

















watch the firewarks that evening. Basil is drawn to the
aloof Gladys but refuses her invitation out of competitive
urge to outdo the friends who had long pants before he
did.

Fitzgerald describes the evening at the fair as con-
taining forms that “suggested things more mysterious
and entrancing than themselves.” ' Basil's enchantment
shatters as the glamorous Hubert Blair lures the most
attractive girl from the nonrich girls in the group they
have picked up. Excluded again, Basil goes to the
grandstand alone where he finds another chance to join
Gladys. He settles in, feeling smugly virtuous and
triumphant.

But Basil's triumph is short. Despite the hundreds
who attend a Minnesota State Fair, for him it might have
been a small neighborhood bazaar. Hubert Blair and the
others from his earlier group come into the grandstand
with a great flurry of exhibitionism. Those in the box
remark that the boys’ mothers will be told of this out-
rage. No escape into crowd anonymity at the fair seems
possible. Although Basil escapes this neighborhood cen-
sure, for him, neighborhood cohesiveness has an even
worse feature. The glamorous Hubert dazzles Gladys,
who deflates Basil by asking him to bring Hubert when
he comes to call on her. For Basil, St. Paul might be a
hamlet. Like Nick Carraway he moves in a small world
where families are known and attention is paid. For Nick
this quality seems reassuring; for Basil it produces pain
because his losses occur conspicuously. Nick looks back
to adolescence as a time of tranquillity; Basil experiences
its tumult.

Nick’s St. Paul, in light of these three stories that
convey essentially the same geographic and social locus,
assumes a more abstract and symbaolic aspect. His ex-
perience of the East made his sense of home assume a
quality that only a blurred memory and subsequent pain
produced. Other Fitzgerald characters on the scene do
not experience the pastoral retreat of Nick's longing.
Common to the perceptions of St. Paul in the short
stories and The Great Gatsby is the sense of it as a
neighborhood rather than a relatively large city with in-
dustrial and commercial development and a mixed popu-
lation. Fitzgerald and his characters perceived the city of
their particular experience and longing.

Fitzgerald might have made further, and perhaps dif-
ferent, uses of St. Paul had he lived to write more fiction.
During his lifetime he kept a notebook filled with his
observations, anecdotes, descriptions of emotions, and
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ideas from which he drew often for his writing. One such
entry describes Summit Avenue, called Crest, as shown
by a native to a visitor. Fitzgerald began by noting that
the cathedral inaugurates the avenue, followed by a
“great brownstone mass” (a reference to James J. Hill’s
house), “followed by a hall mile of pretentious stone
houses built in the gloomy 90's.” IHe called the houses
mausoleums and wrote that although the avenue ran
along the river bluff, it “neither faced it nor seemed
aware of it, for all the houses fronted inward toward the
street.” The rest of Summit is described more briefly; it
was not the part Fitzgerald knew well or found especially
interesting. He concludes by having the native call the
avenue “our show place,” and the visitor, who has the
final word in this fragment, replies: “A museum of
American architectural failures. ™!

The notebook description is scarcely one of romantic
awe or idealized memory. For a different literary pur-
pose, a different place is evoked. Its difference from
other uses made of St. Paul suggests something of the
Fitzgerald techniques of using the past.

A useful analysis of the several pasts that exist for
everyone was made by the geographer David Lowen-
thal. He lists the irrecoverable past, the ostensible past,
the altered past, and the invented past.'* The irrecover-
able past is that for which no record is left. If no hints of
it remain, it cannot even be imagined. Even for so recent
a past as Fitzgerald's, this condition may exist for aspects
of the city, but since it is irrecoverable, there is nothing
to say of it except to note that we may have an incom-
plete picture.

Ostensible past is one seen from a particular vantage
point. The accepted version of the past generally reflects
the values of the period in which its history is recorded
and corresponds to written history. The altered past, as
the term suggests, is the past changed to meet needs of
the present. Clearly, literarv artists, without apology,
alter the past to create fiction. Further, memory alters
the past for all in subtle ways. Persons select from the
past that which is needed in the present, and those
needs may alter. So it is with Fitzgerald, who had more
than one kind of memory of St. Paul he could use accord-
ing to the needs of his fiction.

Finally, the invented past is an improved past; either
a deliberate or a less conscious fabrication. Although
nothing in the concept of literature rules out inventing a
past, Fitzgerald did not invent his St. Paul. Readers may
select from Fitzgerald's fiction the most pleasing aspects
of the city. Perhaps the nostalgia for the 1920s is such an
invented past. 1t touches Fitzgerald's fictional St. Paul
only at a few superficial points. Fitzgerald's city was not a
place of uninterrupted pleasure focused in fashionable
places involving chic persons, although parties were an
ingredient. For Fitzgerald, unlike the nostalgia pur-
veyors, parties ended and had consequences.
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In Lowenthal’s terms, Fitzgerald's fiction renders an
altered past that becomes an invented past for some who
know his work only generally. The resulting nostalgia for
the period about which Fitzgerald wrote does not do
justice to the variety of his art. He did not merely tran-
scribe a part of his experience or create a single image:
he altered elements of the past into the perceptions and
symbols of his fiction.

One of the most pervasive of Fitzgerald's images of
St. Paul, a stable place where families lived for genera-
tions in the same house, does not reflect his own direct
experience of the city., At the time of his birth in 1896,
his parents lived in an apartment at 481 Laurel. When he
was two years old, they left St. Paul for ten years, living
in Buffalo, New York, then Syracuse, and again in Buf-
falo. After they returned to St. Paul in 1908, when
Fitzgerald was twelve, they moved frequently during
the next ten years. They lived at 294 Laurel, 514 Holly,
509 Holly, 499 Holly, 593 Summit, and, beginning in
1918, at 599 Summit. When Fitzgerald returned as an
adult to the St. Paul area in 1921, he lived at White Bear,
at the Commodore Hotel (just off Summit on Western),
at 626 Goodrich, and at the White Bear Yacht Club.
After he left St. Paul permanently in 1922, he lived in a
number of places in several cities.’® It is therefore
difficult to locate a specific house to associate with
Fitzgerald. The United States Department of the Interior
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has selected one address, 599 Summit, as a National
Historic Landmark. It is an appropriate choice, since it is
at that address that he completed his first novel, This
Side of Paradise. In understanding the way he trans-
formed experience into art, however, it is important to
remember that there was no Fitzgerald home in the
sense he suggests for St. Paul characters in his fiction. It
is worth noting that even in the stories that convey pain,
the city is not seen as a place where one’s residence
changes frequently. It remains the arena for dreams and
a place of remembered stability. Fitzgerald's St. Paul
was an altered past place, which has altered irrevocably
the way we see it. The power of his talent transformed a
literal place into a symbolic place of great beauty and
some truth.

13 Details of Fitzgerald's life, including his various places of
residence, may be found in most of his biographies. See, for
example, Arthur Mizener, The Far Side of Paradise: A Biog-
raphy of I'. Scott Fitzgerald (Boston, 1951); Henry Dan Piper,
F. Scott Fitzgerald: A Critical Portrait (New York, 196).

PHOTOGRAPHS of the Fitzgerald residences are by Eugene
D. Becker, Tom Lutz, Lynne VanBrocklin Spaeth, and Diana
Mitchell. Other pictures are from the audio-visual collection of
the Minnesota Historical Society.

SUMMIT AVENUE glitters with snow in this photo,
taken in the late 1920s from about Western Avenue.
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