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14) The decor Is Louis ™^^£3^^^S£t.was known as The Sun King and in 2001 the sun repre
sents the Mind. Astronaut Bowman's name recalls that
ta mythology the chief "bow man" is Apollo the god
of both thlsun and intelligence. Also, Apollo Is in
charae of striking down the hubristic.

15) 35 rum" may also represent blood plus the liquor
that releasee Torrance's demons. «.«„,.„*16) Kenneth Keniston: "Alienation and the feline of
Utopia", American Scholar, XXXK (Spring iwu;, PP.
161=200.

«)ClA,flr-t^. IV^N/^V 7
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Marble Man and Maidens, The Necrophilous People of
F. Scott Fitzgerald: A Psychoanalytic Approach In

Terms of Erich Fromm

,Introduction

In the twentieth century, it has been commonplace
for many writers to see the American Dream in reality a
nightmare, a golden horse of death. The great bounty of
North America brought not heaven, but hell, and the
works of F. Scott Fitzgerald and Erich Fromro Imply and
suggest quite similar reasons for this turnabout. Both
Fitzgerald's portrait of the Jazz Age and Fromro's acute
psychological and social analysis of modern Western
society show a dream gone bad, the good life bringing
forth death.

Erich Fromm considers the rise of Protestantism and

the growth of capitalism in the West as the two great
factors producing our contemporary malaise. Protestant
ism's emphasis on the individual was reinforced by the
growth of capitalism which allowed the Individual person
greater economic and social freedom. However, in freeing
the individual from dependence on the Catholic Church,
Protestantism destroyed the comfort and communion offered
by the Catholic structure. According to Fromm, "freedom
from the traditional bonds of medieval society, though giv
ing the individual a new feeling of independence, at the
same time made him feel alone and Isolated, filled him
with doubt and anxiety, and drove him into new submission
and into a compulsive and irrational activity". F. Scott
Fitzgerald also tells of the burden of freedom, in his
book The Crack-Up, when he describes himself as "a little
boy left alone In a big house, who knew that now he could
do anything he wanted to do, but found that there was
nothing that he wanted to do".* Both Fromm and Fitsgerald
describe a peculiar twentieth contury dilemma: new-found
freedom leads not to happiness, but to the inscurity of a
lonely, non-communal, non-supportive, but highly competi
tive existence. The pursuit of happiness leads to unhappi-
ness, or eo Erich Fromm sees it: "what Protestantism had
started to do In freeing man spiritually, capitalism con-
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nt was allowed and expected to succeed in personal economic
«inTas faTas Sis Sligence, intelligence courage thrift,
«r l«ck would lead him. His was the chance of success, his
wL tne rlak to lose and be one of those killed or wounded
In the" fierceEconomic battle in which one fought against
everybody else" (Freedom, pp. 126-127).

The K»„mPhllouB P»rHOn: Modem Man's Escape from^Freedom
• According to Fromrn, the independence and competition
of c.pit.lism8cause asituation in which "economic activity,
or ctpii««»™ -.«„„ become ends in themselves" ( Freedom,
T'lVoV ^olecS InJ wealrTSave become more important than
^ojl^who0^ seen as competitors to *^-^^SKr" *
and "the concrete relationship of one ™*^£*»£*?*
has lost Its direct and human character and has assumed a
spirit of manipulation and instrumentality In all social
and personal relations the laws of the market are the rule
tS PP. 138-139). Goods and products have become the

who "love mechanical gadgets more than living beings .
Furthermore, the necrophilous person, glories in adead

Pa8t'Frorom's ideas immediately suggest the wMo»'Jftt

^Iilu.. i» th. fir.t^^ of »• °°™;-"SfJJoJy'.

rsrifeiirs^s -"'- ™r nrSBetSice died I'll probably have alittle money" (p. 161).
BMt Beatrice, herself, clearly suggests ^'j."?"*",^
philous person. In aletter to Amory, she writes I»jure
if ^werea man I'd love the handling of money; it has be
come qTiteVlenile passion with me". In the same letter
snTwEns her son about not dressing Wjrly in"^ *he
sussests that not dressing warmly enough 'felines ay™«8
Sn8" pneumonia and infantile paralysis £nd7 to .11 forms^
of lung trouble" (p. 101). Her prognoses seem rather extreme,
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but they fit the fears of necrophilous people who, accord
ing to Frorom, "love to talk about sickness, about burials,
about death. They come to life precisely when they talk
about death" ( Heart of Man, p, 38),

Beatrice surely is a hypochondriac who enjoys discus
sing her diseases. She talks gallantly of her sickness.
She never feels completely well, and in fact does not
really want to be alive. She tells Amory: "I feel my life
should have drowsed away close to an older, mellower civi
lization, a land of greens and autumnal browns" (p. 22).
The longing expressed here for the past Is typical of the
necrophilous character.

Amory is the unfortunate product of Beatrice. He has
a very close relationship with his mother who, in fact,
doroi es his thoughts. Indeed, that he calls her Beatrice
instead of Mother suggests more than the mother-son rela
tionship/ Her concern for Amory suggests Fromrn's necro
philous mother, who "will always be Interested in her
child's sicknesses, in his failures, in dark prognoses fox
the future;...she will not respond to the child's joy: she
will not notice anything new that is growing within him"
( Heart of Man, pp. 42-43). Thus we see Amory from
the 8tart as thanatoe-oriented. Coming late to a social
engagement, Amory excuses himself claiming to have been
in an automobile accident and suggesting that his uncle
has been killed (pp. 10-11, passim). This grotesque and
exaggerated excuse seems hardly the product of a healthy
mind.

During his life Amory has many necrophilous thoughts.
He views the First World War "with the attitude he might
have held toward an amusing melodrama, ^TToplng? it would
be long and bloody. If it had not continued he would have
felt like an irate ticket holder at a prizefight" (p. 55).
Here Fitzgerald links popular entertainment with the
horror of real death in war. Amory cannot distinguish bet
ween play-acting and reality. Erich Fromrn sees a similar
Inability to distinguish between violent entertainment
and real violence in modern roan, when he states: "Con
sider the role that killing plays in our amusements. The
movies, the comic strips, the newspapers are full of
excitement because they are full of reports of destruc
tion, sadism, brutality. Millions of people live humdrum
but comfortable existences - and nothing excites them more
than to see or read of killings, whether it is murder or a
fatal accident in an automobile race" ( Heart of Man, PP
58-59).

Given Amory's background and personality, It is not
surprising that his two major love affairs revolve around
necrophilous women. His first great love is for Rosalind,
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and tvoically, Fitzgerald's first image of Rosalind is
Sroughher worldly ioods. Debutante Rosalind is about
to have her "coming out" party, and ,before describing
heractual person, the author simply ""ts her^necessary
sartorial paraphernalia. There are hints of death and
waste in this catalog. Tongues hangl«n<«fr™*
mouths of cardboard boxes; a roll of tulle *has lost
its dignity" and winds "itself tortuously around every-
thin* In sight" like a tentacle; the clothes are In
heap! (P. 167). Furthermore, before we -^ «o.«Xf»tl. her
sister describes her as "a sort of vampire »;"??,;
Later, Rosalind describes herself as a corporation. Ro
sallnd. Unlimited •. Fifty-one shares. name, 8°od-will,
end everything goes at $25,000 a year" (p. 174). She is
seen almost exclusively in terms of money and 8°od8.
Her mother advises her not to fall In love with Amory
because he does not make enough money (p. 178, Pa«»i™>-
He Is not a good investment, and this is, in fact, why
she will not marry him. Rosalind is caught in the necro
philous trap of consumer mentality. When they break up,
Rosalind says that she wants to die (pp. 192, 196, passim)
butane is klready spiritually dead: profits have super-
seded human beings. . .

Amory's next love Is Eleanor. By this time, he Is
reveling in necrophilous gloom. He wanders the countryside
reciting Edgar Allan Toe, "congratulating Poe for drink-
tag himselfto death" (p. 223). When he meets Eleanor, he
fills that Providence has "sent agirl to amuse Mm Just
as it sent Benvenuto Cellini men to murder (p. 226). He
thinks of Eleanor as a witch P. 227 passim), and she does
seem fascinated with death. Eleanor is truly ""S^l^
is sick of the "rotten, rotten old world (p. J37'•"J*
would jump off a cliff, if she had the nerve. Her problem
is similar to Rosalind's, but she is more aware of it. She
sees herself as "tied to the sinking ship of future matri
mony", because she has "to marry into a dinner-coat (pp.
237-38). Her future is hopelessly tied to the need of
marrying someone with social and monetary value.

Amory, however, is not destroyed by his own necro
philous personality or that of the people around him.
Even as his his future is not clear there is a suggestion
that he will change the pattern of his life. He begins to
see his problem. Even before meeting Eleanor, he receives
some hints that death Is bearing down on him. After being
haunted by a devilish, ghostly apparition of *>ls dead
*Jriend Dick Hurobird, who was killed in an automoblie acci
dent, Amory walks along Broadway in Nev York City and
suddenly realizes that the street Is ghastly (p. 117, pas-
sim), and the epitome of the most gaudy, decrepit, ana
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wasteful aspects of the consumer mentality. Soon after
this experience, Amory returns to Princeton, where he
is an undergraduate. An idealistic friend of his sug-
Wh8"?! SZtJS T^ T°l8to1 fnd Whltman <P- 12*. Passim).SJ£«I?1 J J" *™ *»»** detailed the necrophilous

• K!^*1?7 °f AJ2S 8 cn*«cter, he affirmed life and hope
through Levin. Whitman, however, is an affirmer of life
So l!i*T 2j!!lcai.5° **»,**eh U corroborated by Fromro?nan< ', ltman %i°Phll°us". Slowly Amory begins to recognize his own necrophilia. Fearing he l. gotag m.d, he
henS™?"£," T* J* the b*la"ce w" overturned, andhe became a thing that frightened children «nd crept into
rooms In the dark"? (p. 261). "The necrophilous £™on»
according to Erich Fromrn, " is attracted^ darkn^s^nd
or85o'Jr 7th£l0¥ "nd P°etry he l8 attracted to caves,
IrAln ?« SP h.°f *th* °Cean« °r depicted as blind. (The
o$m2> t Jb8en-S;pMr Gynt are a 8°od example)" ( Heartof Man P. 41). But Amory does not want to be a troll. He
is determined to change his life. M
„.*. Af!ert^ne of hls trlP8 to New York, he decides to
return to Princeton on foot. But his walking can also be
8o^ia8J!,T^KiC ™Jectl°n of the death-dLuSg automobile which killed his friend Dick Humbrid. AloSg the
way, Amory is given a lift by a man wearing gogg^s rid-
IrV"^nTU,UMt ^^lle" (P. 267)! ^in^'the
profit^? e8lH8^° advocate socialism, renouncing the
?r?}V2 £• "I the con8UTOr ~nt«lity to this man who
MliJ?£ £"£. 7 t0 dMth becau8e hl8 ••» h" been
entirtatai™ S^'k" J" flch ATOry had Previously found22h £ T8' ^ ! i8 clearlv rejecting both war and
hS£ te^h2LTlJr-ia ""• under.t.nding of himself and a
~2S« chan**' he leaves the man and his automobile and
HS^SS/S^H' ^V8 -y»bo"c-lly slgnifEan" £r
wi-r8eI and 7*°™' the ^tomoblle is a key metaphor for
lL*J8*Wr°n!Wlth0Urw0rld- ^ Fitzgerald's Teller ie
&L\S? m u 5? Car l8 a Srotesque and fascinating symbol ofdeath. Dick Diver, the hero of the novel, dives dowTan Jn-

Furthermore in his note-books Fitzgerald states that owe
in his youth he sat in the family car "with that aort of
half-sneer on my face which I had noted was pewlUr to
UoZl^L^^Ar'''^^-^' 226)' Se foUowtagisolated entry in his note-book is also of interest- "TheV
thl mo^h^lt" 8?5°01 *?• ^ W.^SSi, fcS
road^lth Htfl!\J i agaln8t a tal1 bank of thebaJk'V^Vi^! 8lriBa!cr"mln8 Mth«y •tumbled out tha
wirt fi« ^£?iP' 259)* The bu8 ls Pictured as a dragonwith fire coming from its mouth. Thus death and the motor
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vehicle are once more symbolically joined. Fitzgerald's
final entry In this section of the note-book is: "Hear
ing Hitler's speech while going down Sunset Boulevard in
a car" (p. 229). In these images from automobiles to death,
to California, to Hitler, we see the progression of necro
philous existence. The parallel with Erich Fromrn is strong.
Fitzgerald seems to have sensed what Fromrn sees as a pro
minent trait In many people of our modern society. "The
highly necrophilous person", according to Fromm, "can
often be clearly recognized by his appearance and his
gestures. He is cold, his skin looks dead, and often he
has an expression on his face as though he were smelling
a bad odor. (This expression could be clearly seen in
Hitler's face)" ( Heart of Man, p. 42). Fitzgerald's
hero has an unpleasant expression on his face while he sits
in a car in his youth, and later, as an adult, he thinks of
Hitler while driving in the Ereatz world of Southern Cali
fornia .

The Reification of the Human Personality
The automobile, brutal, Hitlerian behavior, and images

of Hollywood also figure strongly in the symbolic Impact of
F. Scott Fitzgerald's most acclaimed novel, The Great Gateby.
In this book, Tom and Daisy Buchanan and Jay Gatsby are por
trayed as the products of the most successful capitalist
system in history: they are the end of the American Dream.

Tom Buchanan is the most clear-cut example of a necro
philous personality In the novel. Fromro describes the
necrophilous person as one who is overly sentimental about
the past, and a lover of force, control, and order, order
which is anti-life because it counteracts the spontaneity
and disorder of thriving life and nature ( Heart of Man,
pp. 40-41). Nick Carraway, the narrator of The Great Gateby,
is constantly pointing out necrophilous characteristics in
Tom's personality and behavior. Nick sees Tom as "one of
those men who reach such an acute limited excellence at (^
twenty-one that everything afterward savors of anticlimax".
Tom is dead because he is looking for the dead past; he is
"forever seeking, a little wistfully, for the dramatic tur
bulence of some irrevocable football game" (p. 6). This is
significant: football is a game of brute force and control,
and he sometimes gains that control through violence.
. According to Fromm, Adolf Hitler is the prototype of

the necrophilous person, and although Tom is not quite
Hitler, given political and military power he might well be
a Hitler. Nick describes him as a sort of storm trooper
with a body of "enormous power.../In7 glistening boots...
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&"£"£•> :srg t?)b£7!fe8tr°TTand to~ °f • —••life meachnlcJlly „ if'elfC~phllou8 P^ple "approach
( Beart of Man J 4i> v livlng Persons were things"
up in^he mTrketpl.ee where^' *V **? b<Sen bro^htpeople. This £oce„ or^fic^o*^0"'8 '*£ aboVecompels Nick "from "*-«!*_tlca"on ls apparent when Tom

terminate, hi. ,rfnL,. Stl I Myrtle Wilson, Tom suddenly
"« .hort deft mov££n?» r~ ,«* J? b™«M"8 "" no., rtth
efficient machine. ""8g*,t* tne P'Mi.lon of a very

SrsoVs love of th^L* F*?'? that the necrophilouY
JrateS ta £Se™ mJnTwo^stJp ol^ dramatlcally *"«.-
"Consider the ta^Ifferen^to'uLth? aut°"°bile and •?••«»our rate of -uto^STSlSnS S^If}? 7!n"e8tad in
necrophilous contempt for life ind'Sf !£,nlt? heV**n theand all that <« «-«>.--* ,"" and the admiration for speed
last decays" ( BearTtflr "*CS? aP?8rent °nl* ln «"expresses himself .SufthT'-T>.P*/9)' S*roilarly. Fitzgerald

Man becomes part of a des truetive^chlie' hL fl JP* 99>'
human. In Fitzgerald•« .r,„ZZ 2 ,£? ' ne ls no longer
Darrow becomesTlL Jo th."T? ^ ?* PaW'' ««*
ting bolt upright iTlht JS/rJSF °f ?• machln*. "»it-preSsion as though he conSS-rA1?7 ! Palned. "rained ex-
rather likely t^break" * MmSelf ' 8pare Part» and
while^ai1:; il dCSvtag ^aLbv^S" kJU! ">*"« Wilsonshe hits Myrtle sug^'Sat"^
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the power of the machine she Is driving. Nick's hyper'
bollcal description of Gatsby's car suggests a machine
mighty, dazzling, and terrifying: "It was a cream color,
bright with nickel, swollen here and there in its mon
strous length...and terraced with a labyrinth of wind
shields that mirrored a dozen suns" (p. 64). Tom and
Daisy are simply an extension of the automobile; their
reaction to the death of Myrtle Wilson Is devoid of
feeling. They have become machines themselves. "They
smashed up things and creatures and then retreated back
into their money or their vast carelessness, or whatever
It was that kept then together, and let other people
clean up die mess they made" (pp. 180-81). Machines have
no conscience.

Although her personality is clearly necrophilous,
Daisy seems less of an automaton than Tom as she seems
to be more conscious of her problem than he is. She does
not see any value to life. Finding herself in a big house
with nothing to do, she cannot bear the burden of free
dom. Her wealth has allowed her to go everywhere and do
everything, but she sees everything as desperately hope
less. Tomorrow, and tomorrow, and tomorrow creeps in this
petty pace from day to day (P. 118, passim).

On meeting Nick at the beginning of the novel, Daisy
exclaims: "I'm p-paralyzed with happiness" (p. 9). Fromro
suggests that expressions such as "it kills me", "thrilled
to death", and "dying to" are characteristic of a civiliza
tion that gets pleasure and excitement from death ( Heart
of Man, p. 59, passim). Indeed, Daisy's oxyrooronic declara
tion of happy paralysis is not only evidence of her necro
philous personality, but also of the death-oriented pro
clivity indigenous to the social panorama. In Fitzgerald's
Thie Side of Paradiee, Amory Blaine is told of Dick Hum-
bird's fatal auto accident by "the insistent voice of/an7
old crone in a sort of a croaking triumph: 'He's quite dead
all right'" (p. 86), as if she were gloating over Huro-
brid's violent death.

In returning to The Great Gateby and its necrophilous
people, it is clear that the character of the hero is more
complex than either Daisy's or Tom's. In one sense, Gatsby
is the victim of Tom and Daisy's necrophilous behavior, the
victim of the "foul dust /that7floated in the wake of his
dreams" (p. 2). However, while Tom, the storm trooper,
wields power, and Daisy finds little to live for, Gatsby
loves, and is motivated by love, even as it is the nature
of his love that causes problems.

36

Love and the Consumer Mentality
In The Art of Loving, Erich Fromro discusses the

developing patterns of love and marriage in the twen
tieth century. He notes that traditionally in the West
-arfag!u ^v? arran*ed by the parents of the couple,
and so the object of love was not as important as the
function of love (since the partners had little choice
of mate) But "in the last few generations the concept
of romantic love has become almost universal in the
?«fI? W!ld ,8°,that «*• loved Person is Idealized,and the act of loving is de-emphasized. With the shift
in emphasis away from the function of loving to the
object loved, our contemporary consumer mentality be
comes an important factor because love is thought of
as something that can be purchased. "Two persons thus
fall in love when they feel they have found the best
object available on the market, considering the limita
tions of their own exchange values" ( Loving, p. 3 )
tw **Br}a, *l8° Gatsby's problem; he has created in
his mind Daisy as an object of love. He then sets out
to buy Daisy by becoming more wealthy than Tom Bucha
nan Everything he does is to that end. His identity is
I68 £d in terms of his love for Daisy. Fromrn calls
SUM a situation "a form of pseudo-love.. .often
experienced (and more often described in roovine pic
tures and novels) as the 'great love' frl idolatrous
looe. If a person has not reached the level where he has
;n^?°fJdentity, or I-ness, rooted in the productive
unfolding of his own powers, he tends to 'idolize' the
loved person" ( j^ing, p. 83). Creative and true love
cannot exist without a real sense of Identity, u*» ie
union with somebody, or something, outside oneself,
under the condition of retaining the eeparateneee and integrity
*LT^^°?!L 'elf • •'• Tbe experience of love does
away with the necessity of illusions" 8
„»,« !U« ?at8bL'8 very illusions have created his love
object Daisy. Fitzgerald describes Gatsby's Illusion of
her In terms of a flower: "he kissed her. At his lips'
touch she blossomed for him like a flower and the incar-
U5u?riTa! CO°Ti?te^(p- U2)- Gat8br bases hls whole}£i Ji this flower of fantasy, afantasy sprung
from only one month of active love (p. 150, passim). But
such fantasy, according to Fromro, is not really loving,
and the incapacity for love is often related to adult
narcissism (Sane Society, p. 40, passim). After all, any
body who sprang from his Platonic conception of himself"
(p. 99) roust, almost by definition, be narcissistic, since

Rusch, F. L., 1982: Marble men and maidens, the necrophilous people of F. Scott Fitzgerald: A psychoanalytic approach in terms of Erich Fromm, 
In: Journal of Evolutionary Psychology, Vol. 3 (No. 1-2, 1982), pp. 28-40.
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"for the narcissistically involved person, there is
only one reality, that of his own thought process,
feelings and needs. The world outside is not experi
enced or perceived objectively i. e., as existing
in its own terms, conditions and needs" ( Sane Society,
p. 40).

In Beart of Man, Fromrn describes a narcis
sistic man who falls in love with a woman who does not

respond. '"The narcissistic person will be prone /to7
reason: 'It is impossible that she does not love me
when I love her so much" (p. 68). This ls an accurate
description of Gatsby. In the crucial Plaza Hotel
scene, Gatsby just cannot understand why Daisy will
not throw off Tom completely and proclaim that she has
always loved only Gatsby. He can see Daisy only in
terms of himself, 1. e. his created fantasy of the
flower. He cannot see Daisy as a separate individual
who has a life separate from his own. Gatsby demands
that Daisy declare she has never loved Tom, and she re
plies: "Oh, you want too much"....I love you now -
isn't that enough? I can't help what's past. I did love
him once - but I loved you too". But Toro replies savagely:
"there're things between Daisy and me that you'll never
know, things that neither of us can ever forget". The
words seemed to bite physically into Gatsby (p. 133), be
cause they destroyed his fantasy, his life, his Platonic
conception of himself. He "had broken up like glass
against Tom's hard malice and the long extravaganza was
played out" (p. 148). Thus Gatsby's death is inevitable.
He is, in fact, spiritually dead before George Wilson,
who mistakes Gatsby for the killer of his wife, Myrtle,
shoots him. And, as Nick Carraway suggests, Gatsby pro
bably realizes he is as good as dead after he is re
jected by Daisy. On the day after the Plaza Hotel scene
and the killing of Myrtle Wilson, Gatsby waits for a
never-to-materialze telephone call from Daisy, and Nick
speculates: "I have an idea that Gatsby himself didn't
believe it would come, and perhaps he no longer cared"
(p. 162), and so Gatsby went for a swim in his pool,
where the gardener remarks that the autumn leaves will
soon start falling (p. 153, passim), a symbolical premo
nition of the inevitability of death. While swimming,
Gatsby is shot by George Wilson.

Gatsby, like Tom and Daisy, is tainted with death. He
too suffers from the necrophilous tendency of living in
the past. When Nick tells Gatsby that he cannot repeat
the past, Gatsby unrealistically replies: "Why of course
you can"! (p. 111).

mmam
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in* tl£ w!th dJkJU5UUy eroPha8l'e8 the ideal of freez-
i2« E 2!J r^n8tances reminiscent of the central
Sf8« u teatu °de m a G«cian Urn". On first enterine
« "££3S ft0??6; "2 de8CrlbM aI—t. Jordan Bate??as extended full length...of the divan, completely
we're J.ie8"\*nd ""K^* CMn r4l"d "«1-7m if She
flit" (I "SfVTtl\lng m lt whlch was ^"e "kely to
Keats' W^JkI^k J8 "r" " a 8tatue» soroethlng like
E!2t..i,T8 6d bride of cuietness", isolated froro the
Iht Gre^nTT61* °f tlTC' A^ °bvlou8 suggestion orthe Grecian Urn appears at one of Gatsby's parties, where
SSLd!8CribeS ayr1! direct°r and his sta? under'the
2S ?ir tree:,^heiT fac« were touching except for a
HlVrllVZ7 °f rooonll8ht between. It occurred to roethat he had been very slowly bending toward her all
evening to attain this proximity" (p. 108). This is re
miniscent of Keats' couple on the urn:

Bold Lover, never canst thou kiss,
Though winning near the goal - yet do not grieve:
She cannot fade, though thou hast not thy bliss,
For ever wilt thou love, and she be fair"! (11.17/20)

« stltlc pI^Y^J6 at/at8by's party are frozen in 'a static pose suggestive of Gatsby's kiss of Daisy five
years before, now frozen in hi. mind. That the couple Ir
tiat^s^aSyTSfe"^16 "-^""^ the fabrication
.«.«. Earller' "tsgerald uses a clock to suggest Gatsby'sattempts to stop him. When Gatsby meets Daif? Ifta? th?
five year separation, he knocks a "defunct" clock off the
fin^carch^ ;at8b2 d°eS n0t let the defunctkc?ofcfkthe
(i 87 «!!!?*8 £ and 8etS lt back on the mantelpiecec(.Pnno\\eP^ *8 *"«. But time
Conclusion

In The Soaentric Deeign, Marius Bewley defines the
iSSSi "Tw8: "the r0roantlc «nlargeroent of the Jos-!he spJrtfjf life T a^l at ^ich the material Ed
it led S.^^T inextricably confused. As such,
confronJreVftabJy tOWard8 the P™*1" «*t has always•ncf 111 American artists dealing with American experi-
'EY < Pr0bl!" °f deta™lnl"8 the hidden boundary inthe American vision of life at which the reality ends and
anri-'calvtaJst6!ln8i "•J"1?'11* *• American^r".™ lTanti Calvlnistic - in rejecting man's tainted nature it
is even anti-Christian. It believes in the goodn«s of
rteTanJlhlf1 ? l8 acc°rdingly aproduc/ofSe frontier and the West rather than of the New England and

Rusch, F. L., 1982: Marble men and maidens, the necrophilous people of F. Scott Fitzgerald: A psychoanalytic approach in terms of Erich Fromm, 
In: Journal of Evolutionary Psychology, Vol. 3 (No. 1-2, 1982), pp. 28-40.
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Puritan traditions. Youth of the spirit - youth of the
body as well - ls a requirement of its existence; limit
and deprivation are its blackest devils.10

Of course, Gatsby's image of Daisy is a fantasy not
unlike the American Dream of perpetual youth and Inevi
table prosperity. But in the twentieth century, F. Scott
Fitzgerald and Erich Fromro see glorification of youth as
a sentimental yearning for the past, while prosperity
has turned to ruthless wealth and narcissistic indi
vidualism. Indeed, the Midas touch is the touch of death.
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as a fantas^oro^nce^b^tYH! **% *5 lea8t' be«ln8defeat both ofi?" hero"« ^ Pathetlcally with the
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