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Introduction
F. Scott Fitzgerald's "Winter Dreams" was first published in Metropolitan Magazine in 
December 1922 and collected in All The Sad Young Men in 1926. The story has come 
to be regarded as one of Fitzgerald's finest and most eloquent statements on the 
destructive nature of the American dream.

"Winter Dreams" chronicles the rise of Dexter Green, a hardworking, confident young 
man who becomes caught up in the pursuit of wealth and status. When he meets Judy 
Jones, a beautiful, vibrant young woman, he sees in her an embodiment of a glittering 
world of excitement and promise. Judy represents for him the epitome of what he 
considers to be the intense and passionate life of the American elite. Through her, 
Dexter hopes to experience all the benefits that he believes this lifestyle can afford him. 
At the beginning of their relationship, he feels ecstatic. His senses become fine-tuned to
the rarefied world with which he has come in contact. As a result, he becomes filled with
an overwhelming consciousness and appreciation of this new life, though at the same 
time he recognizes the ephemeral quality of this moment in time, admitting that he will 
probably never again experience such happiness. Yet he fails to see the hollow-ness 
beneath Judy's surface, a hollowness that is also at the core of her world. By the end of 
the story, when Dexter watches his beautiful vision crumble, he is forced to admit the 
illusory nature of his winter dreams.
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Author Biography
F. Scott Fitzgerald was born on September 24, 1896, in St. Paul, Minnesota, to Edward 
and Mary McQuillan Fitzgerald. From his father, a businessman, he inherited his 
predisposition for alcoholism and his romantic imagination; from his mother, an heiress, 
he developed an attraction to wealth, all of which would become major themes in his 
work. At a young age, Fitzgerald expressed an interest and a talent in writing as he 
began to write stories that echoed ones from popular magazines. The school 
magazines at St. Paul Academy and Newman School, where he attended school, 
published several of his short stories. Every summer from 1911 to 1914 he wrote plays 
that neighborhood children performed for charity groups.

He entered Princeton in 1913, where he wrote short stories, poetry, plays, and book 
reviews for the Nassau Literary Magazine and the Princeton Tiger, and wrote plays for 
the school's shows. His concentration on writing took him away from his studies, and as 
a result, he left in January, 1916. He returned a year later but never finished his degree. 
When World War I broke out, he was appointed second lieutenant in the army, although 
he never served overseas. During his stint in the army, he completed a draft of a novel, 
The Romantic Egotist. Scribner' s publishers did not accept the manuscript, but they 
suggested that he continue working on it.

While stationed in Montgomery, Alabama, he met Zelda Sayre, daughter of an Alabama 
Supreme Court judge. He soon fell in love with the beautiful but troubled Zelda and 
married her. Their life together would come to epitomize the excitement and tragedy of 
the Jazz Age, as often fictionalized in his work.

After his discharge in 1919, he returned to St. Paul determined to be, as he told a friend,
one of the greatest writers who has ever lived. He began his literary career with a 
rewrite of The Romantic Egotist, renaming it as This Side of Paradise, which was 
accepted by Scribner's. The novel was well received by critics and the public, who 
applauded its accurate portrait of American society in the 1920s. In December 1922, 
Metropolitan Magazine published "Winter Dreams," which was later included in his 
collection of short stories, All The Sad Young Men in 1926. The collection was a popular
and critical success, cementing Fitzgerald's reputation as a chronicler of the destructive 
nature of the American dream.

Fitzgerald's subsequent novels and short stories were well received, but his and Zelda's
extravagant lifestyle kept him constantly in debt. Eventually, Zelda would be hospitalized
for mental illness and Fitzgerald would suffer a breakdown. At the end of his career, with
few copies of his works being sold, he turned to script writing in Hollywood, where he 
worked on, among others, the script for Gone with the Wind. He died there of a heart 
attack, probably brought on by his alcoholism, on December 21, 1940.
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Plot Summary

Part I

At the beginning of the story, fourteen-year-old Dexter Green is a caddy at Sherry Island
Golf Club. He works there only for pocket money, since his father owns "the second 
best grocery-store in Black Bear." In the winter, Dexter frequently skis over the snow-
covered fairways, a landscape that fills him with melancholy. During his days there, he 
frequently daydreams about becoming a golf champion and defeating the wealthy 
members of the club. One morning he abruptly quits when Judy Jones, a beautiful, 
eleven-year-old girl comes to play golf and treats him as an inferior.

Several years later he decides against attending the state university his father would 
have paid for and instead goes to a prestigious school in the East, although he has 
trouble affording it. The narrator makes it clear that he was more concerned with 
obtaining wealth than just associating with the wealthy.

After he graduates from college, he borrows a sum of money, and that and his 
confidence buy him a partnership in a laundry. He works hard at the business, catering 
to wealthy customers as he learns how to properly clean fine clothes. As a result, by the
time he is twenty-seven, he is a successful businessman, who owns an entire chain of 
laundries.

Part II

One day, when he is twenty-three, one of the men he had caddied for invites him to play
at the Sherry Island Golf Club. As he is playing, Judy Jones accidentally hits one of his 
foursome in the stomach with her ball. Later that afternoon, he goes swimming and runs
into Judy, who asks him to go boating with her. When she invites him to dinner the next 
night, "his heart turned over like the fly-wheel of the boat, and, for the second time, her 
casual whim gave a new direction to his life." After spending a romantic evening with 
her, Dexter decides "that he had wanted Judy Jones ever since he was a proud, 
desirous little boy."

During the next few weeks, they see each other regularly, but Judy frequently flirts and 
goes off with other men, which, he discovers, is typical behavior for her. A year and a 
half later, Dexter grows tired of Judy's inability to commit herself to him, and finally 
convinces himself that she will not marry him. He then becomes engaged to "sweet and 
honorable" Irene Scheerer. The following spring, just before his engagement to Irene is 
to be announced, he plans one night to take her to the University Club, but since she is 
ill, he goes by himself. There he sees Judy, and is "filled with a sudden excitement." 
While he tries to be casual and composed, she tells him how much she has missed him 
and loves him and so insists that he should marry her. She soon persuades him to 
break off his engagement with Irene and restart his relationship with her.
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Judy's attentions toward him last for only one month. Yet, Dexter does not "bear any 
malice toward her." Soon after they part, he moves East, intending to settle in New York.
However, when World War II breaks out, he returns home and enlists, "welcoming the 
liberation from webs of tangled emotion."

Part III

The story picks up in New York seven years later, where Dexter has relocated after the 
war. At thirty-two, he is more successful than he had been before the war. One day, a 
man named Devlin comes to see him about business and tells him that his best friend is
married to Judy. Devlin admits that her husband "treats her like the devil" while she 
stays home and takes care of their children. He also reveals that "she was a pretty girl 
when she first came to Detroit," but that "lots of women fade just like that."

Dexter becomes extremely upset at the thought of Judy losing her beauty and allure, 
admitting that his "dream was gone." He cries, not for her but for himself, knowing that 
his youthful illusions of perfection have vanished. Despondent, he concludes that "now 
that thing is gone. . ., I cannot cry. I cannot care. That thing will come back no more."
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Part 1

Part 1 Summary

"Winter Dreams" is a short story written by F. Scott Fitzgerald about a young man from a
small town in Minnesota, where the author himself grew up, and the dreams that he has
for himself, both that he realizes and never can.

Dexter is unlike most caddies, in that he does not need the job. He only keeps it in order
to earn pocket money. His father owns the second best grocery store in town. In the 
wintertime, Dexter skies over the rolling hills of the golf course. During these ski trips 
through the winter cold, Dexter lives out his dreams. He imagines himself as a golf 
champion beating various players and being cheered on by the crowd.

One day after Dexter caddies, Mr. Jones, a wealthy and notable member of the club, 
tells Dexter that he is the best caddy and that he cannot quit. Dexter, however, is 
adamant that he feels he is too old to caddy, which confuses Mr. Jones. The young man
had promised, that morning, to be his caddy in the State tournament the following week.

The real truth of the matter is that Dexter is not too old to caddy. He is only fourteen 
years old. Something else happened that morning to cause him to quit his part-time job, 
something that had to do with Mr. Jones' daughter, Judy Jones. Dexter was standing by 
the caddy house when he saw a young girl, eleven years old, and her nurse. The young
girl, who the nurse identified as Miss Jones, wanted to golf, but Dexter could not leave 
the caddy house until his boss returned. He was the only caddy on duty. The nurse and 
Miss Jones walked away from Dexter and started a verbal fight, which ended with Judy 
throwing a club on the ground and trying to hit her nurse with another. Dexter tried hard 
not to laugh at the scene he was witnessing but failed. Just then, the caddy master 
arrived, and Dexter was told to carry Miss Jones's bags for her as she golfed. Instead of
doing what he was told, Dexter quit. It was his winter dreams that told him to do so.

Part 1 Analysis

The exposition of "Winter Dreams" introduces the main character and protagonist, 
Dexter. Immediately Dexter is recognized as a hard working young man with character 
and drive, since he does not need to work as a caddie. His family belongs to the middle 
class, and his father is doing quite well in his business. Through the introduction of 
Dexter's character, his winter dreams, and the title of the short story, are explained. 
Dexter's winter dreams, which flourish during the long cold Minnesota months, dictate 
what he will do throughout the rest of his life. Dexter dreams that he wins prestigious 
golfing champions. This dream is symbolic of Dexter's desire to accomplish big things in
his life and reach great success. The theme of the story is how one's dreams dictate a 
person's life plan, for the best or worse.
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The first major event that Dexter's winter dreams dictate is quitting his caddying job. 
Dexter makes this choice suddenly, without much thought, but he knows that it is the 
right thing for him to do. The real reason that he quits is because of a young girl named 
Judy Jones. He chooses to quit rather than caddy for her after he witnesses her bad 
behavior. He does not wish to work for the young lady. The appearance of this character
and the effect that she has on Dexter at such a young age foreshadows her importance 
to the rest of the story.
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Part 2

Part 2 Summary

Dexter's winter dreams also direct his life in other ways. Years later, he takes the risk of 
attending a prestigious and expensive university in the East in lieu of going to a state 
school which his father offers to pay for. At this school, Dexter is bothered by his lack of 
money and desires the things that his classmates can buy. After school, Dexter returns 
to Minnesota and confidently buys into a laundry business that makes him a lot of 
money through his research into ways to cater to the discerning customer. In four short 
years, he has the largest laundry business in the Midwest with numerous branches. 
Dexter is well respected, and one day he is invited to play golf at the very club he used 
to caddy at with a group of well respected, established businessmen. While the group is
playing, they hear someone call out "fore" immediately before a ball hits one of Dexter's 
companions in the stomach. A young woman appears and asks if she can play through, 
unaware that she has hit anyone. When she is told that her ball has hit someone, she is 
concerned only with the location of the ball. The young woman is extremely beautiful, all
the men agree, and she is soon identified as Judy Jones.

That night, Dexter takes a night swim in the lake. He lies on a raft tethered in the middle
of the water and listens to music from a piano in one of the nearby houses. Suddenly a 
motorboat drowns out the sound as it comes toward the raft. Judy Jones is in the driver 
seat and asks Dexter to take over for her so that she may ski. He does so as she orders
him to drive faster and faster. Casually, she asks that he come to dinner at her house 
the next evening.

Part 2 Analysis

Part two of "Winter Dreams" flashes forward several years through Dexter's life. His 
dreams of greatness have shown him the way to a prestigious school and a successful 
business. Once again, Judy Jones enters his life. She has the same personality traits of 
selfishness and superiority as she had as a young child. When she is told that she has 
hit a man with her golf ball, she shows concern only for herself. However, Dexter is 
intrigued with her beauty and magnetism.

Later that night, Dexter finally meets Judy in the middle of the lake. Judy confesses that 
she has left a young man who desired her at her house, and now she wishes to ski fast.
Before she even knows Dexter's name, she asks if he will drive her boat. The way that 
she asks makes it more of a command then a request. She speaks to Dexter as if he 
were one of her servants. Just after she casually meets Dexter, she asks him to dinner.
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Part 3

Part 3 Summary

The next evening, Dexter arrives at Judy's house for dinner. She appears, as beautiful 
as ever, and announces to him that her parents will not be joining them. Dexter admits 
to himself that he is glad that her parents will not be joining them. The last time he saw 
Mr. Jones was the day he quite caddying at the club. Throughout dinner, Judy's mood 
seems unhappy, as if she is only going through the motions of polite small talk. After 
dinner, the two move outside to the porch, and Judy changes her mood. She asks 
Dexter to explain who he is, since she wishes to start out with the truth and not be 
surprised. Dexter tells her that he has worked hard and now makes quite a sum of 
money. At that, Judy and he kiss, and Dexter finally admits to himself that he has 
wanted her since the very day he first saw her when he was a caddy.

Part 3 Analysis

Dexter and Judy's first dinner together signifies the beginning of their involvement. Judy 
is quick to tell Dexter her past problems with men, mostly that they are too poor or that 
they bored her. She is also quick to tell Dexter that she now thinks that she loves him. At
these words, even if he finds them a bit premature, he admits to himself that he has 
wanted Judy since the first day that he has saw her. His winter dreams persuaded him 
to quit his caddying job so that he would be able to meet Judy again when he was a 
successful businessman and not just a young caddy.
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Part 4

Part 4 Summary

The night that Judy and Dexter first kiss, Judy tells Dexter that she thinks that she may 
already love him. Dexter believes it is a romantic thing to say that fits with the 
excitement of the moment. The excitement and her impetuous behavior are the 
mainstays in the course of their relationship. Only one week later, Judy is back to flirting 
with other men, and Dexter is merely one young man among the many who hang 
around her, vying for her attention. Dexter soon feels disappointment and unhappiness 
in regards to his importance in Judy's life. In the beginning of their affair, Dexter asks 
Judy to marry him, but she never gives him an answer. He is just beginning to realize 
that she is not a woman who will be caught.

Just as Dexter begins to lose hope, Judy once again turns her attention toward Dexter, 
having bored of another man. He is thinking of moving to New York, and he entertains 
the wish to take Judy with him. However, Judy's preference for Dexter and his 
confidence in a future with her soon dissipate, and Dexter becomes engaged to another
young woman, Irene Scheerer. He wishes to settle down and feels he has wasted too 
much time trying to convince Judy that he is the one for her. He is tired of her treating 
him badly. Irene Scheerer, he decides, will be a much better wife for him.

Dexter is content with his life and happy with his plan to marry Irene. Judy is in Florida 
visiting friends, he was told. He no longer keeps in contact with her. A week before his 
engagement is to be announced, he arrives at Irene's house to pick her up for a dance. 
Her mother tells him that his fiancy is not feeling well. Dexter goes to the dance anyhow,
since it is at the University Club, of which he is now a member. He is watching the 
dancers when Judy comes up behind him, purring a greeting in his ear. Dexter politely 
asks her when she arrived back in Minnesota, and she replies by saying that she will tell
him all about it if he follows her. The two leave the dance and go for a drive in his car. 
As he is driving, Dexter tries to remind himself that Judy has seduced him before only to
throw him away soon after. Judy suddenly tells Dexter that she wishes to marry him and
that it is not possible for him to love anyone else as he has loved her. Dexter tells her 
that they cannot be together, and she asks to be taken home before she starts to cry. 
Her tears surprise him. She turns to him and once again voices her desire to marry him.
Dexter thinks of all the pain that she has already caused him and his doubt that she can
make a commitment. However, he pushes all these thoughts away and follows Judy into
her house.

Part 4 Analysis

As quickly as Judy expresses interest in Dexter, she expresses her restlessness. Dexter
is neglected and never gets her full attention. However, he still holds on to his winter 
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dreams. His reluctance to give up his dreams of marrying Judy and of her choosing only
him causes him to waste much time on the pursuit of Judy.

Finally he accepts the fact that Judy will never be the one-man woman that he wishes 
her to be. He quickly finds a young woman who will be a good wife to him. Irene 
symbolizes the stability that Dexter craves in his life, especially after being with Judy.

Just as the reader, as well as Dexter, gives up the idea of Judy, she once again returns 
to his life. Once again, she turns his life upside down. Each time that Judy reenters the 
story, Dexter makes an important decision by listening to his winter dreams, and this 
time is no exception. Despite his commitment to his fiancy, he cannot refuse his desire 
for Judy and his hope that she will marry him. Then, he will finally have what he dreams.
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Part 5

Part 5 Summary

Dexter never regrets that night, even though it deeply hurts Irene and even though Judy
only stays with Dexter for one more month before she moves on yet again. Still, Dexter 
is resolved that he has made the right decision and is not persuaded by the opinions of 
other people in his town. He does not even feel badly toward Judy, for he loves her and 
will always love her.

After Judy breaks the engagement with Dexter, he moves to New York City. He wants to
stay there and sell his laundry business, but the war changes his plans. Dexter goes 
back to Minnesota to join the war, using it as a way to escape his life.

Part 5 Analysis

Dexter does not experience regret in his life because his winter dreams show him the 
way. As long as he listens to his winter dreams, he knows that he has made the right 
choice. This is why he does not regret choosing Judy over Irene. He does not even feel 
any malice towards Judy when she only stays with Dexter for a month. His dream is his 
only focus, however hopeless it seems.
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Part 6

Part 6 Summary

Seven years later, Dexter is thirty-two years old and has been living in New York City, 
where he has done very well for himself. One day a man named Devlin comes to his 
office to speak with him, and while he is making small talk, Devlin tells Dexter that he 
knows a woman from Dexter's hometown in Minnesota. The woman's maiden name 
was Judy Jones. She is now married to one of Devlin's best friends and lives in Detroit.

"Yes, I knew her," Dexter says. A dull impatience spreads over him. He has heard, of 
course, that she is married. Perhaps deliberately, he has heard no more. Dexter tells 
Devlin that he knew Judy. Devlin goes on telling Dexter that he thinks Judy is very nice 
and almost feels sorry for her. His friend has taken to drinking and cheats on his wife. 
Judy is left to stay at home and take care of the kids. Dexter expresses his disbelief that
Judy does not also run around on her husband, and Devlin tells him that Judy is a little 
too old, at twenty-seven, for her husband.

Devlin senses that the subject of Judy has made Dexter quite agitated and tries to 
politely leave, but Dexter wishes for him to continue. Devlin tells Dexter that he believes 
that Judy loves her husband and that she always forgives him for his bad actions. He 
also tells him that Judy has lost her looks over the course of their marriage. Dexter is 
baffled, telling Devlin that when he knew Judy, she was the most beautiful woman he 
had ever seen. Devlin tells Dexter that he does not mean to upset him and that he likes 
Judy. It is just that she has faded.

Dexter believes that Devlin must either be lying about Judy's beauty or that he does not 
like her and is just speaking ill of her. Still, he accepts a change of subject and even 
laughs with the man. Once Devlin leaves, Dexter lies down and thinks about what he 
has just heard. He feels as if something has been taken away from him, his dreams. He 
no longer feels like his life back in Minnesota existed, and yet he cannot feel any grief. 
For this, he cries.

Part 6 Analysis

Judy's final dismissal of Dexter causes him to move from Minnesota, and her presence, 
to New York City. It is not until several years later that he hears Judy's name. When 
Devlin first tells Dexter that he knows of someone from his hometown in Minnesota, 
Dexter knows at once that it must be Judy he speaks of. Dexter accepts the fact that 
Judy has finally married, but he cannot accept the change in her that Devlin explains. 
Judy no longer keeps many men in thrall with her. She is faithful to her husband and a 
good mother to her children. Moreover, she has lost her looks and ended up with a man 
who treats her badly. It is ironic that Judy has treated so many men that adored her 
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poorly, and when she finally marries a man, whom Devlin believes that she loves, he is 
the one to cheat on her.

Dexter does not know what to do with the information that Devlin has presented him 
concerning Judy. He feels as if his dreams no longer exist because Judy is no longer 
what she once was. It was not that Judy could not commit to a man, it was just that 
Dexter was not the man that she wished to marry. His dreams are dead, and without his
dreams, Dexter has nothing.

16



Characters

Devlin

Devlin is a business associate of Dexter's. He tells Dexter that Judy's beauty has faded 
and she has become a passive housewife to an alcoholic and abusive husband.

Dexter Green

The story follows its main character, Dexter Green, over several years of his life. 
Fourteen at the beginning of the story, he is confident and full of "winter dreams" of a 
golden future. He feels superior to the other caddies, who are "poor as sin," since he 
works only for pocket-money. He continually daydreams in "the fairways of his 
imagination" about gloriously besting the men for whom he caddies or dazzling them 
with fancy diving exhibitions.

The enterprising and resourceful young Dexter performs his duties expertly and so 
becomes the caddy most in demand at the club. As Mr. Jones notes, he never loses a 
ball, and he is a hard worker. Yet his desire to become a part of the glittering world of 
wealth he has only glimpsed compels him to abruptly quit his job when Judy Jones 
makes him feel that he is her inferior. The narrator explains, "as so frequently would be 
the case in the future, Dexter was unconsciously dictated to by his winter dreams."

Dexter's ambition prompts him to attend a prestigious university in the East, and then 
upon graduation, to work hard to master the cleaning trade and so become a successful
businessman. He works diligently to improve his manners and dress so that he can 
become a part of the world he so admires. Besides adopting the mannerisms of those 
who attend a top university, he finds the best tailors to dress him.

Many who meet him, impressed with his success, like to say: "Now there's a boy." The 
narrator makes it clear, however, that Dexter is not a snob; he does not want 
"association with glittering things and glittering people, he wanted the glittering things 
themselves." Yet Dexter does not appear to covet glittering things for their monetary 
value. He instead seems to need them to fulfill his vision of a perfect life, which includes
gaining the love of Judy Jones.

He does not always, however, wear his success easily. When he returns to his 
hometown and is invited out by the men for whom he used to caddy, he tries to close 
the gap between the present and the past. He notes that he fluctuates from feeling as if 
he is an impostor to a sense that he is clearly superior to the men he used to work for.

He shows his emotional strength when he accepts Judy's treatment of him, which 
causes him a great deal of pain, and does not feel any malice toward her. Yet when he 
learns that her beauty and vitality have faded, he breaks. Judy has been at the center of
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his vision of a golden world of wealth and opportunity. When she fades, so does his 
dream. As a result, he feels an overwhelming emptiness.

T. A. Hedrick

Dexter caddies for Hedrick, one of the wealthy patrons of the Sherry Island Golf Club. 
Judy Jones hits him accidentally in the stomach one day with her golf ball. Hedrick has 
definite ideas about a woman's place, as he reveals in his criticism of Judy's actions. He
claims that "all she needs is to be turned up and spanked for six months and then to be 
married off to an old-fashioned cavalry captain."

Judy Jones

Judy is Dexter's ideal woman, beautiful, confident, and wealthy. When she is young, she
is "inexpressibly lovely" and full of vitality, with a "continual impression of flux, of intense 
life." She embodies everything that Dexter wants in life. However, she is shallow and 
coldhearted as she toys with the emotions of Dexter and other men who become 
enamored with her.

When Dexter sees her at the beginning of the story, she is imperious, barking orders at 
him and arguing with her nurse, whom she soon begins to attack with her golf club. 
Later, when she accidentally hits Mr. Hedrick in the stomach with her ball, she does not 
show much concern, telling her partner that she has been delayed because she has hit 
"something." Dexter, however, appreciates her manner and becomes envious of it.

She becomes an extremely fickle young woman, favoring one man over another only for
a brief time. When her suitors appear to lose interest, she reels them back to her. Yet, 
the narrator insists, her actions are considerably innocent; she treats men in such a 
manner not because she holds any malice toward them, but because she truly does not 
realize the consequences of her actions.

Her tenacity emerges as she goes after whatever she wanted "with the full pressure of 
her charm" and her beauty. As she turns her back on Dexter and the other men who 
pursue her, she is confident that she will be able to win them back if she so desires. She
plays the mating game by her own rules, "entertained only by the gratification of her 
desires and by the direct exercise of her own charm." Yet, at her core is a hollowness, 
which she notes when she declares, "I'm more beautiful than anybody else. . . . Why 
can't I be happy?"

Irene Scheerer

Dexter becomes engaged to Irene after he decides that he will never be able to 
convince Judy to marry him. Irene is a "sweet and honorable," popular young woman, 
who gives him a sense of "solidity." She does not, however, have Judy's vitality and 
beauty. Dexter "knew that Irene would be no more than a curtain spread behind him, a 
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hand moving among gleaming tea-cups, a voice calling to children." When Judy renews 
her interest in him, Dexter breaks his engagement with Irene.
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Themes

Success

Dexter's vision of success involves a pursuit of the American dream of wealth and 
status. As Fitzgerald traces Dexter's movement toward this goal, he becomes, in 
essence, a social historian of his generation, chronicling the dreams of the men and 
women of the 1920s who saw unlimited opportunities in the new century. Even as a 
teenager, Dexter dreams of success. While working at a local golf course, he fantasizes 
about becoming a golf champion and winning matches against the wealthy men for 
whom he caddies, or dazzling them with his expert diving exhibitions. Later, his dreams 
involve his movement up into the wealthy class where he would be rich enough to marry
Judy Jones. She becomes the embodiment of his "winter dreams" of a glittering world 
with endless glamour and promise.

Dexter eventually gains wealth and status due to two qualities that are inherent in the 
American character: hard work and confidence. Even as a young man in his first job, 
Dexter strives to be the best. At the Sherry Island Golf Club, he is the favorite caddy, 
due to his devotion to learning and helping others excel at the game. He is such a 
success in his position that one of the men at the club, "with tears in his eyes," begs him
not to quit. But Dexter is too confident in his abilities to stay in a service position, 
especially when Judy treats him as her inferior.

Later, he turns his confidence and drive to his education, choosing a prestigious Eastern
college over a state school that would have been easier to afford. After college, he dives
into the business world, where he learns all he can about running a successful laundry. 
Soon Dexter achieves his goal: he becomes a wealthy businessman and as such, 
catches the eye of Judy Jones. Yet, eventually, he discovers the hollowness that exists 
at the core of his winter dreams.

Hollowness

Dexter soon confronts the reality of the glittering world of which he has become a part. 
That reality is embodied in the character of Judy Jones, who has become the focus of 
his dreams of success and happiness. Underneath the beauty and vibrancy, however, 
Judy's shallowness and destructive character emerge.

Judy's ultimate goal is the gratification of her own desires, without any concern for those
she destroys along the way. As she quickly becomes bored with one suitor, she 
replaces him with another, yet saves the first for future use. When she decides one of 
her admirers is beginning to lose interest, she pulls him back into her orbit with 
promises of fidelity, only to discard him again later. Dexter becomes caught up in this 
destructive game after he decides she has caused him to be "magnificently attune[d] to 
life," to envision her world "radiating a brightness and a glamour he might never know 
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again." After he enters her world, he and the woman to whom he briefly becomes 
engaged suffer great pain and disillusionment.

Failure

At one point, Judy glimpses the hollowness of her existence when she admits, "I'm 
more beautiful than anybody else. . . . Why can't I be happy?" Her and Dexter's failure 
to achieve happiness illustrates Fitzgerald's fundamental criticism of the American 
dream. At the heart of the dream is an illusory world of glitter and glamour that ultimately
contains no substance. While Dexter could have found happiness through a satisfying 
relationship with Judy, she does not have the strength of character to commit herself to 
him.

By the end of "Winter Dreams," Dexter has accepted the failure of his relationship with 
Judy because he still believes in the glittering dream of her and her world. However, 
when a business acquaintance tells him that she has lost her youthful beauty and has 
become a passive housewife to an alcoholic, abusive man, his illusions are shattered. 
As a result, he concludes, "the gates were closed, the sun was gone down, and there 
was no beauty but the gray beauty of steel that withstands all time." Ultimately, he 
grieves not for Judy, but for his lost golden world, "the country of illusion, of youth, of the
richness of life, where his winter dreams had flourished."
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Style

Narration

Fitzgerald employs a third person omniscient narrator in "Winter Dreams," but with an 
innovative twist. The narrator almost becomes a separate persona in the story, as he 
occasionally steps back from the plot and speaks directly to the reader, giving his critical
perspective on the characters or on the action. Fitzgerald borrows this technique from 
Joseph Conrad, who, in works like Heart of Darkness and Lord Jim, creates the 
character Marlow, a seasoned sailor who narrates the story of the main characters 
through his sometimes subjective perspective. Fitzgerald perfected this technique in 
The Great Gatsby in the character of Nick Carraway, the naïve Midwesterner whose 
task it is to pin down the enigmatic Gatsby for his audience.

In "Winter Dreams," Fitzgerald does not name his character, but his presence is felt 
nevertheless. The first time his voice emerges is at the opening of Part II, where he tells
readers, "of course the quality and the seasonability of [Dexter's] winter dreams varied." 
The inclusion of "of course" adds an almost conspiratorial note, as if the narrator is 
communicating a hidden detail of Dexter's character, one of which Dexter is not aware.

Later, in Part IV, he speaks more directly to the reader just before he tells them about 
what happens after Dexter gets engaged to Irene Scheerer. Here he warns readers to 
remember Dexter's illusion of Judy's desirability, "for only in the light of it can what he 
did for her be understood." Fitzgerald's chatty and perceptive narrator becomes an 
appropriate vehicle for an analysis of a character who has trouble separating illusion 
from reality.

Setting

Fitzgerald uses setting as a symbol of Dexter's changing state of mind during the course
of his relationship with Judy. Initially, his restlessness in his position as caddy to the 
wealthy residents of his home town fills him with sadness, which Fitzgerald expresses 
through the landscape: as Dexter skis over the snow-covered fairways, he notes that "at
these times the country gave him a feeling of profound melancholy" as he is "haunted 
by ragged sparrows" and "desolate sand-boxes knee-deep in crusted ice." It is during 
these times that Dexter has his "winter dreams" of success, as represented by the 
"gorgeous" fall, which "filled him with hope." After he returns from college and sees Judy
again at the golf course, he takes a swim in the lake, which, due to his vision of his 
limitless future, becomes "a clear pool, pale and quiet," turning "silver molasses under 
the harvest moon."
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Historical Context

The Jazz Age

In the aftermath of World War I, American society went through a period of dramatic 
change. Traditional beliefs in God, country, and humanity were shaken as Americans 
faced the devastation of a war of this magnitude. The feelings of confusion and 
dislocation that resulted led to a questioning and often a rejection of conventional 
morality and beliefs. In the 1920s, Americans recognized that an old order had been 
replaced by a new, freer society, one that adopted innovative fashions in clothing, 
behavior, and the arts. Fitzgerald called this decade the "Jazz Age," which along with 
the "roaring twenties" came to express the cultural revolution that was then taking place.

During this era of Prohibition, Americans experimented with expressions of personal 
and social freedom in dress, sexuality, and lifestyle. Women cut their hair and wore 
shapeless "flapper" dresses that gave then an androgynous look. Premarital sex began 
to lose its stigma, and exciting developments in musical styles pulled whites into 
predominantly black neighborhoods. The pursuit of pleasure, especially as related to the
accumulation of wealth, became a primary goal, overturning traditional notions of hard 
work, social conformity, and respectability. Literary historian Margot Norris in her essay 
"Modernist Eruptions" notes that during this age, "the aesthetics of glamour produced by
material and social extravagance" were "simulated and stimulated by the celluloid 
images of the burgeoning movie industry."

The Lost Generation

This term became associated with a group of American writers during this period that 
felt a growing sense of disillusionment after World War I. As a result, many left America 
for Europe. T. S. Eliot and Ezra Pound initially relocated to London, while Fitzgerald and
Ernest Hemingway traveled to Paris, which appeared to offer them a much freer society 
than America or England did. During this period, Paris became a mecca for these 
expatriates, who congregated in literary salons, restaurants, and bars to discuss their 
work in the context of the new age. One such salon was dominated by Gertrude Stein, 
who at one gathering, insisted "you are all a lost generation." Stein, an author herself, 
supported and publicized artists and writers in this movement. Ernest Hemingway 
immortalized her quote in For Whom the Bell Tolls, which like Fitzgerald's The Great 
Gatsby, has become a penetrating portrait of this lost generation.

W. R. Anderson, in his article on Fitzgerald for Dictionary of Literary Biography, explains 
that the author never quite felt as comfortable in Paris as did his compatriots. Even 
though he lived there for over six years, during a most productive period in his literary 
career, "an air of transience" emerges in his writing. Yet, he notes, Paris, and his 
association with the other writers of the lost generation, had a major impact on his work.
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The characters in works by these authors reflected their growing sense of 
disillusionment along with the new ideas in psychology, anthropology, and philosophy 
that had become popular in the early part of the century. Freudian psychology, for 
example, which had caused a loosening of sexual morality during the Jazz Age, began 
to be studied by these writers, as they explored the psyche of their characters, and 
recorded their often subjective points of view of themselves and their world. 
Hemingway's men and women faced a meaningless world with courage and dignity, 
exhibiting "grace under pressure," while Fitzgerald's sought the redemptive power of 
love in a world driven by materialism.

This age of confusion, redefinition, and experimentation produced one of the most 
fruitful periods in American letters. These writers helped create a new form of literature, 
later called modernism, which repudiated traditional literary conventions. Prior to the 
twentieth century, writers structured their works to reflect their belief in the stability of 
character and the intelligibility of experience. Traditionally, novels and stories ended with
a clear sense of closure as conflicts were resolved and characters gained knowledge 
about themselves and their world. The authors of the Lost Generation challenged these 
assumptions as they expanded the genre's traditional form to accommodate their 
characters' questions about the individual's place in the world.
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Critical Overview
"Winter Dreams," first published in Metropolitan Magazine in 1922 and later collected in 
All The Sad Young Men in 1926, earned accolades for its thematic import and its style. 
Ruth Prigozy, in her article on Fitzgerald for the Dictionary of Literary Biography 
concludes, "The story is richly evocative, containing some of Fitzgerald 's best writing." 
In an overview of "Winter Dreams," Joseph Flibbert praises Fitzgerald's skillful 
structuring of the story to highlight its themes.

All The Sad Young Men became Fitzgerald's most popular collection of stories to date. 
In a review of the collection for Bookman, a reviewer concluded that the stories prove 
Fitzgerald to be "head and shoulders better than any writer of his generation." 
Furthermore, the stories exhibit "compelling fineness, along with more conventional 
pieces of story telling that are sufficiently amusing with the old Fitzgerald talent."

Ironically, today Fitzgerald's works have become more popular than they were when 
they were published. None of his works became bestsellers in his lifetime and toward 
the end of his career, he was regarded as dated in his portraits of young men and 
women caught up in the Jazz Age. In the last few decades, however, he has come to be
recognized as one of America's most important writers. Few freshman survey courses 
do not include a reading of The Great Gatsby, and "Winter Dreams" is now considered 
to be one of his finest short stories.
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Criticism
 Critical Essay #1
 Critical Essay #2
 Critical Essay #3
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Critical Essay #1
Perkins is an instructor of English and American literature and film. In this essay, 
Perkins considers Fitzgerald's short story in relation to his novel The Great Gatsby.

Fitzgerald wrote his short story "Winter Dreams" while he was drafting The Great 
Gatsby, which became one of the most celebrated novels of all time. The two works 
share several thematic and stylistic elements as they each center on a young man from 
a modest background who strives to be a part of the exclusive world inhabited by the 
woman he loves. A close comparison of the two works will reveal that while The Great 
Gatsby becomes a more complex and penetrating critique of the pursuit of the wealth 
and status, the short story stands on its own as a compelling portrait of a man who is 
forced to face the illusory nature of his "winter dreams."

There are strong similarities between Jay Gatsby and Dexter Green. Although Dexter, 
unlike Gatsby, came from a middle-class background, (his father owned the "second-
best" grocery-store in his town), he subscribes to the same American dream as does 
Gatsby, who grew up in poverty. Both spent their childhood in the Midwest, and from an 
early age, were determined to gain entry into the glittering and glamorous world of the 
rich. Through a combination of ambition and hard work, they achieve their goal and 
become successful businessmen who are accepted into this exclusive world.

The process by which they rise to the top, however, is quite different. Fitzgerald clearly 
outlines the steps Dexter takes to become successful: he attends a prestigious Eastern 
university and upon graduation learns everything he can about the laundry business. 
The knowledge he gains, coupled with his confidence and a small financial investment, 
guarantees his prosperity. Fitzgerald is not as straightforward about Gatsby's rise. There
are suggestions that he may have been involved in a cheating scandal and a 
bootlegging operation with some shady New York entrepreneurs. Fitzgerald's inclusion 
of the possibility that Gatsby may have prospered by his involvement in illegal activities 
highlights the sense of corruption he finds at the heart of American materialism, a theme
he develops more completely in his searing portrait of Tom Buchanan, Daisy's 
fabulously rich and morally corrupt husband.

While both of Fitzgerald's protagonists start out wanting only the status and power that 
wealth will afford, they shift their focus to a beautiful woman who embodies their dream 
and with whom they fall in love. Eventually, each finds little satisfaction in purely 
materialistic gain. Initially Dexter, like Gatsby, is not a snob; he does not want 
"association with glittering things and glittering people," but he does want "the glittering 
things themselves." Both men amass fortunes, but their wealth ultimately does not fulfill 
their dream, which focuses on gaining the love of a beautiful woman who expresses the 
glamour and promise of that exclusive world. At Gatsby's extravagant parties, for 
example, the host retreats to the study, waiting for Daisy to appear, refusing to 
participate in the hedonistic atmosphere of the gathering. Likewise, Dexter has no social
aspirations and "rather despised the dancing men who were always on tap for the 
Thursday or Saturday parties and who filled in at dinners with the younger married set." 
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Neither man is affected by the attitudes of others in his pursuit of his dreams, nor does 
either bear any malice toward the women who repeatedly scorn them.

Daisy and Judy also are quite similar in character. Each is a shallow, ultimately cold-
hearted woman who is entertained, as Fitzgerald describes Judy, "only by the 
gratification of her desires and by the direct exercise of her own charm." Like Judy, 
Daisy enjoys "the mystery that wealth imprisons and preserves, of the freshness of 
many clothes . . . gleaming like silver, safe and proud above the hot struggles of the 
poor." The two male characters have their hearts broken by these lovely women who 
exhibit "a continual impression of flux, of intense life." Daisy and Judy are "careless 
people" who "smashed up things and creatures and then retreated back into their 
money or their vast carelessness . . . and let other people clean up the mess they had 
made."

Daisy appears to be the crueler of the two, as she allows Gatsby to take the full 
responsibility for her accidentally running down Myrtle, Tom's mistress, which results in 
Gatsby's murder by Myrtle's husband. Judy's only crime is breaking hearts. Readers 
feel a bit sorry for her when she wonders to Dexter, in a broken voice, "I'm more 
beautiful than anybody else. . . . Why can't I be happy?" But ultimately, Fitzgerald 
creates a fuller, more sympathetic character in Daisy.

Through his manipulation of the narrative's chronology, readers are privy to a 
demonstration of the intense love Daisy had at one point for Gatsby, revealed when she
breaks down in the shower, immediately before her marriage to Tom. Jordan notes how 
Daisy had to be forced into her wedding dress by her parents, who were determined 
that their daughter marry so well. Readers also see how she suffers in her relationship 
with her brutish husband. Fitzgerald portrays Daisy as someone who had the potential 
for happiness, but was not strong enough to achieve that goal. By the end of the novel, 
she retreats with Tom into the only world she knows.

Fitzgerald does not develop Judy into a complete character. Readers never know how 
she became so callous and shallow, and as a result, they have little sympathy for her, 
even when they discover at the end of the story that her beauty has faded. Like Daisy, 
Judy has become a passive wife to an abusive husband, but because readers do not 
see how that process occurred, as they do with Daisy, her character remains 
undeveloped and not as interesting as her counterpart.

The settings of the two works reveal Fitzgerald' s rhetorical brilliance in his poetic 
descriptions of the landscape. He paints detailed portraits of the landscape that artfully 
reflect each work's themes. Throughout much of The Great Gatsby, Fitzgerald 
concentrates on images that illustrate the corruption at the heart of the American dream.
His landscapes become the wastelands of garbage heaps and burned out valleys of 
ashes. The eyes of Dr. T. J. Eckelberg, a symbol of crass materialism and loss of 
spirituality, peer down from billboards along the highway. At the end of the novel, 
however, Fitzgerald presents perhaps the most lyrical passage in literature when he 
describes Daisy's green light, representing to Gatsby the possibility of an "orgastic 
future" with Daisy.
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Fitzgerald's descriptions in "Winter Dreams" are equally lyrical and resonant. They also 
reflect the dual nature of the main character's experience. At the beginning of the story, 
when Dexter can only fantasize about a golden future, the landscape reflects his 
depression: the long winter "shut down like the white lid of a box" as he skis over the 
golf course's snow-covered fairways. The narrator notes Dexter's identification with his 
surroundings when he describes his melancholic response to the links' "enforced 
fallowness, haunted by ragged sparrows for the long season" and "desolate sand-boxes
knee-deep in crusted ice." At that period of his life "the wind blew cold as misery" and 
the sun cast a "hard dimensionless glare."

At the beginning of his relationship with Judy, however, when the world is filled with 
excitement and promise, the landscape dramatically changes. One afternoon, soon 
after he has run into Judy on the golf course, the sun sets "with a riotous swirl of gold 
and varying blues and scarlets" and the water turns "silver molasses under the harvest-
moon."

While Fitzgerald ends the two works with each main character losing the woman he 
loves, he leads the two in different directions, and as a result, creates two distinct and 
compelling commentaries on the pursuit of the American dream. As each story draws to 
a close, Fitzgerald delineates important differences between Dexter and Gatsby.

At the end of "Winter Dreams," Dexter accepts the fact that he has lost Judy, and 
accepts also "the deep pain that is reserved only for the strong" since he had also, 
"tasted for a little while the deep happiness." He does, however, receive a shock at the 
end that alters his vision of the golden world he experienced for a time. When a 
business associate tells him that Judy has lost her beauty and her vitality, his dream 
shatters and he breaks down, overcome by a profound sense of loss. Joseph Flibbert, 
in his critique of the story in the Reference Guide to Short Fiction, argues "As long as he
could maintain a vision of Judy as the embodiment of genteel youth and beauty, he 
could continue to believe in an attainable ideal of power, freedom, and beauty." The 
world now becomes cold and gray with no point to the accumulation of material objects.

Struggling desperately to regain that vision, Dexter tries to picture "the waters lapping 
on Sherry Island and the moonlit veranda, and gingham on the golf-links and the dry 
sun and the gold color of her neck's soft down," but cannot, insisting, "these things were
no longer in the world! They had existed and they existed no longer." He finally 
understands that he can never follow the same vision that had compelled him to travel 
in one direction all of his life. All he is left with now is a sense of emptiness, for "even the
grief he could have borne was left behind in the country of illusion, of youth, of the 
richness of life, where his winter dreams had flourished."

Gatsby, however, dies with his vision of Daisy and the promise of a life with her in tact. 
He never sees Daisy's beauty fade, nor does he realize that she has returned to the 
safety of her relationship with Tom. His inability to give up his dream earns Nick's 
respect and his conclusion that Gatsby was "worth the whole damn bunch put together."
Gatsby becomes a mythic figure in the novel, the tireless pursuer of the American 
dream—the "fresh green breast of the New World." Fitzgerald's closing lines reinforce 
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this mythic dimension when Nick notes Gatsby's inability to see through the illusion and 
so remain devoted to his vision of Daisy. Nick echoes this enduring sense of hope in the
novel's last lines as he insists that although happiness eludes people, "tomorrow we will
run faster, stretch out our arms farther. . . . So we beat on, boats against the current, 
bourne back ceaselessly into the past."

Fitzgerald's exquisite crafting of these two works has created enduring portraits of 
characters whose fate expresses a deep resonance of the American experience. 
Through Dexter Green, Fitzgerald has chronicled the journey of a realist, who forces 
himself to shatter the illusions he has held for so long. In his creation of Gatsby, 
Fitzgerald presents the romantic, who refuses to give up his pursuit of the woman he 
loves, who represents to him, all that is possible in America.

Source: Wendy Perkins, Critical Essay on "Winter Dreams," in Short Stories for 
Students, The Gale Group, 2002.

30



Critical Essay #2
In the following essay excerpt, Burhans focuses on the character of Dexter and the loss
of his idealized view of Judy.

Men like Dexter Green do not cry easily; his tears and the language explaining them 
therefore point either to melodrama or to a complex significance. The difficulty lies in 
understanding precisely what Dexter has lost and whether its loss justifies the 
prostration of so strong and hard-minded a man. It seems clear that he is not mourning 
a new loss of Judy herself, the final extinction of lingering hopes; he had long ago 
accepted as irrevocable the fact that he could never have her. Nor has he lost the ability
to feel deeply, at least not in any general sense: Fitzgerald makes it clear that Dexter 
has lost only the single and specific ability to respond deeply to images of Judy and of 
their moments together; and he is certainly able to feel deeply the loss of this response. 
Similarly, he is not crying over the loss of any illusions of eternal youth or beauty. Given 
his character, the nature of his dreams, and the history of his striving to achieve them, 
Dexter is simply not the kind of man to have such illusions. And in the unlikely event that
he could somehow entertain them, he is even less the kind of man to weep over the 
loss of abstractions. Hardly more plausible are the views that he is shocked by a 
sudden awareness of the destructiveness of time or of the impossibility of repeating the 
past. Again, it seems unlikely that this man, especially at thirty-two, could have missed 
the reality of time and the finality of the past.

What is it, then, that Devlin's description of Mrs. Lud Simms has destroyed in Dexter 
Green? To begin with, Devlin has taken from Dexter's image of Judy the same things he
would have lost if he had married her and seen her suddenly "fade away before his 
eyes": the specific features and qualities that comprised her unparalleled beauty and 
desirability, her appeal to him as one of the "glittering things," one of the "best." These 
had been the basis of his love for her—not her reflection of eternal youth or beauty but 
their physical and perishable realities. Once before, in turning from Judy to Irene 
Scheerer, he had found almost unendurable the loss of these tangible and emotional 
qualities: "fire and loveliness were gone, the magic of nights and the wonder of the 
varying hours and seasons . . . slender lips, down-turning, dropping to his lips and 
bearing him up into a heaven of eyes. . . . The thing was deep in him. He was too strong
and alive for it to die lightly." At first glance, thing may seem a strange and imprecise 
word for Dexter's profound and encompassing love, but it is more consistent and apt 
than it might appear. His love for Judy is no more Platonic than his other winter dreams; 
it is sensuous and emotional, and "thing" suggests this tangible reality as well as the 
nature of what he has lost. Moreover, Fitzgerald's conscious use of the term for these 
purposes is reflected in his repetition of it nine times in the final passage of the story.

Paradoxically, in finally giving up all hope of Judy and in going to New York, Dexter is 
able to have her in a way he never could had they married. With the real Judy out of his 
life, the girl he had dreamed of having can remain alive in his imagination, unchanging 
in the images of her youthful beauty and desirability. More importantly, these images 
keep alive in Dexter the "thing" they had originally so deeply stirred in him—his love for 
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Judy and his dream of having her. It is all this that Devlin kills in Dexter by forcing on 
him a new and intolerable image of Judy.

In Devlin's description of her as Mrs. Lud Simms, Fitzgerald carefully strips away every 
feature and every quality of the Judy Jones Dexter had known and still loves in his 
images of her. His "'great beauty'" becomes an ordinarily pretty woman; the unique and 
imperious paragon courted by worshippers becomes a conventional and submissively 
put-upon housewife; the queen of his love and dreams becomes a rather mousy 
commoner he could not conceivably love. No wonder Dexter is devastated. Having 
accepted the loss of the real Judy Jones, he had thought himself safe from further hurt; 
now, with every word of Devlin's, he finds himself not only losing her again but what is 
worse losing the ability to go on loving her.

As long as Dexter knows little or nothing new about Judy, she can stay alive and 
immediate in his imagination; thus, the real past continues unchanged as the 
imaginative present. Responding to these images of Judy Jones, Dexter can continue to
love her as he had in the beginning, when the dream of having this "glittering thing" and 
the striving for her could still be part of that love. But Devlin destroys the time-
suspending equation. When he tells Dexter what has happened to Judy, when he forces
him to imagine her as the older and fading Mrs. Lud Simms, then the young and vibrant 
girl Dexter had loved disappears into the wax museum of the irredeemable past. The 
real present supplants the imaginative present and forces the past to become only the 
past.

For Dexter, "the dream was gone"; when he tries to recall his images of the earlier Judy,
they come to him not as a continuing present but as a completed past, as "things . . . no
longer in the world," things that "had existed and . . . existed no longer." Now they are 
only memories of a girl he had known and loved who has unaccountably become Mrs. 
Lud Simms, and they no longer have the power to stir his love or his dreams. "He did 
not care about mouth and eyes and moving hands. He wanted to care, and he could not
care." Dexter wants desperately to care because these images have been the source of
his love for Judy Jones and the means of keeping it alive. The end of their power to stir 
him is therefore the end of that love, and his tears are a bitter mourning for a second 
and this time total loss of Judy Jones. "'Long ago,' he said, 'long ago, there was 
something in me, but now that thing is gone. . . . That thing will come back no more.'"

Dexter cries with good reason, then, but he has even more reason to cry. When his 
images of Judy Jones no longer create an imaginative present, he loses not only his 
ability to go on loving her but also something else equally and perhaps even more 
shattering. Gone, too, is a part of himself also deeply associated with and still alive in 
these images: the fragile moment in time when youth and his winter dreams were 
making his life richer and sweeter than it would ever be again.

Fitzgerald makes it clear that the story centers on this moment in time and its 
significance. The story is not Dexter's "biography . . . although things creep into it which 
have nothing to do with those dreams he had when he was young." Specifically, 
Fitzgerald writes, "the part of his story that concerns us goes back to the days when he 
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was making his first big success." These are the years between twenty-three and 
twenty-five, the years just after college and just before New York. "When he was only 
twenty-three . . . there were already people who liked to say: 'Now there's a boy—.'" 
Already Dexter is making a large amount of money and receiving guest cards to the 
Sherry Island Golf Club, where he had been a caddy and had indulged his winter 
dreams. At twenty-four he finds "himself increasingly in a position to do as he wished," 
and at twenty-five he is "beginning to be master of his own time" as "the young and 
already fabulously successful Dexter Green. . . ."

This progress towards making his winter dreams come true is not, however, unqualified.
Almost from the beginning, disillusion casts strange shadows on Dexter's bright 
successes. He had dreamed of being a golf champion and defeating Mr. T. A. Hedrick 
"in a marvellous match played a hundred times over the fairways of his imagination"; 
now, as a guest playing in a foursome on the real fairways of the Sherry Island Golf 
Club, Dexter is "impressed by the tremendous superiority he felt toward Mr. T. A. 
Hedrick, who was a bore and not even a good golfer any more." A year later, "he joined 
two clubs in the city and lived at one of them. . . . He could have gone out socially as 
much as he liked—he was an eligible young man, now, and popular with the down-town 
fathers. . . But he had no social aspirations and rather despised the dancing men who 
were always on tap for Thursday or Saturday parties and who filled in at dinners with 
the younger married set." The farther he moves into the world of his winter dreams, the 
more he is disillusioned with it.

Significantly, and again reflecting Fitzgerald's central concern with the relationship 
between reality and the imagination, the only one of Dexter's winter dreams with which 
he is not ultimately disillusioned is the only one he cannot have in the real world and 
time—Judy Jones. After quitting his job rather than caddy for her, he doesn't see her 
again until she plays through his foursome on the afternoon when he is a guest at the 
Sherry Island Golf Club. That evening they meet again and Fitzgerald carefully creates 
a scene in which Judy becomes identified with this particular moment in Dexter's life. 
"There was a fish jumping and a star shining and the lights around the lake were 
gleaming." Lying on a raft, Dexter is listening to a piano across the lake playing a 
popular song, a song he had heard "at a prom once when he could not afford the luxury 
of proms, and he had stood outside the gymnasium and listened. The sound of the tune 
precipitated in him a sort of ecstasy and it was with that ecstasy he viewed what 
happened to him now. It was a mood of intense appreciation, a sense that, for once, he 
was magnificently attune to life and that everything about him was radiating a brightness
and a glamour he might never know again."

For Dexter, the melody drifting over the water fuses the past and the present, the years 
of struggle just behind and the fulfillment just beginning. This is the magic moment when
dreaming and striving reach out to grasp realization, the time of rapture before the 
fullness of achievement brings its seemingly inevitable disillusion. Suddenly, a motor-
boat appears beside the raft, "drowning out the hot tinkle of the piano in the drone of its 
spray," and Judy Jones becomes part of this moment in which Dexter is "magnificently 
attune to life" as he will never be again. She asks him to take her surf-boarding; and 
highlighting her association with Dexter's "mood of intense appreciation," Fitzgerald 
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repeats the line with which he had begun the scene. As Dexter joins Judy in the boat, 
"there was a fish jumping and a star shining and the lights around the lake were 
gleaming." When she invites him to dinner on the following night, "his heart turned over 
like the flywheel of the boat, and, for the second time, her casual whim gave a new 
direction to his life."

This is the night Dexter realizes he is in love with Judy, and her identification with his 
sense of being "magnificently attune to life" deepens. "'Who are you, anyhow?'" she 
asks him. "'I'm nobody,' he announced. 'My career is largely a matter of futures.'" He is 
"'probably making more money than any man my age in the Northwest"'; and with all the
"glittering things" shining just ahead of him, Dexter realizes that he has wanted Judy 
since boyhood. She "communicated her excitement to him," and her youthful beauty 
thus becomes both a part of his dreams as well as the embodiment of his "intense 
appreciation" of life at the beginning of their fulfillment.

As the next two years bring him increasing success and his first disillusion with its 
products, Dexter's love for Judy remains constant. "No disillusion as to the world in 
which she had grown up could cure his illusion as to her desirability." Not even her 
roller-coaster inconstancy can diminish his love for her or disillusion him with her. In 
Judy, he continues to find the excitement and anticipation that had made the striving for 
his winter dreams and the threshold of their fulfillment somehow better than their 
realization was proving to be. When he first loses her and becomes engaged to Irene, 
he wonders "that so soon, with so little done, so much of ecstasy had gone from him." 
And when Judy returns to him, "all mysterious happenings, all fresh and quickening 
hopes, had gone away with her, come back with her now." In finally giving up all hope of
having her, Dexter is thereafter safe from being disillusioned with Judy and thus can 
keep imaginatively alive the excitement and anticipation she represents for him not only 
in herself but also in her identification with his youthful winter dreams.

Against this background, Dexter's tears are even more comprehensible. At thirty-two, he
finds that all his winter dreams, except for Judy Jones, have come true, and there are 
"no barriers too high for him." But the world he has won has lost the brightness it had 
had in his dreams; realizing them has cost him the illusions that were their most 
precious dimension. Now, having long ago accepted the loss of Judy and with his 
illusions gone, he thinks he has "nothing else to lose" and is therefore "invulnerable at 
last." Devlin's detailed picture of Judy as Mrs. Simms strips away this last illusion.

Because Judy Jones and his love for her had become so closely associated with the 
untarnished richness of his youthful winter dreams, the imaginative present in which she
remains alive for Dexter also preserves that youthful richness. When Devlin destroys 
this imaginative present, Dexter finally and forever loses not only Judy and his love for 
her but also his ability to keep alive in his imagination the best part of his youth and its 
winter dreams. He has "gone away and he could never go back any more." Devlin has 
wrought a kind of death in Dexter's imagination, and "even the grief he could have 
borne was left behind in the country of illusion, of youth, of the richness of life, where his
winter dreams had flourished." Dexter's tears are justifiably for himself, then: he has lost
even more than his love for Judy Jones. In realizing his winter dreams, he has 
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discovered that their greatest value was in the dreaming; and now he has lost the only 
way left to preserve that priceless capacity.

In this complex and moving conclusion, "Winter Dreams" becomes a story with many 
values. In itself, it is an interesting and often profound treatment of the ironic winner-
take-nothing theme, the story of a man who gets nearly everything he wants at the cost 
of nearly everything that made it worth wanting. In its relationship to Fitzgerald's other 
writing, "Winter Dreams" makes a valuable prologue to The Great Gatsby and reflects 
several of the themes that characterize Fitzgerald's view of the human condition.

Because of Fitzgerald's explicit linking of the two works, it is common to parallel Dexter 
Green and Jay Gatsby, but the difference between them are even more instructive than 
the similarities. Both men have generally similar economic and social backgrounds: 
Dexter's family is higher on the socio-economic scale than Jimmy Gatz' s shiftless 
parents, but neither boy starts out anywhere near the wealthy upper class or social elite.
Both boys are bright and ambitious, dream of wealth and position, and associate their 
dreams with a rich and beautiful young girl. Both achieve wealth at an early age, only to 
find its products strangely disillusioning; each loses the girl he loves and thereafter 
makes her the center of his imaginative life.

Nevertheless, the differences between Dexter Green and Jay Gatsby are essential and 
revealing: they not only point up the separate interest of the story but also illuminate by 
contrast many of the complexities of the novel. Dexter, for example, is from beginning to
end Dexter Green; he wants not a different self but a richer life, and his dreams are 
mundane and specific. Jimmy Gatz, however, rejects Jimmy Gatz in favor of a "Platonic 
conception of himself"; he is "asonofGod," and he dreams of "a universe of ineffable 
gaudiness." Similarly, Judy Jones is part of Dexter's dreams, one of the "glittering 
things" he dreams of having who also embodies his reasons for wanting them. But 
Daisy is the incarnation of Gatsby's dreams, the ineffable made flesh and therefore no 
longer ineffable.

Dexter gains his wealth by conventional and respectable means entirely consistent with 
his dreams and, indeed, largely indistinguishable from them. Gatsby's means are 
apparently corrupt; but, even if they weren't, no earthly means could be any more 
consistent with the nature of his dreams than is his incarnation of them in a mortal form. 
Dexter keeps alive his love for Judy Jones and the brightness of his youthful winter 
dreams in the only way the past can remain alive—by fixing its images out of time and 
the real world in an imaginative present. Gatsby tries to recapture the past by regaining 
the real Daisy and through her repeating in the real world the actual moment in time and
the actual situation in which his dreams started to become "confused and disordered."

In effect, then, Dexter Green succeeds in recapturing the past only to lose it when new 
images from the real world and the real present destroy his imaginative present. Gatsby
fails to repeat the past and therefore never loses the illusion that he can; his failure is 
only a temporary setback making even more necessary and stronger his resolve to 
regain and thereby reshape the past. In his tears, Dexter realizes what Gatsby never 
learns—that his dreams are forever "behind him, somewhere back in that vast obscurity 
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beyond the city, where the dark fields of the republic rolled on under the night," back in 
"the country of illusion, of youth," where dreaming was still untouched by the bruising 
fall of coming true. Dexter survives with most of his limited dreams realized but having 
lost twice and forever the richest dimension of those dreams; primarily, he symbolizes 
the power and also the tragic fragility of the imaginative present. Gatsby is killed, but he 
dies with his illimitable dreams apparently intact; ultimately, he symbolizes man's 
unquenchable and tragic capacity for imagining a perfection he not only can never 
achieve but also inevitably destroys in pursuing.

Beyond its useful relationship to Fitzgerald's masterpiece, "Winter Dreams" is also 
valuable in its early reflection of the themes that characterize most of his significant 
writing. The dream- and-disillusion motif in the story appears in varying forms and 
degrees from its intermittent emergence in This Side of Paradise to its central 
exploration in The Last Tycoon; it is Fitzgerald's major theme. Dexter Green's painful 
recognition that the richest part of dreams is not their fulfillment but the dreaming of and 
striving for them appears implicitly or explicitly in many other works; related to this 
theme and even more important in Fitzgerald's thought and art is the central stress of 
the story on the power and value of imaginative life and time. Taken together, these 
themes reflect the essentially tragic vision of the human condition working at the core of 
Fitzgerald's serious writing: his increasing concern with man as a creature whose 
imagination creates dreams and goals his nature and circumstances combine to doom. 
For any reader, then, "Winter Dreams" can be a fertile and challenging story; for a 
student of Fitzgerald, its careful analysis is a rewarding necessity.

Source: Clinton S. Burhans, Jr., "'Magnificently Attune to Life': The Value of 'Winter 
Dreams,'" in Studies in Short Fiction, Vol. 6, No. 4, Summer 2000, pp. 401-12.
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Critical Essay #3
In the following essay excerpt, Martin examines the contradictory, yet equally 
unrealistic, ways in which men react to Judy Jones in "Winter Dreams."

In her first appearance, Judy is a "beautifully ugly" eleven-year-old whose behavior is 
unpredictable and outrageous (ordering people around, raising a golf club against her 
nurse). Also in this first scene she is described as "passionate" and "radiant," and as 
having "vitality." When she's next seen, at age twenty, she is again described as having 
"passionate vitality" (the word "passionate" is used three times in these first two 
descriptions, and later her "passionate energy" is noted); she gives an impression of 
"intense life."

And how do the men in the story react to her passionate vitality? "All she needs," says 
Mr. T. A. Hedrick, "is to be turned up and spanked for six months and then to be married
off to an old-fashioned cavalry captain." Hedrick echoes the attitude of many other 
fictional characters, and those in society, who want to tame this New Woman. Dr. 
Ledsmar in The Damnation of Theron Ware believes that the outspoken and 
independent Celia Madden should be "whipped." In The Awakening, Edna Pontellier's 
father, "the Colonel," counsels Edna's husband that "authority, coercion are what is 
needed" to tame the wayward Edna; "Put your foot down good and hard," the Colonel 
says; that's "the only way to manage a wife." And, to cite one more example, a 
character in Main Street tells Carol's husband, Dr. Kennicott, that "the way to handle 
wives, like the fellow says, is to catch 'em early, treat 'em rough, and tell 'em nothing."

Vitality and passion, though attractive, threaten the ability of men to contain women, so 
men like Hedrick want to beat those qualities out of them and render them childish 
("spanked") in their subservience and docility. In short, they want to tame these new 
creatures. Women, according to Hedrick, should be passive and silent (and, incidentally,
not allowed on golf courses), active only in their service to men and children. Hedrick is 
perhaps most offended because Judy is a fiery young woman and not a wife-and-
mother-in-waiting. "Contemptuously," he points out her propensity for "turning those big 
cow-eyes on every calf in town!" And the narrator says that "it was doubtful if Mr. 
Hedrick intended a reference to the maternal instinct." Dexter has similar thoughts: 
while trying to convince himself that Judy is unworthy, "he enumerated her glaring 
deficiencies as a wife." The irony is that Judy does turn out to be a loyal wife and 
mother; she loves her husband even though "he drinks and runs around," and she 
"stays at home with her kids." Her married life is admittedly not developed in the story, 
but it can be tentatively cited as making another point: that vitality and individuality in a 
woman do not necessarily negate her ability to be a good wife and mother, as Mr. 
Hedrick and Dexter believe.

But men not only try to tame and control women like Judy; they also, paradoxically, 
idealize them. On the night that Judy and Dexter go motorboating, Judy introduces 
herself and explains why she's riding alone on the lake: "I live in a house over there on 
the Island, and in that house there is a man waiting for me. When he drove up at the 
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door I drove out of the dock because he says I'm his ideal." This is the most explicit 
reference to the tendency of men to idealize Judy, but other attempts occur throughout 
the story and they, along with the attempts to tame Judy, create an intractable dilemma 
for her. She desperately wants to be treated fairly, not trampled over by "an old-
fashioned cavalry captain" and not absurdly idealized, as by the man waiting in her 
house. But these are the only ways men know how to react to her—either to tame or to 
idealize.

Olive Chancellor in James's The Bostonians feels a similar frustration, believing that 
most men can be divided into two groups, "palterers and bullies." This Scylla-and-
Charybdis dilemma also exists for Daisy Buchanan, whose "choices," as Fetterley 
writes, "amount in reality to no more than the choice of which form she wishes her 
oppression to take." Just as Daisy is trapped between the tamer (Buchanan) and the 
idealizer (Gatsby), so Judy is caught between the cavalry captain (Hedrick) and the 
idealizers (the man at her house and others). Therefore, she fights back with the only 
weapon she has—her beauty. Since "she was not a girl who could be 'won'" like some 
trophy, she fights off these men by "immediately resolv[ing] the affair to a physical 
basis." She forces them to play "her game and not their own" (emphasis added), and as
a result they become frustrated, confused, bitter, and angry. To call her behavior selfish, 
spoiled, dishonest, irresponsible, or flirtatious is to confuse a counterpunch for a punch. 
She reacts to the "youthful lovers" and "youthful" love affairs. As the narrator surmises: 
"Perhaps from so much youthful love, so many youthful lovers, she had come, in self-
defense, to nourish herself wholly from within" (emphasis added).

All Judy wants is to find one man who is not "youthful" or immature—she calls men 
"children" later—and who does not have the urge to tame or idealize her. This explains 
why "when a new man came to town every one dropped out" and why she has in her 
young life stepped into so many cars, sat in so many leather seats, rested her elbow on 
so many doors—"waiting" for a man who will not view her and treat her as all previous 
men have. In addition, it's made clear that she is not just waiting for a rich man. A story 
she tells Dexter seems to indicate that she is a gold digger (it's the type of label that 
might be turned against her). She says that her relations with "a man I cared about" 
ended when "he told me out of a clear sky that he was poor as a church-mouse. He'd 
never even hinted it before." But she did not end the relationship because of his poverty
—"I've been mad about loads of poor men," she says—but because he tried to conceal 
it, tried to be something he was not. In short, he was not able to provide what Judy is 
looking for: a fair, honest, forthright, and mature man who will not try to tame or idealize 
her, someone with whom she can develop "individual camaraderie [sic]." By lying, this 
man without money "didn't start right."

It's Dexter's apparent lack of artificiality, especially about his money, that first attracts 
Judy to him. When Dexter finishes telling her how rich he is, "There was a pause. Then 
she smiled." She smiles not for the money but for the frankness. And soon after that the 
"unpredictable compound" of her lips—not the presumably predictable compound of a 
tamed or idealized woman's lips—initiates the affair.
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The manner in which Judy then seems to "toy with Dexter," as Cross says, convinces 
Dexter and most readers that Judy is a heartless flirt (another label that might be used 
to categorize her). The narrator's comments about Judy seem to support that reading: 
she has "the most direct and unprincipled personality with which [Dexter] had ever come
in contact"; "there was a very little mental side to any of her affairs"; "she was 
entertained only by the gratification of her desires"; "she had beckoned . . . and yawned 
at [Dexter]." Within a week she is running off with another man, and Dexter soon 
discovers that a dozen men "circulated about her." Dexter's "first exhilaration" turns into 
"restlessness and dissatisfaction." It seems that the sole cause of this dissatisfaction is 
Judy's inconstant behavior, but again Judy's behavior is being misread; again a 
counterpunch is seen as a punch, self-defense as attack. For Dexter has, subtly, played
the same game that other men have played with Judy. His apparent lack of artificiality is
just that—apparent. His frank start had given Judy hope that he would be different, and 
when he turned out not to be different, her treatment of him is "revenge for having ever 
cared for him at all."

How is Dexter like all the other men? First, he has the same urge to tame Judy. On that 
first night of those kisses, the night after the motorboat ride, he feels "that for the 
moment he controlled and owned" that "exquisite excitability" of Judy. With this feeling, 
this attempt to own and control a woman who could not be "won," he too does not start 
right. He also commits the other sin, namely that of idealizing her. On this first date, he 
sees that Judy is wearing a casual dress, which makes him "disappointed at first that 
she had not put on something more elaborate. This feeling was accentuated when, after
a brief greeting, she went to the door of a butler's pantry and pushing it open called: 
'You can serve dinner, Martha.' He had rather expected that a butler would announce 
dinner, that there would be a cocktail." Already, in what she wears and how she acts, 
Dexter senses a gap between what she is and what—as a pretty rich girl from an 
important family—she should be. And this gap, this failure to be the girl he wants her to 
be, makes him "disappointed." While they eat, he grows more disappointed because 
she does not act like a predictable and tamed beauty. She slips into "a moody 
depression," smiles at unconnected things—"at him, at a chicken liver, at nothing"—and 
speaks petulantly. And Dexter's reaction is not an increased interest or attraction; rather,
he feels an "uneasiness" and becomes "worried" and "disturbed." She is untamed and 
does not match Dexter's idealized picture of her; hence he is "disturbed."

Dexter cannot deal with Judy's individuality, unpredictability, and unconventional 
behavior. Such behavior makes him disappointed, uneasy, worried— all on their first 
date. And though it is not explicitly stated that Judy senses and reacts to Dexter's ideas 
and feelings, it is certainly not implausible that she feels Dexter's unease, his 
idealization and attempt to tame (if not own) her, since she has seen such behavior in 
every other man she's met. In this light, her subsequent treatment of him is at least 
partially understandable.

Dexter's unnaturalness, his attempt to be what he is not, is brought up throughout the 
story and is a trait that Judy might also have perceived. Dexter, like Gatsby, is 
embarrassed about his past: his mother's name and her origins as "a Bohemian of the 
peasant class" bother him; he insists on calling his hometown Keble and not Black Bear 
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Village because Keble is not a "footstool" for a fashionable lake. As a successful 
businessman, he becomes interested in music and books because "he had a rather 
priggish notion that he—the young and already fabulously successful Dexter Green—
should know more about such things." Since he idealizes himself, tries to fit the 
complications of his past into a neat contemporary portrait, and even refers to himself in
the third person, it is no surprise that he similarly idealizes and compartmentalizes—and
hence misunderstands—Judy.

That Judy reacts against Dexter's behavior is revealed at a later meeting when, "for 
almost the first time since they had met," he acts naturally with her, does not parrot the 
things all the men usually say to her: "he did not ask her to sit out with him or tell her 
that she was lovely." And she, significantly, "did not miss these things." She is tired of 
conventional behavior and words. At a later meeting, furthermore, he will "find no casual
word with which to profane the hour," and this, in part, leads to a resumption of their 
affair.

The male characters, to repeat, are bewildered and made miserable by Judy because 
she cannot be tamed and because she resists idealization; yet, almost unconsciously, 
they are enormously attracted to her. Her passion and vitality, her "unpredictable 
compound," set her off from other women. Her smile is so radiant that "at least a dozen 
men were to carry [the memory of it] into middle age"; her inexpressible loveliness 
brings "no end of misery to a great number of men." Men are enraptured by her 
because the women of their creation—tamed, protected, idealized—are pallid in 
comparison. Indeed, "light-haired" Irene, the woman Dexter becomes engaged to, is 
literally pallid.

But though men help to create women like Irene, they don't like them because they're 
boring, as Dexter's feelings about Irene show. Just four months into his engagement to 
Irene, he marvels "that so soon, with so little done, so much of ecstasy had gone from 
him." Imagining his future with her, he "knew that Irene would be no more than a curtain 
spread behind him, a hand moving among gleaming teacups, a voice calling to 
children." Here is the angel in the house, yet what is the result: "fire and loveliness were
gone, the magic of nights and the wonder of the varying hours and seasons." The 
engagement is to be announced soon, one that "no one would be surprised at." Dexter 
is doing the expected thing, following the standard pattern, marrying the "right" girl; 
there will be no more surprises in his life, no more distracting "fire" and "magic." In a late
scene in the story, while looking at some people dance (he is no longer dancing himself)
and thinking of this future, "he leaned against the door-post, nodded at a man or two— 
yawned." Then he hears, "Hello, darling."

At the moment that Dexter is yawning into a solid, predictable life of no surprises, Judy 
appears, slender and golden, and "he could have wept at the wonder of her return" 
when all weeping and wonder seemed lost from his life. For when Judy left, "all 
mysterious happenings, all fresh and quickening hopes, had gone away with her." It is 
Judy and women like her who provide the compound that make life a mysterious 
happening, and make Dexter "magnificently attune to life." Yet the men in the story do 
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all they can to deny and eliminate that mystery, that unpredictable compound, by taming
it or making it unreal by idealizing it.

The second act between Dexter and Judy lasts only a month, and once more Fitzgerald 
implies that Dexter's urge to control and own Judy—and not Judy's mere toying and 
mindless flirtation—is what dooms the affair. Dexter again starts off wrong by thinking 
"this was his girl who was speaking, his own, his beautiful, his pride"; significantly, the 
word "his" is used four times in this one sentence. Moreover, during this affair or after 
(the story does not make this clear), Dexter realizes that "he did not possess in himself 
the power to move fundamentally or to hold Judy Jones," implying again that Dexter has
tried to control and own a person who refuses to be owned. Other taming and idealizing 
behavior may also have resurfaced during this monthlong second affair, behavior that 
Judy reacted to. And when this affair ends and he does not "bear any malice toward 
her," it's left unsaid whether Judy might have borne any malice toward him for trying 
again to control and own her, for falling into a predictable pattern of male behavior, for 
hinting at but not fulfilling the possibility of creating "a deep and spontaneous mutual 
attraction," for disappointing her.

Eventually, however, Judy gives up her search. Though it's not told, since this is 
ostensibly the story of Dexter's lost dreams and not Judy's, it can be deduced that Judy 
kept looking, kept trying any new man in town (and in her trips to Florida and Hot 
Springs), and finally discarded her dreams. "I'm awfully tired of everything," she says 
late in the story. She's tired of those youthful love affairs and youthful lovers and of 
those "idiotic dance[s]" filled "with those children." She's worn out from fighting men who
try to tame and idealize her. Dexter at this late point sees her cry for the first time; 
something, too, has perhaps broken in her. She asks, "why can't I be happy?." So she 
marries Lud Simms—his name alone indicates a lack of grace, if not a cavalry captain—
who "drinks and runs around," who can be "particularly outrageous," and who "treats 
[Judy] like the devil." Yet, apparently resigned to not realizing her own dreams, she 
forgives and perhaps even loves him, and stays home with her children. She never finds
a life that is not dominated by children.

Thus, at the end of the story, one can say, as the narrator says about Dexter, that Judy 
Jones—like many other women in Fitzgerald's fiction and in American society at the 
time (her name has an Everywoman aspect to it)—also had something in her long ago, 
a desire for mature camaraderie, for a man who would not try to tame or idealize her, for
a life where her passion and vitality would not be resented and curbed, but that thing is 
gone, and it will come back no more.

Fitzgerald, as McCay has argued, was a "chronicler and critic of the world in which he 
lived," a world "not entirely of Fitzgerald's fictional making." He was committed, almost 
to the point of obsession, to transcribing the reality of his times. "More than any other 
writer," Malcolm Cowley argues, "Fitzgerald had the sense of living in history. He tried 
hard to catch the color of every passing year: its distinctive slang, its dance steps, its 
songs (he kept making lists of them in his notebooks), its favorite quarterbacks, and the 
sort of clothes and emotions its people wore. He felt in the beginning that his own life 
was not merely typical but representative of a new generation."
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The characterization of Judy Jones, then, is a part of Fitzgerald's attempt to bring a 
representative figure of his generation into literature, a woman, like many women, 
caught between contradictory forces. To accuse him of being sexist or misogynist 
because he portrays male characters as bewildered by and at times antagonistic toward
unconventional women and because he portrays female characters as oftentimes 
confused and crippled by this society is the logical equivalent of shooting the 
messenger. Yet this is the thought process of many critics of Fitzgerald (and of other 
writers of the time) and one that blinds them to the complexity of Fitzgerald's views of 
women and his sympathy for their plight.

The failure to understand Fitzgerald's view of Judy Jones is linked to the mistaken 
impression that Fitzgerald is somehow a part of the reactionary forces that were intent 
on putting down the New Woman, as the Norton editors argue. Fitzgerald has become 
as misunderstood as Judy Jones herself, and this intellectual sloppiness has resulted in 
a grievous cheapening and trivialization of one of this country's greatest writers.

Source: Quentin E. Martin, "Tamed or Idealized: Judy Jones's Dilemma in 'Winter 
Dreams,'" in F. Scott Fitzgerald: New Perspectives, edited by Jackson R. Bryer, Alan 
Margolies, and Ruth Prigozy, University of Georgia Press, 2000, pp. 159-72.
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Topics for Further Study
Read over the passage where Dexter skis on the snow-covered fairways and feels a 
sense of melancholy. Write a poem or a short sketch describing a scene in nature and 
your—or a character' s—emotional response to it.

Read one of the other stories in Fitzgerald's collection All the Sad Young Men and 
compare its style and themes to that of "Winter Dreams."

If you were going to make a film version of the story, how would you cinematically 
represent Dexter's "winter dreams?"

Investigate the consequences the Depression had on the lives of Americans who had 
been wealthy during the 1920s. How many lost their fortunes? How did they survive?
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Compare and Contrast
1920s: The Flapper, who presents a new, freer female image, becomes the model for 
young American women.

Today: Women model themselves after a wide-range of role models, from popular 
cultural icons to political, historical or international figures.

1920s: As a result of the decade's spirit of experimentation, sexual mores loosen and 
young men and women begin to engage in premarital sex.

Today: The epidemics of AIDS and unwanted pregnancies prompt schools to augment 
sex education in the classroom, where one of the options stressed is abstinence.

1920s: After the devastation of World War I, Americans turn to a pursuit of happiness 
through the acquisition of wealth. Their extravagant and unchecked spending habits 
contribute to the economic crisis America experiences at the end of the decade.

Today: After a decade of unprecedented and unrealistic spikes in the stock market, the 
Dow has dropped considerably. As a result, many lose their jobs in corporate 
downsizing and restructuring.
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What Do I Read Next?
Fitzgerald's highly celebrated novel, The Great Gatsby (1925), shares many of the 
same themes as "Winter Dreams."

Fitzgerald's "Rich Boy" presents a different view of a young man enamored with the 
world of the rich.

The Sun Also Rises (1926), by Ernest Heming-way, one of Fitzgerald's "lost generation" 
compatriots, focuses on a group of disillusioned Americans living in Paris after World 
War I.

Discontented America: The United States in the 1920s (The American Moment) (1989), 
by David J. Goldberg, presents an overview of this fascinating decade and focuses 
specifically on how World War I affected American society.
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Further Study
Berman, Ronald, Fitzgerald, Hemingway, and the Twenties, University of Alabama 
Press, 2001.

Berman presents a penetrating analysis of the literary world in the 1920s.

Bruccoli, Matthew J., and Mary Jo Tate, F. Scott Fitzgerald A to Z: The Essential 
Reference to His Life and Work, Facts on File, 1998.

Bruccoli and Tate focus on the life and literary works of Fitzgerald and his wife.

Donaldson, Scott, Hemingway vs. Fitzgerald: The Rise and Fall of a Literary Friendship,
Overlook Connection Press, 1999.

This work explores the friendship and rivalry between these two lost generation authors.

Fitzgerald, F. Scott, A Life in Letters, edited by Matthew J. Bruccoli and Judith S. 
Baughman, Scribner, 1994.

Bruccoli, a renowned Fitzgerald scholar, has amassed a fascinating collection of 
Fitzgerald's letters that reveal his artistry and humanity.
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Introduction

Purpose of the Book

The purpose of Short Stories for Students (SSfS) is to provide readers with a guide to 
understanding, enjoying, and studying novels by giving them easy access to information
about the work. Part of Gale's�For Students� Literature line, SSfS is specifically 
designed to meet the curricular needs of high school and undergraduate college 
students and their teachers, as well as the interests of general readers and researchers 
considering specific novels. While each volume contains entries on �classic� novels 
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frequently studied in classrooms, there are also entries containing hard-to-find 
information on contemporary novels, including works by multicultural, international, and 
women novelists.

The information covered in each entry includes an introduction to the novel and the 
novel's author; a plot summary, to help readers unravel and understand the events in a 
novel; descriptions of important characters, including explanation of a given character's 
role in the novel as well as discussion about that character's relationship to other 
characters in the novel; analysis of important themes in the novel; and an explanation of
important literary techniques and movements as they are demonstrated in the novel.

In addition to this material, which helps the readers analyze the novel itself, students are
also provided with important information on the literary and historical background 
informing each work. This includes a historical context essay, a box comparing the time 
or place the novel was written to modern Western culture, a critical overview essay, and 
excerpts from critical essays on the novel. A unique feature of SSfS is a specially 
commissioned critical essay on each novel, targeted toward the student reader.

To further aid the student in studying and enjoying each novel, information on media 
adaptations is provided, as well as reading suggestions for works of fiction and 
nonfiction on similar themes and topics. Classroom aids include ideas for research 
papers and lists of critical sources that provide additional material on the novel.

Selection Criteria

The titles for each volume of SSfS were selected by surveying numerous sources on 
teaching literature and analyzing course curricula for various school districts. Some of 
the sources surveyed included: literature anthologies; Reading Lists for College-Bound 
Students: The Books Most Recommended by America's Top Colleges; textbooks on 
teaching the novel; a College Board survey of novels commonly studied in high schools;
a National Council of Teachers of English (NCTE) survey of novels commonly studied in
high schools; the NCTE's Teaching Literature in High School: The Novel;and the Young 
Adult Library Services Association (YALSA) list of best books for young adults of the 
past twenty-five years. Input was also solicited from our advisory board, as well as 
educators from various areas. From these discussions, it was determined that each 
volume should have a mix of �classic� novels (those works commonly taught in 
literature classes) and contemporary novels for which information is often hard to find. 
Because of the interest in expanding the canon of literature, an emphasis was also 
placed on including works by international, multicultural, and women authors. Our 
advisory board members�educational professionals� helped pare down the list for 
each volume. If a work was not selected for the present volume, it was often noted as a 
possibility for a future volume. As always, the editor welcomes suggestions for titles to 
be included in future volumes.

How Each Entry Is Organized
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Each entry, or chapter, in SSfS focuses on one novel. Each entry heading lists the full 
name of the novel, the author's name, and the date of the novel's publication. The 
following elements are contained in each entry:

 Introduction: a brief overview of the novel which provides information about its 
first appearance, its literary standing, any controversies surrounding the work, 
and major conflicts or themes within the work.

 Author Biography: this section includes basic facts about the author's life, and 
focuses on events and times in the author's life that inspired the novel in 
question.

 Plot Summary: a factual description of the major events in the novel. Lengthy 
summaries are broken down with subheads.

 Characters: an alphabetical listing of major characters in the novel. Each 
character name is followed by a brief to an extensive description of the 
character's role in the novel, as well as discussion of the character's actions, 
relationships, and possible motivation. Characters are listed alphabetically by last
name. If a character is unnamed�for instance, the narrator in Invisible Man-the 
character is listed as �The Narrator� and alphabetized as �Narrator.� If a 
character's first name is the only one given, the name will appear alphabetically 
by that name. � Variant names are also included for each character. Thus, the 
full name �Jean Louise Finch� would head the listing for the narrator of To Kill a 
Mockingbird, but listed in a separate cross-reference would be the nickname 
�Scout Finch.�

 Themes: a thorough overview of how the major topics, themes, and issues are 
addressed within the novel. Each theme discussed appears in a separate 
subhead, and is easily accessed through the boldface entries in the 
Subject/Theme Index.

 Style: this section addresses important style elements of the novel, such as 
setting, point of view, and narration; important literary devices used, such as 
imagery, foreshadowing, symbolism; and, if applicable, genres to which the work 
might have belonged, such as Gothicism or Romanticism. Literary terms are 
explained within the entry, but can also be found in the Glossary.

 Historical Context: This section outlines the social, political, and cultural climate 
in which the author lived and the novel was created. This section may include 
descriptions of related historical events, pertinent aspects of daily life in the 
culture, and the artistic and literary sensibilities of the time in which the work was 
written. If the novel is a historical work, information regarding the time in which 
the novel is set is also included. Each section is broken down with helpful 
subheads.

 Critical Overview: this section provides background on the critical reputation of 
the novel, including bannings or any other public controversies surrounding the 
work. For older works, this section includes a history of how the novel was first 
received and how perceptions of it may have changed over the years; for more 
recent novels, direct quotes from early reviews may also be included.

 Criticism: an essay commissioned by SSfS which specifically deals with the novel
and is written specifically for the student audience, as well as excerpts from 
previously published criticism on the work (if available).
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 Sources: an alphabetical list of critical material quoted in the entry, with full 
bibliographical information.

 Further Reading: an alphabetical list of other critical sources which may prove 
useful for the student. Includes full bibliographical information and a brief 
annotation.

In addition, each entry contains the following highlighted sections, set apart from the 
main text as sidebars:

 Media Adaptations: a list of important film and television adaptations of the novel,
including source information. The list also includes stage adaptations, audio 
recordings, musical adaptations, etc.

 Topics for Further Study: a list of potential study questions or research topics 
dealing with the novel. This section includes questions related to other disciplines
the student may be studying, such as American history, world history, science, 
math, government, business, geography, economics, psychology, etc.

 Compare and Contrast Box: an �at-a-glance� comparison of the cultural and 
historical differences between the author's time and culture and late twentieth 
century/early twenty-first century Western culture. This box includes pertinent 
parallels between the major scientific, political, and cultural movements of the 
time or place the novel was written, the time or place the novel was set (if a 
historical work), and modern Western culture. Works written after 1990 may not 
have this box.

 What Do I Read Next?: a list of works that might complement the featured novel 
or serve as a contrast to it. This includes works by the same author and others, 
works of fiction and nonfiction, and works from various genres, cultures, and 
eras.

Other Features

SSfS includes �The Informed Dialogue: Interacting with Literature,� a foreword by 
Anne Devereaux Jordan, Senior Editor for Teaching and Learning Literature (TALL), and
a founder of the Children's Literature Association. This essay provides an enlightening 
look at how readers interact with literature and how Short Stories for Students can help 
teachers show students how to enrich their own reading experiences.

A Cumulative Author/Title Index lists the authors and titles covered in each volume of 
the SSfS series.

A Cumulative Nationality/Ethnicity Index breaks down the authors and titles covered in 
each volume of the SSfS series by nationality and ethnicity.

A Subject/Theme Index, specific to each volume, provides easy reference for users who
may be studying a particular subject or theme rather than a single work. Significant 
subjects from events to broad themes are included, and the entries pointing to the 
specific theme discussions in each entry are indicated in boldface.

52



Each entry has several illustrations, including photos of the author, stills from film 
adaptations (if available), maps, and/or photos of key historical events.

Citing Short Stories for Students

When writing papers, students who quote directly from any volume of Short Stories for 
Students may use the following general forms. These examples are based on MLA 
style; teachers may request that students adhere to a different style, so the following 
examples may be adapted as needed. When citing text from SSfS that is not attributed 
to a particular author (i.e., the Themes, Style, Historical Context sections, etc.), the 
following format should be used in the bibliography section:

�Night.� Short Stories for Students. Ed. Marie Rose Napierkowski. Vol. 4. Detroit: 
Gale, 1998. 234-35.

When quoting the specially commissioned essay from SSfS (usually the first piece 
under the �Criticism� subhead), the following format should be used:

Miller, Tyrus. Critical Essay on �Winesburg, Ohio.� Short Stories for Students. Ed. 
Marie Rose Napierkowski. Vol. 4. Detroit: Gale, 1998. 335-39.

When quoting a journal or newspaper essay that is reprinted in a volume of SSfS, the 
following form may be used:

Malak, Amin. �Margaret Atwood's �The Handmaid's Tale and the Dystopian Tradition,�
Canadian Literature No. 112 (Spring, 1987), 9-16; excerpted and reprinted in Short 
Stories for Students, Vol. 4, ed. Marie Rose Napierkowski (Detroit: Gale, 1998), pp. 133-
36.

When quoting material reprinted from a book that appears in a volume of SSfS, the 
following form may be used:

Adams, Timothy Dow. �Richard Wright: �Wearing the Mask,� in Telling Lies in Modern 
American Autobiography (University of North Carolina Press, 1990), 69-83; excerpted 
and reprinted in Novels for Students, Vol. 1, ed. Diane Telgen (Detroit: Gale, 1997), pp. 
59-61.

We Welcome Your Suggestions

The editor of Short Stories for Students welcomes your comments and ideas. Readers 
who wish to suggest novels to appear in future volumes, or who have other 
suggestions, are cordially invited to contact the editor. You may contact the editor via 
email at: ForStudentsEditors@gale.com. Or write to the editor at:

Editor, Short Stories for Students
Gale Group
27500 Drake Road
Farmington Hills, MI 48331-3535
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