merchant., I went to buy
vhat's in your mind." (57)
Stahr may have ten writrs working aheed or behind
somebedy else, "a system which he so thoughtfully invented,"
recalls Fitzgerald, who had found himself under the supervision
of people like De Sano or Ted Panamore, and sometimes re-written
by close friends like Lnita Loos. The conference in Chapter III

is recorded from Fitzgerald's own experience on The Rcd-headed

oman in 1931. Stshr repeats that he is the one who decides the
kind of story he wents: " hen I wsnt to do a Tugene 0'Neill

play, I'11 buy one," he states. (58)

(54) 1Ibid., pp. 67-8 # Note: "The Directors did not

(55) Ibid.y pallB appear at these showings—--officially
(56) Ibids,; p.21 because their work was considered
(57) TIbid. done, actually becausc few punches
(58) Ibid., p.49 were pulled here as money ran out in

silver spools. There had evolved a
delicate staying-awey." TLT p.65



I

i good writer, accordin to Mitzgerald, would write
trash for the movies deliberately. '.cld you write that in a
book of your own, lir Boxley?" asks Stehr. " hat?"answers the
scriptwriter, "Naturally not." In the system invented by
Stahr, the best accomplishment in the job is "the cleverest
placiarist in the biz." (5¢) Stahr explains that he has to
work with any writer that would accept the system and "stay
decently sober" —-which Fitzgerald and illy hite could not
achicve.

"Disappointed poets, cne-hit playwrights" arc employed
in peirs: "I've had as many as three pairs working independently

(60)

on the same idea." He eventually interfered with the

(61)

As a2 whole, he considers writers as childrens: "I never thought

writings: ".e don't need less characters . . .we need more."

that T had more brains than a writer has. But I always thought
that his brains belonged to me--because I knew how to use them,"
he says to Brimmer, the Communist Tarty representative.

Brimmer replies that the writers are "the farmer in
thc business. They grow the grain, but they're not at the
foast." Brimmer zoes on to devclop a theory of class-stiuggle
wthen he says: "Their feeling towards the producer is like the

(62)

In The Last Tycoon Fitzgerald achieved a sharp descrip-

farmers' resentment of the city fcllow."

tion of the economic conditions of 1life in Hollywood, which he
prosonts as "a perfectly zoned city, so you know exzctly what
kind of people economically live in each section, from cxecutive
to dircctors, through technicians in their bungalows, right

. (63)

dovm to extras. This obscrvation might be compared to

(5¢) Ivid., p.44
(60) TIbid., p.T1
(61) Tbid., p.129
(62) 1Ibid., p.145
(63) TIbid., p.85



what Fitzgerald wrote to his daughter the year he began his

novel: "Most questions in life have an economic basis (at

, (64)

In The Last Tycoon Scott Fitzgerald describes

least according to us Marxians).'

llollywood at the end of the tycoons' rule, when every company
was Jjoverned by a boss as if he were an emperor. MAI is
Stahr's empire as Fox was Zanuck's, “arners was Jack .arner's.
The tycoon was generally the executive producer. The Company
President is still the old founder, who sometimes arbitrates
the conflicts in the front office. In Chapter III, Stahr
proposes to the committee the production of a prestige film,
but he is challenged by Brady, Cecilia's father and onroe's
rival at M (Louis B. Mayer succeeded Thalberg as executive
producer in 1926).01d Marcus, the Fresident, states: '"Monroe
is our production genius." 65)

Monroe's opinion is tl.at one company cannot play
constantly safe., "It's time we made a picture that'll lose
somc money . . .this'll bring in new customers."
theory proved to be prophetic when, fort& years later, Holly-
wood decided to produce a very cxpensive adaptation of The
Great Gatsby in order to win new customers.

Is Monroe Stahr "Christian Industry"? asked Cecilia
in tlhic notes following the novel. Fitzgerald was convinced
that Stehr-Thalberg "was a marker in industry like ldison and
Lumiere and Griffith and Cheplin. He led pictures way up past
the range and power of the theatre, reaching a sort of golden
age, before the censorship.” (67)

In & lecture he wrote for Sheilah Graham, Fitzgerald

scys: "Once in a while, a grecat figure appeared (in Hollywood).

(64) Ietters, p.62

(65) Tre Last Tycoon, p.57
(66) Ibid., p.5S

(67) Ibid., p.35



(riffith was one, Thalberg another. There is no such pcrson
AOW o o oF (68)
Stahr-Thelberg is linked to three imerican Presidents:
Jeckson, McKinley and more emphatically to Lincoln, who stands
as a symbol not only of the past to which Stahr devotes his
drcams, but slso of the tradition of authority which he
cmbodies. The executive producer is assisted by associate
producers who appear in Chapter IIT in the conference room.
Reinmund is introduced as "a handsome young opportunist. . .
menifcsting an almost homosexual relation to Stahr," and

. (69)

They are both supervising John Broaca, the picture's director

"ylie “hite as "an intellectual of the second order.

and totally depend on their boss.

Thalberg usually looked on directors with much
contempt, but occasionally had close relations with some of
them like King Vidor. Most of these men were, in fact,
producer—directors, such as Josecph Mankiewicz when he produced

and directed Three Comrades. In the book, after the earthquake

Katlleen and her friend are riding on the top of a huge head
of the Coddess Silvas the rescuers hurry "because de Iille
nceds trat head next week," explains one of them.

Tleven men of the front office are having lunch
in the privete dining-room of the studio commiscary. "They
werc the money men--they were the rulers," writes Fitzgerald,
who adds: "Tight out of the ten were Jews—--five of the ten

. (70)

werc forcign-born including a Greck and an Tnglishman,

Ldwerd Murray, The Cinematic Imagination (Frederick Ungar
Tublishing, New York, 1972 ); p.202

The Last Tycoon, pp. 16=T

Ibid.y, De5D

Yote: The eleventh is Prince Lgge, their guest.

(9))
lee)
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Cecilia reletes her father to “all Street at the
opening of Chapter III: "Of course he talked that double
talk to "all Strect about how mysterious it was to make a
picture." Fitzgereld sugiests that Fastern Financing groups
control the studios imposing their "box-office standards on
producers, directors, writers, cveryone." (71) He even gives
the recader some details about the mcans of production when he
writes: "Llmost single-handed (Stakr) had moved pictures
sharply forward through a decade, to a point where the content
of the 'Lh-productions' was wider and richer than that of the
stage." (72)

Monroe Stahr is introduced as an or~anisational
genius, the creator of a system which is now threatenecd by
two different but implacable forces. Stahr is caught between
thosc who, like Bready, want to rcduce his power and the unjions,
symobclised by Brimmer, who want to substitute an organisation
based on the principle of the class-struggle. Both forces
agrec on the Tact that the tycoon should relinquish at least
some of his powers and prerogativess they went to put an end
to @ syston dorinated by a single man. Stahr is not ready to
transfer any of his powers; he fights in order to remain on
top of everything that is made in the studio.

The meeting with Prince lgge shows how unpopular
Stahr has grown with the management of the company. 0ld Iarcus
is obliged to provide him with a backing which brings nothing
morec definite than a delay to the finel issue of the conflict.
“hen Stahr announces that he intcnds to produce a '"quality
£ilm," (73) which may lose money, he appears to the capitalists

who control the industry as an idealistic artist no longer

(71) Iurray, Op.Cit., p.204
(72) Tre Last Tycoon,p. 116
) Ibid., p.5S
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nceded by the machine. Once, Stahr saw a negro who told him
that he did not allow his children to go to the movies; after
that, "Stahr had thrown four pictures out of his plans-——one
hat was going into production this week," (1)
1t the same time, Stahr is attacked by the unions
perticularly the “riters' Guild and the Communists for his
tendency to regard his collaborators as his belongings.
Sirnificantly, he seeks to meet a member of the Communist
Perty after receiving the telegramme ennouncing Kathleen's
marriage. "Stahr's negociations," narrates Cecilia, "with
the Triters' Cuild, which had continued over a year, were
approaching a dead end." (75) Before meeting Brimmer, Monroe
ran off "the Russian Revolutionary films that he had in his

library at home" as well as Robert "iene's Doctor Caligari

and Selvedor Dali's Chien lndalou (directed by Luis Bunuel).

Te had even asked for "a two-page treatment'" of the Communist
Manifesto.

Brimmer accuses Stahr of being "a paternalistic
cmployer" and as Stahr shows he is losing his temper, knocks
him down, sayings "I always wanted to hit a ten million dollars
but I didn't know it would be like this." (76) Later in the
story, "e wage-cut has been threatened in the studio" (17)
whilc the conflict between Stahr and Brady is coming to a
climax. Brady calls a meeting of writers and announces the
wage—-cut. Caught between the two forces, Stahr is, from Fitz-—
serald's point of view, the victim of a double conspiracys

(78)

"The Reds see him now as a conservative-—"all Street as a Red."

(74g Thide; s

(75) 1Ibid., p.142

(76) 1Ibid., p.153

(77) 1Ibid;, synopsis, p.154
(78) 1Ibid., p.156
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Kathleen has married a cutter working in the studio
who played an active role in the technicians' union against
Stahr. The tycoons' era seems over and Fitzgerald explains

he new situation by "the split between the controllers of
the movie industry, on one hand, and the various groups of
enployees." (79) The cnd of the story was to describe the
wild fight between Stahr and Brady, who try to murder cach
other, cxcept that llonroe dies in an air-crash like Calman

in Crazy Sun@gy.(8o)

In his notes, Fitzgerald wrote that Stahr had "died

(8

as "the relation of the moving-picture industry to the Lmerican
(82)

for what he believed in," 1) which Edmund 'ilson explained
idcals and traditions."

Stahr is a modern Gatsby and stends for the Great
fmericen Dream threatened and cuoorpted by the interests of
moncy, Jjust as the movies are packaged in a dream factory
instcad of being an art in themseclves. Stahr's successes,
strugrles, defeat and death symbolise the death of art and
crcative individualism in fmerica. Cecilia Brady, the narrator,
has becn moddlled by motion picture values; she suggests on
Fitzoereld's behelf that after the twenties had ended with the
Greot Depression Hollywood's fatc is [fmerica's.

Scott Fitzgerald had once written that he disagreed
with Thelberg's mcethods and that he could not give his sympathy
tc a man who used writers in teams as if they were mincrs. In

The Tiast Tycoon he describes Hollywood as the spokesman for

the American Yream. "Hollywood," writes Robert Sklar, "not only

(83)

spoke fer the nation's dreams, it manufactured them."

(79) 1Ibid., p.1%8
(8¢) Crazy Sunday, Op.Cit.
E81% The Last Tycoon, p.172
82) Tbid., p.155
(83) skxlar, Op.Cit., p.33%
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Llthough fascinated by the movies as a popular form
of cntcrteibment, Titzgerald denounces a system which is a
"shame . . .gross, commercial, to be deplored." Hollywood's
values are primarily destructive and conventional. "The moving-
picture business in Lmerica, " writes Fdmund "ilson about The
Last Tvcoon, '"has here been observed at a close range, studied
with a sherp wit . . .The Last Tycoonis far and avay the best
novel we have had about Hollywood, and it is the only one

(84)

In fect, we are driven inside a jungle, wherc the

which tekes us inside."

humans, unlike the beasts, respect no rule. [ few months before
his death, Fitzgersld wrote to his daughter that thec movies are
" g racket . . .whose constructive contribution to humenity

w (85)

in July 19/40s: "Isn't Hollywood a dump=--in the human sense of

is cxactly minus gero. To his former secrebdary hc wrote

the word? L hideous town, pointcd up by the insulting gardens

of its rich, full of the human spirit at a new low of debase-

(86)

In Tdward Mur.ay's opinion, "The Last Tycoon represents

onc of tle most striking applications of the cinematic imagin-
ation to a literary subject that has yet been writtem . . ."
Llthourh the writer had movie construction in mind during the

composition of The Last Tycocn, hc did not commit the misteke

of Dos Tassos in projecting a 'movie novel'. Fitzgerald's
cincmatic method remains relatively unobtrusives the tecchnique
ig assimilated to the subject, and not the other way round,
and without the authority of the writer's presence-—-that is to
say without the tone and style of the narrator —-the novel

would be nothing." (87)

(8¢) The Last Tycoon, Introduction, pp. 2-3
(85) Ietters; p.107

(86) Ietters, p.24

(87) lurray, Op.Cit., p.204
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"The novel would be nothing'": this sentence explains
the failure of so many screen adaptations derived from literary

mastcrpiceces. The 1949 filming of The Great Gatsby failed to

convey the beasuty of Fitzgerald's style. It was still a time
when the word was subordinated to the image and the talkies
were not quite mature. Now, a film can be based entirely on
filmed speech and succeed. In 1977, three years after producing

an expencive screen version of The Great Gatsby, Cinecma

International Corporation decided to put Fitzgerald's last and
unfinished novel into production. Sam Spiegel, the film
producer, was very careful in his choice of collaborators.
§lia Kazan, one of the best imericen film-makers, was to
produce the film along with him and direct him as well. Kazan,

who begen his cereer in the movies with L Bree grows in Brooklyn

in 1¢/5, has since directed at lecast ten of the more outstanding

modern films ranging from . Strectcar Named Desire (1951) to

imorica, lmerica (1963) and The Lrrangement (1973) through

On Tho " atcrfront (1954) and Rast of Eden (1955).

The most difficult obstacle rcmained the making of
the screenplay. The two producers decided to call for a
successful Tnglish playwright who had achieved a most brilliant
carccr as & screenwriter since writing The Servant in 1C63=—
Harold Finter. "orking Frimarily for Joseph Losey ( The Servant,

wccident, The Go-Between) Pinter had already collaborated

vith other Tnglish directors such as Jack Clayton (who directed

the 1¢74 version of The Great Gatsby) for The Pumpkin Tater

(1064) or Vichael Lndorson for The Quiller Vemorandum (1666).

Tia Kazan was one of the first American directors
to vin and deserve the title of "author", making very pcrsonal
films which could not have been made by any other director. The

striking thing about The Last Tycoon is that it will probebly

be recorded as the least 'Kazanian' among all Kazan's films.

Fe wrotc himself his last scripts and has been working very
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hard to gain a total freedom of creativity. Vhen Sam Spiegel
asked him to direct the movie in 1274, he refused. For many

months afterwards, Mike Nichols, who directed The Graduate

end Pive Fasy Pieces, worked on the script with Herold Pinter

until he disagreed with the producer, who called again for
Kazan.

Kazan began preparings the shooting with a screenplay
alrcedy finished. In his treatment, Harold Pinter had suppressed
the content of the first chapter and the plane landing in
C-olifornia. The film opens in Stahr's projection room with
a fow peoprle attending the scroening of the rushes in black-
and-white. This scenesucceeds in conveying the atmospherc
in the studios during the thirtics. The rest of the script
deals strictly with the other five unfinished chapters of
the book. Pinter, in agreement with Sam Spiegel, decided not
to usc Fitzgerald's notes and outline of the second part of
the story. "Car," Tlia Kazan told lichel Ciment in an interview
for the French review Positif, "un écrivain prévoit des choses
qu'il peut ensuite ne pas inclure dans son roman," (88)

One could agree or disasree with this statement and
yot consider Fitzgerald's outlinc as a very clear and cfficient
synopsis. Nevertheless, the story onds with Monroe Stahr being
fircd by the studio mansgement and overthrown‘by Brady, which
was not Fitzgerald's idea. Stahr's dcparture is devoid of any
violcnce and appears as the logicel failure of an exheusted
romantic and lonely hero. The new bosses lock at him leaving
throush the curtains of his former office, "ot cela ressemble
4 un cortége fundbre, & ses funerailles," says Kazan.

Stahr enters a big, cmpty studio and stands in the

darkness alone. At the end of the script, Pinter repeats the

(88) 1ichel Ciment , Positif N°®1¢2, ipril 1977, Intorview
with Flia Kazan, p.11
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scene in Chapter III when Stahr tells writer George Boxley
the beginning of a story about a girl entering an office and
locaving a nickel on the desk. "Go on," said Boxlesy, smiling,
"hat heppens?" "I don't know," said Stahr. "I was Jjust

. (89)

The second time, thc story is told very distantly

meking pictures.'

by Stahr, who dissolves into his own legend. For Fitzgerald
himself, this episode was designed to show Stahr's sense of
croatiVity and artistry, just as hc wanted to use his conver-
sation in 1627 with Thalberg about railways through a mountain
to cmphasise his sense of authority. The scquence of the
nickel story seems in the film to apply to Fitzgerald himself,
caufht between reelity and illusion. Stahr's career is an
attompt to mask his origins, just as was Fitzgerald's arrogant
success through the twenties. His slim body and his weariness
announce his next defeat. The last tycoon's failure is also
the screenwriter's helplessness. Through Stahr's fall from
power summarised in the sequence; Scott Fitzgerald scems to
make @ trensfer of his own from his disappointing carecr as
a scriptwriter to his last accomplishment as a creative
goenius. For this reason, the twice-told story is probably
the hest achievement of the whole script.

Lpart from these changes, nothing new has been
added to the story which focusscs on Fitzgerald's saga.
"Jc pense," said (lia Kazan, "que le film est davantage

n (SO) 3 1 1
Fitzgerald's dialogue

sur F'itzgerald que sur Thalbers.
has been presecrved most of the time and proves very efficient

as well as its visuel ideas. As written, The Last Tycoon was

a perfcct script with a highly cinematic technique. hy was

guch a man unable to write in this way for the studios?

©) The Last Tycoon, pp. 40=1
0) ITositif, Op.Cit., p.12

(8
(9
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In other words, why did the studios and their tycoons show
such stubbornness in seeking trashy material?

Fitzgerald's last novel relates the end of an cra
and suggests that the "riters' Guild and the other unions
might change the course of things in the future.

Kazan's film differs from the novel in its attitude
toward Hollywood. The movie is not so critical of the film
capital or its colony. "Hollywood n'a jamais gagné autent
d'argent que dens les années 40," claims Kazan. "Personne

(¢1)

using the script to reach a sort of conciliation-deal with

n'cgt irremplacable." One may even suspcct Kazan of
Hollywood in its nced for a new jolden era. The script
shows none of the novecl's violence and attacks against the
Hollywocdian system, regarded by Fitzgerald as an example of
the corruption of the Great Lmerican DPream.

Kazan's The Last Tycoon is actually not a film on

Hollywoods it is rather a film on Fitzgerald, told with an
cmbittered tone. Tristan Renaud writes in Cinéma 773 "L!

adaptation de Pinter propose du Dernier Nebab une lecture

primaire, castatrice, & base de scntimentalisme et de
romantisme rétre, et tente de réduire Fitzgerald & un
médiocre univers d'intrigues castatrices et médiocres . . .
Mitzogereld « o .résiste magnifiqucment & la perversion de

l’ciaﬂtetioh." (92)

Renaud alsc thinks that Xazan's film
trics to seduce rather than disturb its audience "et n'
arriveit jamais, & force de sommer les arétes vives, a la
violcnce désespérée du monde illusoire ou baignait 1'oeuvre

originale."

Ibiidiey Bl

Tristan Renaud, Le Dernier Nabab in Cinéma 77, N° 221,
Jpril 1977, p.83

# DNote: It is difficult to forget Kazan's involvement with
the MacCarthy Commission in 1%47.

—~
W\
D -
~
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The cast is very rich and refers to the past of some
oncc famous stars like Lobert Mitchum (Pat Brady), Dana
Indrews (Ridingwood, the fired director), Jeanne Morecau
(Didi, the tyrannical star), Donald Pleasance (Boxley), Ray
Iilland (Fleischacker), Tony Curtis (Rodriguez). Robert de
Tiro (I onroe Stahr), unlike the celebrities who belong to
the past, is a new-born star revcaled by Texi Driver and
Bertolucei's Novocento. de Niro is very convincing and looks
very much like Irving Thalberg.

Lnother current star appears in the cast, Jack
Wicholson, who provides Brimmer's character with a privileged
height and attraction. Kazan and Spiegel decided to introduce
Insrid Boulting as Kathleen Moore and Theresa Russel as
Cocilia Brady. The latter is full of life and youth; as
T™tzrcreld had imagined her, whilc the former fails to convey
the atmosphere of mystery and premonitory dissolution
sus csted by the character in the original novel.

"ith its shortcomings and its qualities, The Last
Tycoon movie version still appcars more faithful to Scott
Fitzgorald, and even seems to belong more to him, post-

humously, than it does to its actuel director.



CONCLUSION

"T telk with the authority of failure," once wrote
TPitzgerald, "“rnost with the authority of success." (1)
Jud cments on Fitzgerald's beheviour and conduct arc often
confused with judgecments of his work. It is difficult to
discntangle these two judgements, since the author of The
Great Catsby showed such an intimate connection between his
lifc, his opinions and his writing. Has Fitzgerald ever been
fascinated by failure, the consistent theme of his work?
The answer probsbly lies between the two alternatives. To
somc extent, Fitzgerald has permenently dramatised his own

feilures as well as those of his society. This Side of Faradise

was an account of his failure tc be a Princeton man right to
the end and his inability to get into the "ar.

Lt the end of his lifc, Fitzgerald intendcd The
Last Tycoon to be a record of the writers' difficulty in
working in a system dominated by all-powerful tycoons.
In this sense, Fitzgereld's last novel was more a transfer of
the screenwriter's feilure into a literary accomplishment
achicved by a man who made his last effort to prove that he

was still a gifted author.

(1) “illiam Troy, Scott Pitzgereld: The futhority of Failure
(1 odern ‘merican Fiction) p. 137
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ks far as his literary works are concerned, Fitzgerald
ig far from being a failure. Talking with the authority of
fzilure does not mean being a failure, as many a critic has
hestily concluded. Scott Fitzgerald has been able to speak
about his time better than any other American writer of his
ceneration. His early novels and short stories are full of
indications about the Jazz Lge, the Roaring Twenties, the Lost
Dccade or whatever name the twonties have been given. From the
outsct, the writer hed tried to convey the atmosphere of the
ncw cra through a new technique suggested by the movies. No
major Jmerican novelist was more conscious of the impact of
the movies on Society and Literature than was Fitzgerald.

His novels and short pieces are filled with references to the
film industry as a populer medium which seemed to fascinate
and repel him at the same time.

Ls a young writer, hc had shown an impressive
enthusiasm for the moviesy in his works, he never failed to
provc his understanding of the new medium. He was born and
had grown up with it, and had from the beginning expcricnced
the cinematic techniques. £ summary of his early works could
not be reduced to themes or anzlysis. There is a lot to see
and muck to hcar in his writing: pcople singing and dencing,
bends playing jazz, cars going over the gorgeous city of New
York, wild parties and colours everywhere. ""hat ensucd," he

wrote, in The Crack-up, "was only onc of the thousand success

storiocs of those gaudy days, but it plays a part in my ow
movie of New York." (2)

Fitzgerald has not only offered a movie of New York
but also a documentery film on Lmerica at an important . stage

of modern civilisation: the illusion of never—-ending opulencc,

(2) !y Lost City in The Crack-up, Ov.Cit., p.23
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tho Boom and its characters: Ll Capone, Clara Bow, Ll Smith,
Bucenc Debs, Harding and Tall Strect, of which Jay Gatsby is
a combination.

Trnest Hemingway, oncc Pitzgerald's friend and later
his pcrmanent rival, resumed all the contemporary critical

attitude to the suthor of The Great Gatsby when he wrote in

The Snows of Kilimandjaro: "He rcmembered poor Scott Fitz-

scrald end his romantic awe of them and how he started a story
oncc thet began 'The very rich eare different from you and me'
oand hov someone had szid to Scott: 'Yes, they have morc

L

Hemingway's rejoinder fails to understand the

money. '

importance of weelth and opulence tc the future of modern
1lifeo. Fitzgerald described fifty ycars ago what is now called
the 'americanisation' of world-wide civilisation, whatever
credit or corruption is given to the concept. Furopeans have
lived through the same phenomenon--thirty years later, during
the fifties—-and other socicties are following in the same
trocks. Fitzgerald hed been attracted and repelled by this
-now—born civilisation based on material values. He was part
of it, cven if he was one of the most violent objectors. He
wented to be successful and rich to maintain himgelf and
Zclda on top of what he once called "the most expensive orgy

(1)

The moving picture industry, which stood as a symbol

in history."

for unlimited wealth, could providc him with the money he
necded. In 1920, M@ and Fox acquired three of his short
stories which were hastily filmed with nobody caring how bad

they could be. Only the money mattered and stimulated the

(3) Letters, p.287
(1) Tchoes of the Jazz Lge in The Crack-up, Op.Cit., p. 18




writer's interest in the new medium. The movies had lured

him as they did leter when he signed a six-month contract
for onc thousand dollars in 1937 and ended up as a frecelance
gcriptwriter.

In The Beautiful end the Demned, Fitzrerald began

to show an ambivalent attitude towerd the movies, represented
by producer Bloeckman (modelled on J. Stusrt Blackton; &
producer who lost millions of dollers in the 1929 Crash)°
The novel introduced the theme of dissolution and ended
prophetically with the heroinc losing her looks and the hero
becoming & hopeless alcoholic. The writer in the book is
accused of writing trash for the movies.

Llthough not primerily & cinemetic novel, The
Great Catsby reveals Fitzgerald's experiences with the film
colony, but when the novel was adapted for the first time
to the screen, its author was associated with the treatment.
Nonctheless, he still wented to try his hand at script-writing
and went to Hollywood in 102¢ as a successful, conquering
artist. It was the only time hc was asked in his lifec to
sritc en originals and he failcd to interest the produccr
of Lipstick.

"hile writing Tender 1s the Night,Fitzgerald wrote

goveiral short stories decling with the moving picture colony
and tcchnique and ceme back for another short stay in Holly-
wood. Lhen he finished his fourth novel, it became clear

hat all its characters were strongly influenced by the screen
and to & large extent derived their image from a cinematic
attitude.

"hen hc came back at last to Hollywood in 1937,
gcott Fitzgerald had suffered a terrible crack-up and was
focling that the Great Depression had been his own. He was
conscicus of the fact that "no single man with a scrious

(5)

1iterary reputation has ever made good there."

(5) Ictters, p.420
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He believed theat form;ng a partnership with a real
technicien would be the solution for him, for ke had grown
obsessed by teehniwal problems. Alrcady in 1931, he kept
asking questions ebout camera angles, directing and so ons
but thougk he did work in a team with other partners, the
rcsults were worse. There was always somebody bebind him to
revisc or re-=write his story and he, the genuine artist, did
net know how to write thc checp things he was asked to, even if
he had boested some years before of his ability to be cheap.
Ic nccded money but looked on his new job with contempt; yet
hc won bis only credit with a script which had been relwritten
and rcvised several times after him: Joseph Mankiewicz's

Threc Comrades.

Fitzgerald became ever more contemptuous of Holly-
wood which wes paying him one thousand dollars to write
deliberate "trash", to perform something far below his
recornised capacity. Slowly he begen to reelise the purpose
of his presence in Hollywood. Othcr people like R. Chandler
or “illiam Faulkner had worked in Hollywood, teking away the
moncy trey needed to ensure their financial security, but
vithout gettin~y entengled in moral problems or causingz any
harm tc their literary reputations.

Fitzgerald's main feult was his obsession with
building a solid recputation as a screenwriter when the system
uscd him as a jobhbing workmen, one link in a chain. In the
3Cs in Hollywood, a writer was a piece-worker whose brains,

as Stahr in The Last Tycoon pointed out, belonged to the

producer. Fitzgerald, whose moral integrity was unchallenged
in spite of, or because of, the dilemma he was living--his

nced for money and his will to be a real artist—-—was learning
his job and at the same time collecting various notes for the

novel he intended to write on Hollywood.
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He was still fescineted by the Seventh /rt as a
popular form of enterteinment. Hc knew that Hollywood was
manufccturing America's dreems and that furthermore, the
movics were modelling the cultural criteria of the nation.
F¢ wes conscious that the novel, wkich at his maturity was
"the strongest and supplest medium" was now "subordinatcd to
a wmecchanical and communal art that, whether in the hands of

Hollywood merchants or DNussian idcalists, was capablc cof
W6

rcflccting only the tritest thing, the most obvious cmotion."

tlonroe Stehr was finally %ggg%tod by the same political and

cconomic forces that had/allowed the writer to express his

visions without somebody remarking: "How would you film that?!!
Scott Fitzgerald wrote some good scripts for

Hollyvood, like Cosmopoliten, and met many obstacles. Did he

comc too early to Hollywood, whose criteria were almost
entircly shaped by the market and its definition as a drcem-
fectory? Forty ycars later, thc successful adaptation of The

Great Gatsby and The Iast Tycoon on the grounds of a feithful

script proves how much Scott Fitzgerald is up to date, end his
technique cinematic. Cbviously there is no way to plotosrerh
an author's style unless the author uses a technique thet is
aporopriateto the movies. “ithout committing, that is, the
mistake made by Dos Passos in U.S.L., designed to be a '"movie
novel "

Fitzgerald always uscd a cinematic technique which
lets the story move smoothly. Now the rules that shape the
film tcchniques have become wider and more flexible; now,
many a writer may film his own story in the way he thinks best.
It was one of Fitzgerald's most secret and cherished fantasies
to bocome some day his own direcctor. He might be rcgarded as
a modern screenwriter and would ccrtainly be more satisfied wit’

the evolution of the Seventh ALrt.

(6) The Crack-up, Op.Cit., pp.48-9
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1 the end of The Crcat Getsby, Nick Carroway is

standing on Gatsby's porch: "I thourht of Gatsby's wonder
whon he first picked out the grecn light at the end of
Daisy's dock . He had come a long way to this blue lawn,
and his dream must have secmed so close that he would hardly
feail to grasp it . . .Catsby believed in the green light." (1)

"Yes, but how would you film that?" 2 produccr of
forty years earlier would have asked. In Jack Clayton's
version of the novel, the green light in the depth cf field %
is a meanin;ful symbol for hope and dream and remains linked
to the best scenes in the f£ilm. In the ghostly light of the
davn and thanks to lighting-cffccts the lawn does look blue
in contrast to the blinking green of the light across the
docka

Fitzgerald's descriptions are full of colours.
Gloria's "fur-trimmed suit was crey——'because with grey
you have to wear a lot of paint' she explained-—and a small
toque set rakishly on her head, allowing yellow ripples of
hoir to wave out in jaunty glory. In the higher light, it
secmed to Lnthony that her personality was infinitely

(8)

softer." The Beautiful and the Damned is filled with

(¢)

stch colorful descriptions as are Fitzgerald's other
novele end stories.

Pn route to Hollywood, the writer explained to his
deushiter in July 1937 his previous fgilures in scriptwriting
by saying: "I had worked so desperately hard to develop a

hard, colorful prose style."

(7) The Great Gatsby, p.188
(8) The Beautiful and the Damned, DP.55
(¢) Tbid., pp. 6%, 106 « o«
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The first film in colour on which Fitzgerald

collaboreted was Gone with The "ind, but he explained that he

"was ebsolutely forbidden to usc any words except those of
Jargeret Yitchell!™ (10)
Tollywood " in its books as =z ruincd man"--a label, he protested,

w (11)

Hed  he have been to Hcllywood a few years later when

In fact, he was slready ranked by
"T had done nothing to deserve.

colour began to teke over, his career as & screenwriter would
probebly have been quite different, and certainly more filled
with success. Hollywcod's attempt tc revive through the
writer's own revival and exceptional "second act in Lmerican
lives" (12> proves that the zenius of Scott Titzgerald has
registed the combined effects of Time and the Hollywoocdian
Systeme.

Once Fitzgerald had asked Follywood tc help bim stay
afloat. The wheel has turned; and now Follywocd needs help

to kecp afloat from one it had allowed to drown.

(10) Letters, p.3C4
(11) Letters, p.145
(12) The Last Tycoon, p. 196
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LTPENDIX I

TRECENICLL TERI'S .

Jjdded scenes, scénes additives
Insle shot, prise de vucs de cdté, plan cassé
Airt director, chef décorateur
lssistant director, assistant réalisateur
Issistant prediction menager, rérisseur
Background heold teke, prises dc vue en extéricur destinédes a la
transparence
Bekground lighting, écleirage de découwerte
Background shocting, prise de vue aveec transperence
Background music, musique de¢ fond
Blow - up, arrandissement
Box office succesg, film & recettes record
Camera angle, angle de vrise de vue
Camera assistant, assistant opérateur
Close shot, plan rap roché
Close medium shot, plan américein (des pieds a la téte)
Close up, gros plan
Costume film, film historique
Credit (v.), créditer an (énérique
Cover set, déccuverte
Credit titles, 7énérique
Cross fade, fondu enchainé par superposition d'images entre
deux séquences
Cutter, aide menteur
Cuttin- and editing, deécoupage et montage
Gutting print, copie de montage
Cutting room, salle de montage
Depth cof field, profendeur de champ
Dialogue list, dialogue
Direct (v.), mettrc en scine, réaliser
Direct recording, enrkgistrement direct
Director, réalisateur, metteur en scéne
Director of photosraphy, directeur de la photographie/chef
opérateur
Distance shot, plan d'enscmble
Edit, monter
Editor, chef monteur
iffect lighting, effets lumineux
Enterteinment, spectacle/amusement
Executive procducer, producteur
Exhibition, représcntaticn
Exhibitor, exploitant
Extra, figurant

Iy
t
(6}

)
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Tade, fondu

Tade out, fermeture en fondu

Feature film, film fle lon~, métrage

Film cutter, monteur

Film editor, chef monteur

Film library/archives, cinémath&que

Film magazine, (a) boite-chargeur (b) revue cinémetographique
Film reel, bobine de pellicule

Final print, copie avec montege définitif
Flesh, séquence bréeve '
Flashback, retcur en arriére

Focus,; point focal

Fccussing, misce au point

Freme, image

Framing, cadrage

Freelance, indépendant

Full frame, plein cadre

jeneric, générique

Indircect lighting, lumiére indirecte
Intercut shot, insertion d'imapes
Jobbing worker, ticheron

leading star, vedette principale
Location, on, en extéricurs

Iccaticn shot, prise de vue en extérieur
Long shot, plan d'ensemble

lain shot, plan principal

Mein title, générique

Veke-up, maguillage

Master print,; copie originale

Medium closc shot, plan rapproché

Model, nmaqueite

Llovable set, décor mobile

Fovies (U.S5.9, cinéma

Movie theator/house (U.Sc), salle de cinéma
Yovie (U.S.), film

Nerrator, commentateur

Newsrezl, actualités

Fan (v.), penoramiquer

T'review, avent—premiere (d'un film)
Print, copile (d'un film)

Froducer, producteur

Troducti>n manager, directeur de production
Frojection room, salle de projection
Range, gamme ;
Recordins director, ingénieur de son (chef opérateur—son)
Reel, bobine

Rehearsal, répétition

Release (distribution), distribution
Response, écho, acceuil

Re—-teke, plan refeit

R ——



o

=219~

Reverse shot, contre-champ

Revue film, film musical

Royclties, drcits d'auteur (commerciaux)

Run (v.) a film, projetcr

Tushes, rushes (bendes, son et image projetées pour vérifier la

qualité du tournage de la veille)

Scenario writer, scénariste

Screcn, écran

Screen credit, générique

Screenplay, scénerio ou découpage définitif (tel qu'il est
réalisé & 1'écran)

Screen test, prise d'essai, bout d'essal

Scrcenwriter, scénariste

Screening, projection, présentation (d'un film)

Script, scénario

Scriptwriter, scéncriste

Serials, épiscde

Set, décor

Set designer, décorateur

Shoot (v.), tourner/filmer

Shooting, tcurnage

Shooting angle, angle dc vrise de vue

Shocting script, scénario.. découpe/déooupage technique

Shot, plan/prise de vue

Sound track, piste sonore

Split screen process, imacc composite réalisée par cache et

contre—-cache fixes

Staff writer, autcur salarié

Stage, plateau

Stage panel, panneau de plateau

Starring, étre vodetto/ liste de vedettes

Story writer, auteur/écrivain

Studic manager, Girecteur de studio

Subtitle, scus-titre

Supervisor, inspecteur dc production

Synopsis, résumé du scénario

DPalkies (U.S.), films parlents

Test, essai

Theatre circuit, circuit de salles

Travelling shot, déplaccment de lea caméra sur un chariot

Treatment, adaptation/traitement

Type, figurant

Zoom shot, prise de vucs avec effet de rapprochement provoqué

par un changement de focale
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LTTLNDIX IT

lmerican Legion, The, in or-anisation for Tar Wcrans

Lrbuckle, Fatty, .‘n actor. In 1922, the director ~illiam
Desmond was killed in mysterious circum-—
stances during a party in which various
celcbrities were teking part, like Fatty
Lrbuckle, lary Miles Mintcr and Mabel
Normand. "allace Rcid revesled that those
present had over-indulged in drugs that
evening.

Capone, L1 L famous gmengster with Mafia connections
in the Bhicago of the twenties.

Redsocks, I baseball team. The Cincinatti Reds were
a medium-level baseball team who won the
'""orld Scries', the semi-official /merican
champicnships, by beating the fevourites,
the Chicage "hite Sox. It seoms that Arnold
Rethstein rigsed the match.
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LPPENDIX ITT

LDLDPTLTICNS AND SCRIPTS.

1¢20. CHORUS CIRL'S ROMANCR. Directed by "illiam C. Bowlan
(lletro Pictures Corporation). Screcnplay by Z. Fercy
Heath, adapted from Fitzgerald's short story Head and
Shoulders.
Cest: Viola Dana, Carrectt Hughes, Fhil Ainsworth.
1520. THT HUSBLND HUNTER. Dirccted by M. Mitchell (Lilliam
Fox)n Screcnplay by Joscph Franklin Poland from
Fitzgerald's short story }yra lleets her Family.
Cast: I"ileen Percy, “mory Johnson, Harry Durkinson.

1621, THE OFF-SHCRT* PIR.LTE. Directed by Dallas M. Fitzgerald
(Metro Pictures COIporation). Screenplay by Jsldemar
Young from Fitzgerald's shert story The Off-Shore
T'irate.
Casts: Jack Mulhall, Viola Dena.

1022, TET BR/UTIFUL AND TH? D.MNTD. Directed by 1lliam L.
Seiter (““arner Brothors), Screenplay by Olga Printslan
from Fitzgerald's novel (1¢21).

Cost: Varie Frevost (Gloria), Kenneth Hailan ( ntrony),
Harry C. Lyers.

1226. THTL GRELD GLATSBY. Dirccted by Herbert Brenon (}aramonnt).
Screenplay by Becky fCardiner adapted by Tlisabeth
I'eehan from Fitzgerald's novel (1925) and Cwen Deavis's
play (1926).
Cast: arner Baxter (Jay Getsby), Lois ilson (Daisy),
Neil Hamilton (Nick Carroway), ~illiam Rowel
(ilsom).

137, TEREE COMR.ADES. Directed byFrenk Borzage, produccd by
Teo Mankiewicz (M@I). Screcnplay by F. Scott Fitzgerald
end Ted Paramore, adapted from Lrich Maria Remarque's
novel.

Cast: Robert Taylor, Franchot Tone, Robert Young,
Margaret Sullivan.
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THE GRELT GATSBY. Directed by #lliot Nugent(Paramount).
Screenplay by Cyril Hume and Richard Meaibaum adepted
from ?itzgerald’s novel (1925) and Cwen Davis's pley
1€26).
Cast: Llan Ledd (Jay Gatsby), Betty Ficld (Daisy),
¥ecDonald Carey (Nick Carroway ), Shelliey "inters
¥rs Tilseon).

TH® LiST TIME I SA™W PARIS. Directed by Ricliard Brooks
Gﬁ@ﬂ), Screenplay by Richard Brocks, Julius J. Bpstein
and Thilip G. Epstein; adapted from Fitzgerald's

short story Babylon Revisited (1931).

Cests Nan Johnson, Donna Reid.

T™NDER IS THE NIGHT. Directed by Henry King (20th

Century Fox). Screenplay by Yvon lLioffat from Fitgz-—

gerald's novel (1934).

Cast: Jason Robards, Jr (Dick Diver), Jennifcr Jones
(Nicole), Jill St Jokn (Eosemary), Joan Tontaine
(Baby v'a:c-ren).

THE GRELT G/TSBY. Directed by Jack Clayton (Cinema
Internztional Corporation). Screenplay by Francis
Ford Coppola from Fitzgerald's novel (1925).

Cast: Robert Redford (Jay Catsby), }ia Ferrow (Daisy).

THE L.ST OF THF BELLUS. Telefilm.

THF L.ST TYCCON. rroducecd by Sam Spiecgel, directed by
Tlia Kazan (Cinema Intcrnational Corporation).
Screenplay by Herold Pinter from Fitzgerald's novel
of 1540 (unfinished).

Cast: Robert de Niro (lionroe Stehr), Robert 1itchum
(Fat Brady), Tony Curtis (Iodriguez), Jeanne Yorcau
(Didi), Jack Niekelson (Brimmer), Ingrid Boulting
(Kathleen). :

BIOGRLPHIES

BELOVED INFIDIL. Directed by Henry King (20th Century
Fox). Screenpley by Sy Bartlett from Sheilah Oraham
and Gerold Frank's book.

Cast: Gregery Peck (W.Scott Fitzgerzld), Deborah Kerr
(Sheilah Graham).

SCOTT FITZGURLLD IN FOLLY.CCD. Telefilm; picduced by
Ferbert Brokin, direded by inthony Fage. “ritten by
James Cottigane.

Cest: Jason Miller (7.Scott Pitzgerald), Julia Toster
(Sheilah Graham).
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NCN-CREDITED SCRIFTS

1037. 4 YLNK AT OXFORD. Dirccted by Jack Conwey (MGLI).
Screenplay by Malcolm Stuart Boylan, “alter Ferris
end George Oppenhecimer;, from an original idea by
John Monk Saunders.

Cast: Robert Teylor, Haureen O'Sullivan, Lionel
Barrymore.

1¢39. TONT:YMOON IN BALI. Dirccted by Edward H. Griffith
( Paremount). Screenplay by Virginia Van Upp,
adapted from short stories by Grace Sartwell and
Ketharine Brush.
Cast: Fred Macluriey, !Madeleine Caroll, l.assen,
Llan Jones.

KLEJRCTED SCRIPTS

1532 THT RED-HELDED "OMLN. Dirccted by Jack Conway (2 (T Yo
Screenplay by [nite Loos from Ketharine Brmsh's
novel.

Cast: Jean Herlow, Chestcr Yorris, Lewis Stone, Icile

1938 THE “CMTN. Directed by George Cukor (M@M). Screenpley
by Inita Loos and Jane urfin from Clara Boothe's play.
Cast: Norme Shearer, Joan Crawford, Mary Boland,
Paulette Godard.

1235, GONT "ITH THR “IND. Dirccted by Victor Fleming (repi).
Screenplay by Sidney Howard from lMargaret Mitchell's
novel.

Cast: Clark Geble, Scarlett O'Hara, Vivien Leigh,
Olivia de Havillend.

1239, YINTER CARNIVAL. Directed by Cherles F. Riesner
(United Lrtists). Screenpley by Lester Coyle, Budd
Schulberg and Meurice Rapf from Corey Ford's shert
story Bchoes That 0l1d Refrein.

Cast: Ann Sheridan, Richard Carlson.
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7/ DAME CURIE. Directed by Mervyn Le Roy (MGI).
Screenplay by FPeul Csborn and Faul E. Rameau
from Bve Curie's book.

Cast: Greer Garson (Vme Curie), "alter Fidgecn

(Pierre Curie).

LIFE BEGINS AT BIGHT-THIRTY. Directed by Irving
Tichel (20th Century Fox). Screenplay by Nunnaly
Johnson from Fmlyn "illiams's play Light of
Feart.

SHELVED PROJTCTS

TEIS SIDE OF P/RLDISE. (Famous Players). . treatment
by Fitzgerald based on his own novel.

IIPSTICK. (United .rtists).
PIDELITY. (MaM).

M.DIMT CURIE. (MQ@L). Film1S43, q.v.
LIR RLID. (M@I).

BLFFITS. (Samuel Goldwyn).

COSMOPCLITLN. (Columbia). From Titzgerald's short
story Babylon Revisited. Tilmed in 1954, q.vV.

BROOKLYN BRIDGE. (20th Century Fox).

THE LIGHT OF THZ HiLRT. (2Gth Century Fox).
Filmed as Life Begins at i'ight-Thirty in
143, QeVe
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Three Versions of 'The Great Gatsby':
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mlliot Nusent's
Jack Claytcn's

Scott Fitzgerald

Three Comrades

Scott Fitzgerald in Hollywood
Scott Fitzgerald

The Great Gatsby

The Gatsby Style
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Robert Redford in Jack Clayton's The Great Gatsby.
Taramount 1973. Catsby and '"fhe death car, as the
newspapers called it." (The Great Gatsby, P 144 ).
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‘Haldeman (Firestone Library). In a letter to I'rs

"41liam Famm he wrote: "an cntirely faked-up
picture of me as I was fcrty." (Letters, p.565).
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F. Scott Fitzgerald in Hollywocd in 1¢3C.

"It's all right, baby--life has humbled me--
Czar or not, we'll survive." In a letter to
his daushter. (Letters, p.63).






}ia Farrow and Robert Redfcrd in Jack

The Breat Gatsby. Paramount 1073.

The styles of the twenties.

Clayten's




TYLE

GLTSBY S

THE

T iy !




_236_

—Notes




e L

P

o R

it e B piey v

e

oW g O T W g Wog Fog Fig ey &g

"w—

N

L menuscript page from The Last Tycocn. (Pircstone
Library).

et afe?ata?a?s Faligufoler.rg

o,
~

R EF AN T

o 2 AN




ey

5

"Rcbert de ﬁ%ﬁo

-f@he Last TycoOgh.s I axr mount

-238-

would. be ‘a










Lo —241=

SSLECTED BIBLIOGRLPHEY

A/ BOOKS, STORIES and LRTICLES by F. SCOTT FITZCGIRLLD

FITZCTRILD, F. Scott _ Apprentice Tiction, Nassau
Titerary ..asazlne, June 1917-

- Thig Side of Paradise,
Scribner, New York, 1020,

Z Flappers and Philosophers,
Soribner, New York, 1¢20.

- The Beautiful and the Damned,
Scribner, New Ycrk, 1922,

- Teles of the Jazz L.ge,
Scribner, New York, 1922,

- The Vegetable, Scribner,
New York, 1023.

- The Creat Gatsby, Scribner,
New York, 1925.

- 111 the Sad Young Men,
Soribner, New York, 1026.

— Tender is the Night,
Soribner, New York, 1934

- Taps at Reveille, Scribner,
New York, 1935

- The Last Tycoon, Scribner,
New York, 1941

- The Crack-up, New Directions,
New York, 1945

— The Stories of T, Scott
Fitzgerald, Seribners Sons,
Tew York, 195T.

— Afternocn of an Author,
edited by Lrthur Mizener,
New York, 1658

— The Pat Hobby Stories,
Scribner, New York, 1962,

_ Bits of Paradise (with Zelda
Fitzperald), edited by Matthew
J. Bruccoli, translation of
J. Quéval, Julliard, Paris,
1677,




-2 /1'_2..

The Red-headed .oman, M3 in

Trinceton University Library.

Summary trcatment of Fitzgereld's

Tender is the Night, (with

Tarren, Charles), MS in Princetcn
University Library.

—-/ Yank at Oxford, Unnumbered

script pages dated July 1324
in the archives of the MGM
studio, Culver City, California.

Three Comrades, MS dated Sept.

1937, in M@I archives.

Three Comrades, final shooting

script (with Faramore,BE., and
Mankiewicz, J.) deted Feb. 1Ist
1938, MGM.

Infidelity, 1S dated March Tth
1038, in MG archives.

Few script peges for Marie
Intcinette, in Trinceton
University Iibrary.

Mirst treatement for The “omen,
MGM archives.

B/ BOOKS ABOUT F. SCOTT FITZGER./LD

BRYER, Jackson R.

CO"LEY, Malcom

CROSS, K.G."7.

GRAHAM, Sheilah and
FR/NK, Gerald

FINDUS, Milton

The Critical Reputation of Scott
Fitzgerald, archon Book, 1067.

The Romance of Money (Three
novels by F. Scctt Fitzgerald)
Scribner, New York, 1953.

F. Scott Mitzocrald, Oliver and
Boyd, Edinburch, 196/.

Reloved Infidel, Henry Holt,
New York, 1S857.

The Rest of the Story, Coward
YacCam, New York, 1964

F. Scott Fitzyorald, an Introduction
and Intorprctation, Holt Einehardt
and ilson, New York, 1968.




LANLHLN, Scottie - Introduction to . Scott
Fitzgerald, Six tales of
the Jazz lge, Scribner,
New York, 1060.

LLTELM, Aaron - Crazy Sundays, Secker and
“arburg, Iondon, 1572,

Le VOT, POLI ¢t FLVRE - F. Scott Fitzgerald: The G cat
Gatsby and Tender is the Nisht,
Collection U2, Armand Collin,
Paris, 1969.

MIZENER, ALithur = The Far Side of Paradise, Hou-l:ton
F¥iffin, Beston, 1951

« The imerican Hero as Fntreprcuncur:
YMcenroe Stahr in The Sense of Lifc
in the Lmerican Novel, Houshton
Miffin, Boston, 1962,

SKLALR, Reobert - F. Scott Fitzgerald--The Last
Laccotn, Oxford University Prcco,
1567.

TURNBULL, .ndrew -~ The Letters of F, Scott Mit= crald,

Scribner, New York, 1963.

- Scott Fitzgerald, Scribner, iicw
York, 162. n.a.
French translation by Marzucrite
Mathieu, Laffont, 1964.

C/ LRTICLTS LBOUT F. SCOTT FITZGUILLD

Anonymous - St Paul Ficneer Press, iu-ust
24th 1912,

Lnonymous - Cinéma et litterature américcinc,
Image et Son, N° 214, 1968,

LRNCLD, Lerel - Picture, Scene and social
comments The Great Gtasby,
University Review, “inter 1966,
Pp. 111-7.

LYME, Marcel -'Gatsby, qui est-ce?' Candidoc,
May 3rd 1962, p.19.

BEILEY, larius - 'Scott Fitzgerald and the collapse
cf the Imerican Dream' in his
“ccentric Design, Columbia Univ.
Press, New York, 1959, pp.259-C7.

BOYD, Thomas A. - 'Scott Fitzgerald here on
vacation' in The St Paul Daily
News Lugust 28th 1921, p.6.



BORY, Jean=Louis - 'F. Scott Fbtzgerald, un raté
de Génie', Candide, Op.Cit.

BROOKS, Clcanth - '"Mhe Imerican Innocence' in
'James ¢ Fitzgerald and Faullkner!,
Shenandcah, futumn 196/,
PP« 2137

BRUCCOLI, "atthew Jj - 'Cinema Notes' (about Beloved
Infidel and The Disenchantc&)
Titzgerald Newsletter N° 5,
Spring 1959.

—— 'Production of Tender is the
Night and Belcved Infidel;
Ibid., N° 7, 1959.

CHAST, Richard - 'The Great Gatsby' in 'Modern
Lmerican Fiction' edited by

4. alton Litz, Oxford University
Press, New York, 1963, pp. 127-31

CRUBE, John B. - 'Pitzgerald and the Film' in
prlcration/Varsity Graduate,
Spring 1965.

CURTIS, Jean-Louis - 'Un précurseur' in Candide, Cne.
Cit.

GIONO, Jean - '/u dessus d'Hemingway', Candicc,
Op.Cit.

GOLDHURST, ".illiam - 'Literery /nti-Semitism in the

20s', Congress Bi-"eekly, Doc.2,
1962, pp. 10-12.

GROSS, Barry i. - '"Pitzrerald's anti-semitism--—i
reply to "illiam Goldhurst' in
Fitzeerald Newsletter, Ne 21,
Spring 1963, Pp.3=5.

HLRT, John F. - 'Pitzgerald's "The Last Tycocn',
a searchffor identity', Modern
Fiction Studies, Spring 1961,
pp. 63-70.

KL ZIN, ilfred - 'Fitzgeralds an hmerican confesgion'
Harcourt Brace, New York, 1€ 55

Le VOT, indré - Introducticn to F. Scott Fiteocreld
Short Stories, fubier Flammarion,
Paris, 1972.

MARILYN, Henry - 'The Great Gatsby: a Glance Back!

Tilm Fan Menthly, Lpril 1977,
Ne 154



T

MIZENTR, Arthur - Introductory "ssay to Flappers
and Thiloscphers, in The Fitz-
gerald Readcer, Scribner's Sons,
New York, 1763.

— 'The Maturity of Scott Fitzgerald'
in '¥Mcdern American Fiction', Op.
Cit. pp. 113-26.

O'HLRA, John - '/ppointment with O'Hara', Colliers,
Jan.7th, 1955, pp.i2-13.

RANDLLL, John H. III - 'Jay Gatsby's Hidden Source of
: “egalth', Ifodern Fjction Studies,
Summer, 196T. Pp.247-5T.

RFNAUD, Tristan - 'Gatsby le lagnifique', Cinéma T4,
N° 192, p.138-9.

SLREAUTE, Nathalie - '"Mitzgerald=-qui cst-ce?' in
Candide, Op.Cit.

SCHULBIRG, Budd — 101d Scott' in PBsguire Jan. 1661

- '""hat makes Semmy Run?' Random Hcusc,
New York, 1952

STPIN, "illiam B. - '"Pwo notes on The Rich Boy' in
Titzgers1ld Newsletter N° 14,
Summer 1561.

T/YIOR, Dwight - 'Scott Fitzgera &4 in Hollywood'
Harper's, March 1959

- 'Joy Ride', Tutmans Sons, New York,

cTo
vl S 0

THPVENSON, Patrick - 'L'0O ération Gatsby', L'Express,
March 1974,

TROY, "illiam - 'Scott Fitzgerald--The Luthority of
FPailure,' Oxford University FPress,
Néw York; 1963.

D/  BOOKS LND LRTICLES ON FOLLY ‘0CD

BRO"NLO", Kevin - 'The Parade's Gone By', Secker and
~“arburg, London, 1968.

CEM”NT, Michel - 'Interview with Flia Kazan',
’ Positif, ¥° 192, .lpril 1877.

COMTE, Olivier

'Hollywood et les Romanciers
fméricains', Cinéma70, N° 148.

CORLISS, Richard

'The Hollywood Screen-writers',
Discus Book, 1672,



-2/6-
CUSSLIER, Margaret

FORD, Charles

GISH, Lilian

LEIS, TerryD.

MUREAY, Tdward

PIRLNDELLO
RICH/RDSON, Robert
STLZNICK, David O.
THOMLS, Bob

TFL1S, “alter
"EST, Nathenael

GENTRAL BOOKS

C.LBAU, Jacques
MALAGNY, Edmcnde Claude

MAUROIS, André
VNOORE, Geoffrey
Nevins, Lllan and

COIMLGER, H.S.

SANN, Paul

'Not by a Long Shot', Ldventures
of a Documentery Froducer, Banner
Book, New York, 1951.

'La Vie & Hollywood', Hachette,
Paris, 1972.

'The Movies, Mr Griffith and Me',
Prentice Hall, New Jersey, 1969.

'Great Stories about Show Business'
Cowaed MacCann,; New Ycrk, 1957.

'The Cinematic Imagination: "riters
and the Motion Fictures', Frderick
Ungar, New York, 1972.

'Shoot', Duttcen, New York, 1926.

'Titerature and Film', Indiana
University Press, 1969.

""emo', editecd by Pudy Behlemer
FacMillan, New York, 1973.

'Thalberg—-Life and Legend', Bantam
Bock, New York, 197D.

'Tycoons and Locusts's 'L regional
look at Hollywocd Fiction'y, Southern
Illinois University Fress, 1973.

'"The Day of the Locust', Farrar,
Strauss and Cudcdaly, New York, 1937,

'La Prairie Perdue', Le Seuil, Paris

1066.

'L'Age du Roman Américain', Le
Seuil, Paris, 15'8.

'Histoire du TPeuple Lméricain',
Bd Littéraires de France, Paris,
1956.

'Lmerican Literature', Faber ahd
Faber, London, 1965.

'A Pocket History of the United
States', ‘ashington Square Tress,
New York, 1C67.

'The Lawless Decade', Fawcett Pub.,
Greenwich, 1971,



DA =

OTHER SOURCI'S

Anonymous -

B/KER, Carlos -

'Aesthetics; oy ~—linem
Lfterimage, Spring 1974

'2rnest Hemingway', article in
The lmerican Novel, Forum Leccoturces,
VQO.IJL-

'rnest Hemingway, a Life Stdry,'

Houghton Miffin, New York, 1965

CHLNDLIR® Raymond =

P, ULKNER, "illiam -

FENTCN, Charles -
FITZGERALD S/ YRE Zelda-

L00S, Lnita -

GRLH!}M, Sheilah -
HELIMAN, Lilian -

HEMINGTLY, Trnest -

MiNKIEICZ, J.L. -

MILFORD, Nancy -

OPPNERFIMI'R, George =

'"Farewell My Lovely' in The
Raymony Chandler Omnibus, 4Llfred
Knopf, New York, 1964.

'Ad Lstra', The Bssent. .l FTaulkner,
ed; by Malcolm Cowley, Bhatto and
"indus, London, 1967.

'The Apprenticeship of Brnest
Hemingway', New York, 196%4.

'Save Me the Taltz', Scribner,
New Tork, 1932

'The Yomen' in ' Twenty Best .'ilm
Plays', ed. John Gassner and
Dudley N, chols, Crow Publishing,
New York, 1943.

'College of One', Bantam Books,
Néw York, 1968.

'in Unfinished “oman', Littlec,
Brovm ,Boston, 1969.

', Moveable Feast,' Scribner, .ow
York, 1964.

'The Snows of Kilimandjarc', :squire,
August 1936,

Unpublished letter to John Bigs,
May 1st 1944, Princeton University
Library.

'Z¢lda——a Biography', Harper and
Row, New York, 1970

'"The View from the siwties', David
MacKay, New York, 1956.



L Jp i s oS LS asbhes s o, Sl
sipy it § b FHA—s VY ol Y Lk

s Jy s ast ady (e —51)) Ols J—oas  dmmanidl

RN TR TR G B e N A
03—t (P Gembagy . ps—ad\ S &3__53___‘,5‘ Sl s
|- VY S TS PN N - (,"_..;«‘a;;.:ﬂ\o__o Ctgosd iy - QPR |

R | DR |
I n ol of dyl—s smelndl Jend) 1o
R— 2l ey e LY e T A e i g
o sl W eds el S PICTHINN S

gl > N PR
G s g bl a8l s asl sl ae L Lo




a5 add hdy add) om Jeelad! ALY conr o 28 &
S Gt eun dd aa Gl P ey L e WBLas
ESUA RV SR IERY Ll Vin  gé=g 1034 L, una..,n Lo ” gttt
FFCOWN LI M TR [ T B, PCTIIRANOUCINCY [ SIS UCES LRRCRD RS
RIS PP INCT | NEp DN LR VERS L R e . AN S |
- Igdgte I &9__.-.?,),,'\.] L})-'-;"“»‘ byt Oy o8 A-)L»J\a..a;»t_..hu_: )___;j
Jidledl asbhe g odsiaw Ao e

( .f.t.f)éﬁ;,.‘ﬂ‘&n atas b e el wds p 5B 1937 Ml )
Ll G o T e dele et LD e et 6 3]
RV S et Sl (et ) e il et
DS e gt e (A GUAY)) Al T L
b A e il Sl o Tl bylo )t Bad o puidial}
L1940 e D (P S i 8,dl e 0 dd s

S ity g et Befe 3,30 Gyl B Yl wlpudioon e L

Lo obLadl



s P e =2t e G\ Jldy it s ateg
IR TS CLICON I Svens LRSI ISR e RIEPS (R
ol Gl e ¥ pinedl g bl oS e A
REPPIN] WU L I W |

TR I B S WOy TPV R R
R N sl Gl e B JEIRES
oW a S pae ey Jaod! Sty pensd) b
OS¢ ot i gy Y Lolant gtos  dpebo Pt

1920 F‘,sy‘o,,., i o SV L Jgde D e S
o i ) dpedn M arss B 1027 — b L.t 1923
paad Blhlowdt 0ib Jts o1 e Ly b i faS
g3y Vo al s ol G Ly o pod! Tin (3 Baobsd! Gyl
O Z—o)g‘ PUDE L SOWL | B Camg) e gy adl! Lo 21 'b-ofﬁ‘
ohid) G ot WS Sl

gﬁ\-l’f'_m.jj.j)__a WAJ Jj.Jj_.D d'“ B o.-od.:y-j_'i 1931 L”'éﬁ

(oW ol td Bl ) phier gelie oS



&
Ja " !n £
- L) 7

L —aim 1895 ple & 55 aiend ! ot ades oS s

S |=-‘ JY.1896 pe & ”-“J‘):f%uﬁz.‘é@jﬁﬂ? CAWERY ‘_s“ O i

o
b dan La i olos M " Gt et Jpmas b
eo Wl Ll el i el eilfee Jak
GV oS ol bas e eilly B Gred JU )
aele i LS ton 5L 1920 ¢k & (i} o Lndl 1)
s B by 1on flay o=l taws e & —s ¥
(igiradt adl)) el GLET (ims U g i
b piyy byl s ot 7 o e i g T pbd oyl
PUINICYS W4 gl badt i) gimad ! NI rJORD-L1 REEVINE R}

9

golais Vo pme Do) A e sl dwmy ) Yoot Condas

Fa— PO LR P T L & byl as



