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PREFACE

This thesis is a study of the four long romances, The

Scarlet Letter, The House of the Seven Gables, The Blithe-

dale Romance, andiThe Marble Faun, with emphasis upon Haw-

thorne's use of symbolism as a means of presenting the basic

moral and spiritual truths of human life. The first chapter

explains the nature of symbolism and the reasons why Haw-

thorne used it so extensively. In each of the last four

chapters, the symbolism in a single romance is considered

for the purpose of discovering the manner and effectiveness

of its use in exemplifying the central theme of that particu-

lar story. Although Hawthorne's short stories are extremely

rich in symbolism, it was not possible to include them in

the present study.

The discussions in the chapters dealing with the sep-

arate romances are based mainly upon the writer's own study

of the primary sources. For all references to Hawthorne's

works, with the exception of _The American Notebooks, edited

by Randall Stewart, the Old Manse Edition of The Complete

Writings of Nathaniel Hawthorne, in twenty-two volumes,
with introductory notes by H. E. Scudder, has been used.

In the footnote references to Twice-Told Tales, Mosses from
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an Old Manse, The Marble Faun, and Notes of Travel, the

Roman numerals are the volume numbers of the individual

titles and not those of the complete edition,
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CHAPTER I

INFLUENCES CONCERNED IN THE DEVELOPMENT OF

HAWTHORNE'S USE OF SYMBOLISM

The persistence of the symbolism which runs like a scar-

let thread through the somber fabric of Hawthorne's tales and

romances leads to speculation concerning the factors which

iay have contrihted to the development of the author's fond-

ness for this Dethod of presenting the great moral problems

which were his recurrent themes. "He did not consider a

plot, involving a few or many characters, worthwhile unless

some element of human philosophy could be symbolized. "I

The range of his fancy was unlimited in this respect.

The main action itself of each romance is one
great symbol, and it germinates persistently in minor
symbols. Scarlet letters flash out unexpectedly,
even on the face of the heavens; the House of the
Seven Gables visibly shadows Hepzibah, Clifford, and
Phoebe with the evil influences of the past; Hilda's
doves encircle her and her tower with suggestions of
unsullied innocence. So, too, Hawthorne's characters
themselves have features or tricks of manner that
mark them out as symbolic and as meaning more than
meets the eye; Donatello's ears, Priscilla's tremu-
lous, listening look, Diinesdale's persistent clutch-
ing at his heart, tease the reader into a continuous
sense of the haunted duplicity of the world in which
Hawthorne keeps him.2

lArlin Turner, "Hawthorne as Self-critic," South At-
lantic Quarterly, XXXVI (April, 1938), 135.

2 Lewis E. Gates, Studies and Appreciations, p. 101.
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A study of the American Notebooks, in which Hawthorne

jotted down observations for use in writing his stories,

presents further evidence of the fact that symbolisni was a

basic element of his thinking, occurring often with as lit-

tle apparent reason as the following: "A person to catch

fireflies, and try to kindle his household fires with them.

It would be symbolical of something," 3 That Howthorne did

not consider this tendency toward "fantastic imagery"?4 an

asset may be gathered from his criticism of the alleged

writings of M. de l'Aubepine in the introductory passage

to "Rappaccini's Daughter ": "They might have won him

greater reputation but for an inveterate love of allegory,

which is apt to invest his plots and characters with the

aspect of scenery and people in the clouds, and to steal

away the human warmth out of his conceptions."n5 Later Haw-

thorne wrote to Fields in regard to a new edition of Mosses

from an Old Manse: "I am not quite sure that I entirely

comprehend my own meaning, in some of these blasted alle-

gories; but I remember that I always had a meaning, or at

3The American Notebooks b Nathaniel Hawthorne, editedby RanTl Stewart, p. 247. Hereafter in he fontesthis title will be shortened to American Notebooks.
4 Mosses from an Old Manse, 1, 126. All references toHawthorneTg wiTings,~~w~Tt nhei exception of The AmericanNotebooks, are made to The Coinplete works of~~Fathaiel faw-thorneW vols. (Old ansXdition)7Tflt yH.T Swar-

der7oston, Houghton Uifflin Company, 1900.

5Tbid., p. 125.
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least thought I had."t 6 A passage of similar import occurs

in his own criticism of his Twice-Told Tales.

They have the pale tint of flowers that blos-
som in too retired a shade, -- the coolness of a medi-tative habit, which diffuses itself through the feel-ing and observation of every sketch. Instead of pas-sion there is sentiment; and, even in what purports
to be pictures of actual life, we have allegory, notalways so warmly dressed in its habiliments offlesh and blood as to be taken into the reader's
mind without a shiver. 7

In view of the fact that Hawthorne so early recognized

the disadvantages resulting from his use of allegory and

symbolism, several pertinent questions present themselves:

Why did Hawthorne write as he did? Whence came his early

taste for romanticism and the mystical language of symbols?

Were there elements in the very atmosphere of New England

in his day that could not be dealt with directly but re-

quired the allusiveness of symbolism for their expression?

Finally, what was the nature of Hawthorne's underlying pur-

pose in his writing? The answer to the first question can

hardly be discovered except by a careful study of the last

three.

It may be helpful to consider the extent of Hawthorne s

debt to the masters of allegory and romance who transported

him as a youthful reader "on fantastic journeys away from

Salem and into the Arthurian landscape or to the Delectable

6 Turner, pa. cit., p. 135.

preface to Twice-Told Tales, I, liv.
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Mountains."n 8 At an early age Hawthorne was conditioned to
the love of solitude by an atmosphere of almost unrelieved

gloom, which enveloped the household upon receipt of the
news of his father s death at sea. Instead of sailing

boats on the river with the other Salem boys, Hawthorne

preferred "to go on long walks by himself out toward Legg's

Hill, and heaven knows what other remote and unfrequented

places."9 His resourceful imagination contrived tales of

fantastic journeys to far-aay lands from which he always

failed to return,

All this was perhaps not inexplicable in a boy whohad pored over "The Faerie Queene" and "The Castleof Indolence" and "The Pilgrim's Progress" almostfrom the time he could read anything, and whosetenuous connection with the prose world about him
was little short of Spenserian.lO

At the age of nine an accident to his foot, which kept

him at home for the greater part of two years, served to

counteract Hawthorne's boyish instinct for the out-of-doors

and pave the way for an undue intimacy with the world of

books. The family library was well supplied, and fortu-

nately Hawthorne was allowed to make his own selections;

"for he thus drew to himself the mysterious aliment on which

his genius throve. Shakespeare, Milton, Pope, and Thomson

are mentioned among the first authors with whom he made

8 Newton Arvin, Hawthorne, p. 15.

9Ibid.,p. 10. 1 0 Ibid.
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acquaintance."l He read also the works of Rousseau, the

Newgate Calendar, and The Faerie Queene, which was

this first purchase with money given to him by a relative."
12

Bunyan was a perennial favorite from his first discovery

of a copy of Pilgrim's Progress in his grandmother Haw-

thorne's library; he read it many times, but found it "for-

ever new." 13 Lathrop makes frequent reference to the in-

fluence of Bunyan, "who very early laid his hand on Haw-

thorne's intellectual history . . ."l4 and in whom "we find

a very fountain-head of allegory. 1 5  As a result of his en-

forced seclusion, Hawthorne developed a tendency to escape

from the dullness of Salem into a fictitious world of his

own choosing. "What he needed at this age was experiences

that would make a provincial seaport also seem a natural

home for the imagination."16

Such experiences, however, were denied him by his

mother's removal with her three children to the shores of

Sebago Lake in Maine. Here Hawthorne wandered alone in the

woods with his dreams and an old fowling-piece for com-

panions, or sat in front of a blazing fire poring over the

llGeorge Parsons Lathrop, A Sd of Hawthorne, p. 34.
12Lloyd Morris, The Rebellious Puritan, p. 11.

13Ibid. l4 Lathrop, 22. cit., p. 34.

15 Ibid. 16Arvin, 2. cit., p. 11
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inevitable books. After nearly three years of such free-
dom, he was sent back to Salem to keep books in his Uncle
William's coach offices and to prepare himself for college.
After lessons and office work were disposed of, Hawthorne
divided his time between meditative traps about the coun-
tryside and further explorations into the world of books.

He enjoyed the Arabian Nights and The Msteries of Udolpho
along with the novels of Godwin. During this time he dis-
covered the novels of Scott; "and the spell was cast, not

by an Elizabethan or by a Restoration Puritan, themselves

as good as legendary, but by a nineteenth-century advocate

.* . .who was even [then] producing one marvelous book a
year, and showing how a contemporary could create romance."1 7

Such was the literary diet of the young dreamer when he
wrote the following lines to his mother in Maine:

I do not want to be a doctor and live by men'sdiseases, nor a minister to live by their sins,nor a lawyer and live by their quarrels. So, Idon't see that there is anything left for me but
to be an author.18

Hawthorne's reason for shunning the ministry is inter-

esting in view of the fact that he made sin and its conse-

quences the theme of the majority of his literary productions.

17Ibid.1,p. 16.
18Lathrop, 2R. cit., p. 83. Lathrop appends the follow-ing editorial note: _"This letter, long in, the possessionof Miss E. P. Peabody, Mr. Hawthorne's sister-in-law, un-fortunately does not exist any longer. The date has been

forgotten, but the passage is clear in Miss Peabody's recol-
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However, it must not for a moment be supposed that his

point of view was in any respect parallel to that of the

conventional Puritan minister. Hawthorne's treatment of

sin was "in method and purpose psychological rather than

philosophical." 1 9  He possessed none of the zeal of the

reformer who seeks a remedy for the world's evil; nor did

he for one moment feel that he, of all men, could have a

part in furnishing that remedy. "Hence he did not write

'novels of purpose.' He wrote as a pure artist, setting

down the facts and phenomena of sin with a sure hand, ap-

pealing to the individual conscience, and appealing to it

in the detached terms of high art.",20  From the subdued at-

mosphere of his home, in which his bereaved mother and

sisters "kept themselves undefiled by the contemporary

world, n21 Hawthorne occasionally ventured out into the

noise and commercialism of the Salem of his day; but his

imagination "dwelt in Old Salem," 22 where the "elect were

still respected and life still had a serious meaning."23

Had he desired, he could not have escaped the influence of

the past, and "though he professed to hate his Puritan heri-

tage, . . . he never scorned it." 24 Instead, by the

19Floyd Stovall, American Idealism, p. 217.
2 0 Stockton Axson, "Hawthorne the Puritan Artist," Rice

Institute Pamphlet, III (January, 1916), 77.

21Herbert Wallace Schneider, The Puritan Mind, p. 257.
2 2 Ibid. 2 3 Tbid. 2 4 Ibid.
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heightened elements of romanticism and the potency of sym-

bolic representations, he was able to suggest a "profounder

view than is permitted either to the race of historians or

that of philosophers.",2 5

Hawthorne was "essentially a reflective-imaginative

writer, brooding over a few suggestions until they yielded

up to him the utmost possibilities of romance. "26 The

dearth of romantic material and atmosphere in "old" New

England was more challenging to his imagination than would

have been a "brilliant feudal history like Great Britain's."27

He went below the level of realities and plumbed the very

depths of the human soul. In his efforts to make his dis-

coveries "perceptible to mortal senses,"28 he employed the

mystical language of symbols, which, like the water of

Maule's Well, produces a "constantly shifting phantasmagoria

of figures" 2 9 according to the fancy of the beholder.

Equally as significant as the "place" is the develop-

ment of Hawthorne's power to understand and portray the

"symbolical character of life"30 was the "time" of which

25Lathrop, aj. cit., p. 44. 26Axson, p. cit., p. 65.

2 7 Ibid.

28"The Artist of the Beautiful," Mosses from an Old
Manse, II, 330.

29The House of the Seven Gables, p. 222. Hereafter in
the footnotestiTe~title will be shortened to Seven Gables.

30P. 0. Matthiessen, American Renaissance, p. 242.
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he wrote. Canby expresses its importance in this para-

graph:

For there in early New England, at the dramaticmoment when the old order degenerating died in themidst of the new, . . . was a store of material, ofstories that told themselves, and meant more thantheir plots. And this material now though not atthe time of its making, was romaFToe in the truestsense, could be viewed through mists that suggestedmore than they revealed, could be expanded into atype experience of humanity.31

From this we understand that the "mode of symbolizing,

whether it remained richly allusive or whether it froze
into a conventional and arbitrary allegory, was basic to
the kind of Christian thought that conditioned . . . Haw-
thorne t , . t32 and furnished him the key to the inner

chambers of the human soul.

Although descended from a long line of Puritan an-
cestors, Hawthorne was by nature an artist, one who "stood
at the juncture of the Past and Present and in full sympa-
thetic understanding of both." 33 It is not surprising then
that when he began to write, the "favorites of his child-
hood, Spenser and Bunyan, rose again to the surface and
helped determine his bias to allegory. 3 4 For that was the

31Henry Seidel Canby, "Hawthorne and Melville," Clas-sic Americans, p. 237.

32Matthiessen, 2k. cit., p. 269.
3 3 Axson, a. cit*., p. 62.
3 4matthiessen, oj. cit., p. 244.

41,
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only way in which a nature such as his could interpret the

one age to the other. In the new order, Transcendentalism

had superseded Puritanism among certain classes. It was,
however, more than reaction; "it was in part an outgrowth

of Puritanism . . . a new and broader manifestation of

the old Puritan tendency to magnify soul above everything

else."1 35 Moreover, the fundamental conception of morality

had not changed; and, though Hawthorne shuddered at the

memory of the ancestors who had condemned witches to the

gallows, from his vantage point of time he nevertheless un-

derstood them as he knew they never could have understood

him. Consider the fanciful account of his indictment by
those "stern and blackbrowed Puritans"36 as given in his

introductory sketch to the Scarlet Letter:

No aim that I have ever cherished would theyrecognize as laudable; no success of mine . . . wouldthey deem otherwise than worthless, if not positivelydisgraceful. "What is he?" murmurs one gray shadowof my forefathers to the other. "A writer of story-books! What kind of a business in life -- what modeof glorifying God, or being serviceable to mankindin his day and generation -- may that be? Why thedegenerate fellow might as well have been a fiddler!"
.6.0..And yet, let them scorn me as they will, strongtraits of their nature have intertwined themselves
with mine.37

Thus in spite of the fact that "neither in faith nor in

35Axson,_M. cit., p. 62.

36The Scarlet Letter, p. 11.

37Ibid.
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practice was he a Puritan,"38 Hawthorne realized the im-

portance of the Puritan inheritance which had given him

the "key to a world already fast vanishing below the horizon

of thought. t 39

This brings us to a consideration of Hawthorne Is pur-

pose in his writing and of the methods whereby he strove

toward its accomplishment. Hawthorne desired most of all

to discover the vital, underlying truths of the "life within

the life";40 and, in order to free these truths with greater

facility from the coarser elements of their surroundings,

he chose romance as the medium best suited to their fragile

qualities. Finally, because these truths are elemental and

hence irreducible, Hawthorne was moved to employ the sym-

bol, which "cleaves to the fact and yet stands for some-

thing larger than itself, which suggests more than it can

denote . . . *t4l

Some understanding of Hawthorne's preference for the

ideal rather than the actual as the proper habiliment for

these illusive truths may be gained from the following from

the essay, "Lichfield and Uttoxeter," in our Old Home:

A sensible man bad better not let himself be be-
trayed into these attempts to realize things that he
has dreamed about, and which, when they cease to be

38Hamilton Wright Mabie, "Nathaniel Hawthorne," North
American Review, CLXXIX (July, 1904), 19.

3 9 Ibid. 4 0Matthiessen, a. cit., p. 271.

41Ibid. ,p. 41.

-, I - - , V -, . M*ww- x- - -
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purely ideal in his mind, will have lost the truest
of the truth, the loftest [sic.] and profoundest part
of their power over his symipahies. Facts as we
really find them . . . are covered with a stony ex-
crescence of prose resembling the crust on a beauti-
ful seashell, and they never show their most deli-
cate and divinest colors until we shall have dis-
solved away their grosser actualities by steeping
them long in a powerful menstruum of thought. And
seeking to actualize them again, we do but renew the
crust. If this were otherwise, -- if the moral sub-
limity of a great fact depended in any degree on its
garb of external circumstances, things which change
and decay, -- it would not itself be immortal and
ubiquitous, and only a brief point of time and a lit-
tle neighborhood would be spiritually nourished by
its grandeur and beauty. 42

Similar import may be noticed in the lines from Emerson's

essay on "Poetry and Imagination": "This correspondence of

things to thoughts is far deeper than they [certain well-

known poets] can penetrate, -- defying adequate expression

it is elemental, or in the core of things.",43  Then

we read Hawthorne's own account of his sense of inadequacy

in the presence of the ancient symbol of the letter A,

which he professed to have found in the dusty recesses of

the Custom House: "Certainly, there was some deep mean-

ing in it, most worthy of interpretation, and which, as it

were, stre med forth from the mystic symbol, subtly cow-

municating itself to my sensibilities, but evading the an-

alysis of my mind." 44 And, finally, as a last link in the

420u Old Home, p. 196.

43Letters and Social Aims, The Complete Works of ftlph
Waldo Eerson, VTTI,7flW

4 4 The Scarlet Letter, p. 44.
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chain of evidence pointing to Hawthorne's realization of

the inadequacy of ordinary means of expression -- a reali-

zation which developed in him a "groping and a shyness, a

quality almost of querulousness"45 -- we find the following

more concrete passage in the American Notebooks for June,

1842:

How shallow and small a stream cf thought .
compared with the broad tide of dim emotions, ideas,
associations, which were flowing through the haunted
regions of imagination, intellect, and sentiment,
sometimes excited by what was around me, sometimes
with no perceptible connection with them. When wesee how little we can express, it is a wonder that
any man ever takes up a pen a second time.46

In his almost instinctive recourse to symbolic ex-

pression, Hawthorne was conscious of the narrow borderline

between the real and the ideal. Like his Puritan ancestors

he had "ooked for signals in nature so long and so in-

tently"47 that he arrived on occasions at the point where

this borderline almost ceased to exist. Consider his re-

flections as he gazed at the image of trees and sky re-

flected in the river:

But on gazing downward, there they were, the same
even to the minutest particular, yet arrayed inideal beauty, which satisfied the spirit incom-
parably more than the actual scene. I am half

45Louis Bromfield, "Hawthorne," American Writers on
Aerican Literature, edited by John Macy,p97.

46Ameriean Notebooks, p. 105.

47Yvor Winters, Yaule's Curse, p. 20.

vvamw w- -.- - I - r - -1 - , - , - -I,,- j--- ,.& - 4"WHIMIM .Rop
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convinced that the reflection is indeed the reality
-- the real thing which nature imperfectly images to
our grosser sense. At all events, the disembodied
shadow is nearest to the soul.48

Hawthorne was often impelled to remark upon this inexpressi-

ble beauty of the symbol or image, which rust necessarily

embrace more of perfection than nature itself in order to

bring us, unhampered by earthly limitations, into the full

presence of the spiritual truth. This fact is perhaps

most clearly exemplified in "The Artist of the Beautiful,"

in which Hawthorne reveals much of his theory of symbolic

perfection.

Owen Warland, in response to his "passion for the

beautiful . . . his consciousness of power to create it," 49

withdrew into the solitude of the spiritual world and de-

voted himself to the task of creating a mechanical butter-

fly. "Nature's ideal butterfly was here realized in all

its perfection; not in the pattern of such faded insects

as flit among earthly flowers, but of those which hover

across the meads of paradise. . . .,50 The appearance of

reality in this mechanical creature was so intense that the

more worldly Robert Danforth almost accepted it as real.

Annie, consumed with admiration and wonder, exclaimed over

and over again, "Is it alive, is it alive?"51 Weanwhile,

48American Notebooks, p. 170.

4 9 Mosses from an Old Manse, II, 298.

50bid., p. 322. 51Ibid.
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Robert was engaged in examining the richly carved and in-

laid box from which the exquisite apparition had fluttered

after the manner of the winged creatures that issued forth

when Pandora lifted the lid of the wonderful box. "Alive?

Certainly! But this pretty box is undoubtedly of our friend

Owen's manufacture; and really it does him credit."5 2

Robert was incapable of realizing the "perfect recompense

of an artist who, symbolizing a lofty moral by a material

trifle, -- converting what was earthly to spiritual gold, --

had won the beautiful into his handiwork. "53 Nor could he

conceive of anyone's putting himself "to the trouble of

making one (a butterfly] when any child may catch a score

of them in a summer's afternoon.",54 To him, as to all who

cannot perceive the ideal beauty of the image because they

have no faith in the "other butterfly" which it symbolizes,

the destruction of the mechanical trifle meant the tragic

finish of a season's labor; but not so to Owen Warland.

He had caught a far other butterfly than this. When
the artist rose high enough to achieve the beautiful
the symbol by which he made it perceptible to mortal
senses became of little value in his eyes while his
spirit possessed itself in the enjoyment of the
reality.55

And so to Hawthorne, who wrote in his journal, "The trees

5 2Tbid., p. 323. 53 lbid., p. 326.

5 4 lbid., p. 323. 5 5 Ibid., p. 330.

- .,, t *,., - .", . I "." - l-, - , 141 zl.,, , -- , -1--, -,-- ---- 'Wommimmolowma, - - I
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reflected in the river . . . are unconscious of a spiritual

world so near them," 5 6 the reflection and the spiritual

truth were sometimes one; at all times the spiritual image

was more eloquent of the truth than was the natural image.

Perhaps here may be the explanation for Hawthorne's

preference for the shadowy world of romanticism, in which

realities are spiritualized by the process of being "in-

vested with a quality of strangeness and remoteness,"57

which serves to shield the kernel of truth from the merely

curious who have no faith to understand. In the most de-

lightful of symbolic representations, there is ever "con-

cealment and yet revelation, 58 which serves "to keep us

in that state of perhaps real trance, in which the mind

liberated from the pressure of the will is enfolded in sym-

bols, "59 needing, not a right knowledge, but a right in-

stinct for their understanding.60  This is further affirmed

by Coleridge's characterization of a happy symbol: "It

presumes no disjunction of faculties, but simple pre-

dominance. 161

In offering his romances for the consideration of the

56American Notebooks, p. 106. 57The scarlett Letter, p. 50.

58Thomas Carlyle, Sartor Resartus, p. 195.
59 William Butler Yeats, "Symbolism in Poetry," Essays,

p. 195.

6 0Ibid., p. 180.
6 1 Samuel Taylor Coleridge, "Lectures on Cervantes,"

Miscellanies, Aesthetic and Literary, edited by T. Ashe.,
P. 1077.
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reader, Hawthorne was well aware of their tragic fate if

they should be judged according to the exactitude of their

presentation of the realities of man's experience, if they

should be required to stand or fall by the minuteness with

which they adhered to "each man's tone of conversation, the

pungent material details of the day's manners, the repro-

duction of the atmosphere and the environment.,"62 In the

preface to The House of the Seven Gables, Hawthorne was em-

phatic in his claim to the latitude generally conceded to

the writer of the romance, which, though "it sins unpardon-

ably so far as it may swerve aside from the truth of the

human heart -- has fairly a right to present that truth

under circumstances, to a great extent, of the writer's own

choosing or creation."63 Here could not have been an at-

tempt to excuse carelessness or the lack of a thorough un-

derstanding of professional ethics; for the care and ar-

tistic skill with which he developed his themes is evident

in the romances themselves, each of which is "a perfectly

wrought work of art, wherein every part is nicely aware of

all the rest and of the central purpose and total effect. "64

Rather, Hawthorne's plea very probably emanated from his

6 2Robert Louis Stevenson, "A Humble Remonstrance,"
Learning to Write, p. 77.

6 3 Preface to Seven Gables, p. xxi.

6 4 Gates, 2. cit., p. 95.

150-410 - - t - .,
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fear that the spiritual or moral truth which it was his

chief purpose to illustrate might be discounted along with

the fantastic elements of the atmosphere in which they were

clothed,

In view of the tolerance thus invoked, Hawthorne

thought it prudent to add that the romancer would be wise

to "mingle the Marvellous rather as a slight, delicate,

and evanescent flavor, than as any portion of the actual

substance offered to the public." 65  However, in spite of

this precaution, the "lure of the symbolic and the marvelous

tempted Hawthorne constantly to the brink of the supernat-

ural.,66 This is not strange when we consider that he was

possessed with an imagination, which, because of daily con-

tact with the material world of Salem, refused to function

even with the stimulation afforded by the discovery of the

mysterious scarlet letter and under such conditions as he

described in the sketch with which he introduced The Scarlet

Letter:

D(oonlight, in a familiar room, falling so white
upon the carpet, and showing all its figures so dis-
tinctly, -- making every object so minutely visible,
yet so unlike a morning or noontide visibility, --
. . . all these details, so completely seen, are so
spiritualized by the unusual light, that they seem to
lose their actual substance. . . . The floor of our
familiar room has become a neutral territory, some-
what between the real world and fairy-land, where the

6 5 Preface to Seven Gables, p. xxi.

66Henry A. Beers, "Fifty Years of Hawthorne t " Four
Americans, p. 44.

WSUVAA
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Actual and Imaginary may meet, and each imbue itself
with the nature of the other. Ghosts might enter
here, without affrighting us. . . . The somewhat dim
coal fire . . . throws itsi unobtrusive tinge through-
out the room, with a faint ruddiness upon the walls
and ceiling, and a reflected gleam from the polish of
the furniture. This warmer light mingles itself with
the cold spirituality of the moonbeams, and communi-
cates, as it were, a heart and sensibilities of human
tenderness to the forms which fancy summons up. . .
Glancing at the looking-glass, we behold -- deep within
its haunted verge -- the smouldering glow of the half-
extinguished anthracite, the white moonbeams on the
floor, and a repetition of' all the gleam and shadow
of the picture, with one remove further from the ac-
tual, and nearer to the imaginative.67

It is significant that when once freed from the confines of

the Custom House, Hawthorne withdrew into this mystical

labyrinth of lights and shadows and forthwith produced The

Scarlet Letter.

In his employment of preternatural phenomena, as in his

development of characters, plots, and settings, Hawthorne

concerned himself only with such materials as "obtruded

themselves as manifestations of some general truth. "68 Nor

would he allow these mystical elements to detract from the

general unity and profundity of the whole. Instead, out

of the infinite variety of symbolical representations, he

developed the "device of multiple choice," 6 9 whereby at

least one sufficiently plausible explanation was offered for

6 7 The Scarlet Letter, pp. 50-51.

68Turner, . cit., p. 135.

6 9 Matthiessen, P. cit. , p. 276.
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each manifestation of the miraculous. As a sufficient il-

lustration, let us consider the scarlet letter which the
minister revealed to the horror-stricken multitude around

the scaffold. The mysterious symbol was affirmed by some

to have been the result of self-inflicted torture; by others

to have appeared through the agency of drugs administered

by old Roger Chillingworth; by still another group to have

been the result of the constant gnawing outward of the

tooth of remorse by which heaven 's dreadful judgment was
made visible. Others, however, who "professed never once

to have removed their eyes from the Reverend Mr. Dimresdale,
denied that there was any mark whatever on his breast more

than on a new-born infant's." 70  Thus did Hawthorne leave

the solution of the problem to the reader. He did not

"literally accept his own allegory, and yet he Efound] it

symbolically valid because of its psychological exacti-

tudes. " 7 1  Hawthorne did not introduce these romantic ele-

ments into his stories because he was a "mystery-monger,172

but because "his imagination could clothe itself only in

symbolic representation, and that he found in romance."7 3

Having examined Hawthorne's methods of discovering the

moral and spiritual aspects of life by employing the symbolic

7 0 The Scarlet Letter, p. 374.

71Matthiessen, 22. cit., p. 277.
72Paul Elmer More, "Hawthorne.," Shelburne Essays (First

Series), p. 42.

73Canby, p. cit. , p. 24.
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against its kindred background of romance, it may be help-

ful to bring them together for final consideration. Haw-

thorne approached the creative act by prolonged meditation

upon some typical and oft-recurring phase of the remote

drama of life, such as the effect of sin upon the human

soul or the unhappy influence of the past upon present

generations. Usually, within the dark recesses of his

imagination some typical character or characters developed,

whose fate exemplified the dominant moral or spiritual

truths about which the author was at the moment concerned.

From this point, Hawthorne proceeded to shape in shadowy

detail the action of the story,

never with the wish or hope of bringing the reader
close to some glaring piece of actual life, but al-
ways with the aim of enveloping him subduingly in
an atmosphere of spiritual emotion, and of offering
him unobtrusively at every moment, in the acts, in
the thoughts and feelings of the actors, in the by-
ways and vistas of nature, in the very air that he
breathes, hints and symbols of certain large truths
about human life and human endeavour. 7 4

Finally, we may formulate certain conclusions in re-

gard to the development of Hawthorne Is peculiar genius.

First, an early taste for the great allegories of Bunyan,

Spenser, and Milton ripened into a definite prejudice in

favor of symbolic expression; while a youthful admiration

for the richness of Scott's novels paved the way for the

7 4 Gates, p. cit., p. 98.
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creation of romance. Second, the intense morality and
the bleakness of Hawthorne's Puritan heritage required
the background of romance and the richness of symbolism for
their adequate expression. Third, his underlying purpose,
the discovery and interpretation of the deeper truths of

human life, could best be accomplished with the aid of

these same dramatic elements of the writer's art.



CHAPTER II

THE SCARLET LETTER

The publication of The Scarlet Letter in 1850 brought

to Hawthorne the f me toward which he had so long been

struggling and rescued him from the unfortunate distinction

of being, according to his own estimate, the "obscurest man

of letters in America. "1 The first edition of five thousand

copies was quickly exhausted, requiring the printing of a

second edition almost imrmediately.2 Indeed, the book

proved to be,not only his first claim to fame, but of all

his works the one "most identified with his genius in popu-

lar regard. ,3 Written in the "simple grandeur of an elder
time,a 4 it eschews the stock devices of the novelist's art

and penetrates, without benefit of material details, dia-

lect, or subtle characterization, to the very depths of

human lif e.

The thene of the story is sin and its consequences,

presented fully ar to all intents impartially and without

1 Preface to Twice-Told Tales, I, i.
2 George E. Woodberry, Nathaniel Hawthorne, p. 189.
3 lbid. 4 Axson, _ i.M., p. 75.
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conscious effort toward the solution of its problems. The

concrete symbol of that sin and the initial inspiration of

the story was the fantastically embroidered scarlet letter

A. Hawthorne professed to have found the original emblem

in a packet of old documents in the Custom House and to have

been at once challenged by the infinity of its meaning;

especially from the moment when, happening to place it upon

his breast, he experienced a sensation "not altogether phys-

ical, yet almost so, as of burning heat; and as if the let-

ter were not of red cloth, but red-hot iron.",5 Hawthorne

went further to say that he still retained possession of

the curious symbol, as well as the document which disclosed

its history, and that they would be freely exhibited to

"whomever, induced by the great interest of the narrative,

might desire a sight of them.",6 To this realistic bit of

imagination, Hawthorne appended the fanciful account of how

he had received the "scarlet symbol, and the little roll of

explanatory manuscript"7 from the ghostly hands of his long-

departed predecessor, Mr. Surveyor Pue, who had exhorted

him in a ghostly voice "to bring his mouldy and moth-eaten

lucubrations before the public." 8

Actually, Hawthorne's acquaintance with the scarlet

letter and its possibilities dated much farther back than

his tenure in the Custom House. He had once discovered in

5The Scarlet Letter, p. 45.,61bid.

7 lbid., p. 47. 8Tbid.
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the early records of Boston "mention of a punishment en-

acted by Plymouth Colony in 1658 for the crime of adultery;

it had been ordered that women found guilty of this crime

should wear, on their uppermost garments, the initial let-

ter A, as a public indication of their sin."9 This idea

Hawthorne elaborated in his story, "Endicott and the Red

Cross," first published in The Token for 1838:

There was likewise a young woman, with no mean share
of beauty, whose doom it was to wear the letter A on
the breast of her gown, in the eyes of all the world
and her own children. And even her own children knew
what the initial signified. Sporting with her in-
famy, the lost and desperate creature had embroidered
the fatal token in scarlet cloth, with golden thread
and the nicest art of needlework; so that the capital
A might have been thought to mean Admirable, or any-
thing rather than Adulteress. 1 0

Lest these devout Puritans be thought excessively

harsh in dealing with this sinful woman, it should be added

that she was not alone in the isolation afforded by this

public exhibition of her shame. Others there were "whose

ears had been cropped . . . others, whose cheeks had been

branded with the initials of their misdemeanors; one, with

his nostrils slit and seared; and another, with a halter

about his neck, which he was forbidden ever to take off or

to conceal beneath his garments." 11 The thought intrudes

itself that these evidences of the zeal of the Puritan

9Morris, . cit., p. 209.

lO"tfndicott and the Red Cross," Twice-Told Tales, II, 279.

llIbid.
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fathers may have been inspired not altogether by the worthy

motive of stamping out iniquity from their midst but rather

by the hope of convincing God as well as their f ellowmen of

their own worthiness. Had God, with his infinite knowledge

of human hearts and motives, suddenly manifested a like in-

tention "to search out even the most secret sins, and ex-

pose then to shame, without fear or favor,",1 2 it is quite

possible that a great many of these zealots would have

hastened to draw their cloaks across their breasts or hide

their faces from the astonished gaze of their neighbors.

When Hester Prynne, wearing her scarlet letter and

carrying her child in her arms, emerged from the dark in-

terior of the ancient jail into the bright New England sun-

light, it was not to encounter the understanding and sym-

pathy of a people already judged with divine wisdom and im-

partiality and branded accordingly; instead, she faced the

uncompromising stares of "stern-browed men and unkindly

visaged women,",1 3 many of whom felt smugly secure in the

concealment of their own sins; while others felt even

greater security in the moral uprightness of their lives.

The women, especially, were inclined to judge harshly this

sinful member of their sex, whose "beauty shone out, and

121bid.

1 3 The Scarlet Letter, p. 76.
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made a halo of the misfortune and ignominy in which she

was enveloped. "1 4  Said one of these feminine judges, con-

scious no doubt of her own virtue, "This woman has brought

shame upon us all and ought to die. 1 5 .And another, ap-

parently not convinced of the chastening effect of the

scarlet letter upon its maker, remarked, "She hath good

skill at her needle . . . but did ever a woman, before this

brazen hussy, contrive such a way of showing it." 16  While

a third "iron-visaged" old dame muttered, "It were well . *

if we stripped Madam Hester's rich gown off her dainty

shoulders; and as for the red letterwhich she hath stitched

so curiously, I'll bestow a rag of mine own rheumatic flan-

nel, to make a fitter one. 1117 Fortunately, Hester, in her

isolation, was conscious neither of these nor of like

opinions.

Such, indeed, was the transforming power of the scarlet

letter that even those who knew its wearer intimately felt

that they saw her for the first time and that she was no

longer a part of their world but was enclosed "in a sphere

by herself." 18 Perhaps it was this sense of isolation

that enabled Hester to keep her place upon the scaffold

during the stirring appeal of the young minister, Dimmesdale,

14Ibid.,)p. 74. 1 5Ibid., p. 72. 16lbid., p. 75.

17 Ibid. 18 Ibid.



and the equally stirring, if less personal, discourse on sin
delivered by the older clergyman, who dwelt so forcibly

upon the shameful symbol that it gathered new terrors in the
eyes of the people and "seemed to derive its scarlet hue
from the flames of the infernal pit. "19  Then when Hester's
ordeal was over and she was taken back to prison, certain
curious and imaginative individuals who peered after her
declared that "the scarlet letter threw a lurid gleam

along the dark passage-way of the interior., 20

As indicated by the remarks of the gossips lately

quoted, several of the women in the market place felt that
the magistrates had been unwisely merciful in their dealing
with Hester Prynne. Certain more sensitive persons, how-
ever, may have been inclined to agree with the young wife
who whispered cautiously to her elders, "Do not let her
hear you! Not a stitch in that embroidered letter, but she
has felt it in her heart." 21  Nor did the agony of those
stitches and the ordeal of the market place mean the end
of the suffering to be inflicted by the scarlet emblem of

Hester's sin.

From the first moment when she emerged from the dark
haven of the prison and felt the condemning eyes of the
multitude upon her, the scarlet letter seemed to possess

19Ibid., p. 97. 20 Tbid., p. 98.

21Ibid*.,p. 76.
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the singular power of scorching into her flesh as if it

were, indeed, the "brand of a hot iron"22 suggested by the

idle gossip. In Hester's first grim interview with her

wronged husband, he replied to her forebodings with these

words: "Even if I imagine a scheme of vengeance, what could

I do better for my object than to let thee live . . . so

that this burning shame may still blaze upon thy bosom?"23

With all the wisdom of his maturer years, he could not have

foreseen the multiplicity of occasions when the malicious

words of the women, the exhortations of the clergymen, the

cruel taunts of innocent children, and even the curious

glance of a stranger would brand the scarlet letter "afresh

into Hester's soul; so that oftentimes she could scarcely

refrain, yet always did refrain, from covering the symbol

with her hand."24

Evidently, Hawthorne was never at a loss to devise

new ways in which the scarlet letter could inflict its hurt

upon Hester's burdened soul, which seemed "to grow more sensi-

tive with daily torture.,"25 The first thing the baby Pearl

noticed in her life was the glimmering of the scarlet let-
ter. At this point, as ever after when little Pearl was

the subject, Hawthorne's imagination took complete control.

22 Ibid., p. 71. 23Ibid., p. 103.
24Ibid.I, p. 121. 25Ibid., p. 122.
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The intelligent gleam of the baby eyes andthe touch of the

little hand were sufficient to make the guilty mother
t"clutch the fatal token, instinctively endeavoring to tear

it away."126 From that memorable time, Hester "had not a

moment's calm enjoyment"27 of her child's waking hours.

She never knew at what moment the child Is gaze would fix

itself upon the emblem "like the sudden stroke of death,
and always with that peculiar smile, and odd expression of

the eyes.,"2 8 On one occasion the child amused herself by

pelting the scarlet letter with handfuls of wild flowers,
dancing with fiendish glee the while, and never seeming to

know, or care, that every blossom inflicted untold anguish

on the mother's heart.2 9 At another time Pearl artfully

contrived an imitation of the scarlet letter out of eel-

grass and placed it on her own breast, where she regarded

it with all the accumulated curiosity of her seven years.

Her repeated questions, at one moment deadly serious and

the next moment impishly insistent, tempted the lonely

mother almost to the point of seeking to avail herself of

the child's sympathy by confiding her heart's secret to the

baby ears. At the last moment, however, Hester drew back,

instinctively realizing that the price was too great; and

driven thus beyond her strength, she was false for the first

26 2 7 id.2 8Ibid., p. 137. 2 9 Ibid., p.138.

28Ibid., p. 137. 29Ibid., p. 138.
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time to the symbol by which she had been "disciplined to
truth."11 3 0  Lightly she answered her child 's questions:

"Silly Pearl . . . there are many things in this world that
a child must not ask about. . . . And as for the scarlet

letter, I wear it for the sake of its gold thread. 31

There was yet one other way in which the dreadful sym-

bol added to Hester's burden of remorse. To her vivid

imagination, conditioned by the strangeness of her solitary

life, the scarlet letter seemed to have endowed her with a
new sense. "She shuddered to believe., yet could not help

believing, that it gave her a sympathetic knowledge of the

hidden sin in other hearts." 3 2  These mystical revelations,
if such indeed they were, sometimes involved a revered
minister or an honored magistrate, and at other times in-
dicated some pious matron or shy young maiden. So fre-
quent were the occasions when a sharper stab of the red in-
famy upon her breast indicated the proximity of guilt akin
to hers that Hester was forced to struggle against these
intimations, as against the voice of a bad angel, lest she
be persuaded that "the outward guise of purity was but a
lie, and that, if the truth were everywhere to be shown, a
scarlet letter would blaze forth on many a bosom besides

30 Ibid., p. 249. 3 1 Ibid.,. 260.
3 2 Ibid., p. 122.
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Hester Prynae's. 33  In this strange sense only was Hester

not all alone. Even so, she could not know the comfort of

fellowship with the varied company, which the scarlet let-

ter drew into the little circle of her ignominy; for man's

justice had neither divined their iniquity -- if such ex-

isted -- nor marked it with a symbol.

No other human hands dared take Hester's hand within

their grasp, save when its gentle pressure soothed the

fevered brow or when its welcome strength performed the

duties in the room where death had entered. With the pass-

ing years, Hester gradually assumed her place as a "self-

ordained Sister of kercy, 34 with the scarlet letter as the

symbol of her calling and the "Open Sesare" to every home

darkened by trouble; "as if its gloomy twilight were a

medium in which she was entitled to hold intercourse with

her fellow creatures." 35 Through all her ministry, Hester

neither expected nor accepted reciprocation of her aid and

sympathy. Once again in the sunshine of the public way,

she never lifted her eyes to receive the proffered greet-

ings of the late- recipients of her bounty, but indicated

the scarlet letter with her finger and passed on.36 As

it protected her from kindness, so the strange spell of the

emblem was sufficient against evil that might have threatened.

33Ibid., p. 123. 3 4 Ibid., p. 231.

35Ibid. 3 6 Ibid., p. 232.



33

It impwrted to the wearer a kind of sacredness, which
enabled her to walk securely amid all peril. Had she
fallen among thieves it would have kept her safe. It
was reported, and believed by many, that an Indian
had drawn his arrow against the badge, and that themissile struck it, but fell harmless to the ground.37

Thus Hester, enveloped in the mystic aura of the scarlet

letter, went her solitary way, barred from human fellowship,

yet protected from all other hurt save the anguish inherent

in the symbol itself.

The withering effect of this anguish of mind and heart

upon Hester 's character was evident even in her physical ap-

pearance. The shining beauty of her luxuriant hair she had

confined in a formal cap; and the natural warmth and color

of her face had disappeared, due partly to the austerity

of her sober gown and partly, perhaps, to the fact that the

brightness and sparkle had been absorbed into the flaming

emblem of her transgression. Whatever the cause, there was

nothing left "in Hester's face for Love to dwell upon. .

Some attribute had departed from her, the permanence of

which had been essential to keep her a woman.??38 Yet some

other thing, less feminine in those days, crept in to take

its place. Feeling and passion gave way to thought and

speculation; Hester's mind, freed by the very emblem that

bound her heart, "assumed a freedom of speculation, then

coimon enough on the other side of the Atlantic, -but which

37Ibid. ,p. 234. 3 8 Ibid. , p. 235.
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our forefathers, had they known it, would have held to be a

deadlier crime than that stigriatized by the scarlet letter." 3 9

In the scene of her meeting with the minister in the

forest, we see the results of Hester's seven years of free

thinking. For the first time, her inward rebellion was

translated into action. She boldly suggested to the minister

that they go away together to grasp the happiness that had

been denied them. In a gesture symbolic of the severance

of old ties, she unfastened the emblem of her shame and

bondage and threw it away, with a sense of relief that told

her that her suffering had been greater than she knew." To

complete the correspondence that Hawthorne liked "to make

between external events and inner significances, "4l Hester

unbound her lovely hair and let the softness once again

impart its charm to her features, which were literally

transfigured by the glimpse of happiness ahead.

There played around her mouth, and beamed out of her
eyes, a radiant and tender smile that seemed gushing
from the very heart of womanhood. A crimson flush
was glowing on her cheek, that had been long so pale.
Her sex, her youth, and the whole richness of her
beauty came back from what men call the irrevocable
past, and clustered themselves, with her maiden hope,
and a happiness before unknown, within the magic
circle of this hour. 4 2

But such rapture was only too brief an epoch in a

39Tbid., p. 236. 40Ibid., p. 293.

4 1Matthiessen, 2p. cit., p. 276.

4 2The_ Scarlet Letter, p. 293.
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lifetime of misery. Little Pearl refused to approach her

mother until the symbol was glittering in its accustomed

spot; and Hester replaced it with a sense of inevitable doom.

Then once wore she confined her hair beneath its accustomed

cap, and the transformation was again complete.

As if there were a withering spell in the sad let-
ter, her beauty, the warmth and richness of her
womanhood, departed like fading sunshine; and a
gray shadow seemed to fall across her.43

Thus did the scarlet letter, emblem not only of human

frailty and sin but also of the imperfection and limitation

of man's justice, work out its destiny in the life of Hester

Prynne; now scorching and withering her soul with the fire

of the infernal regions, and again softening and transform-

ing her into an angel of mercy; one minute exposing her to

the torture of her own child's accusing eyes, and the next

protecting her from physical harm; one day imprisoning her

in the solitude of her isolation, and the next freeing her

from the intellectual bonds which encompassed the Puritan

minds that had condemned her.

But What of the minister, partner of Hester's guilt,

who had not possessed the strength to stand beside her in

the market place? Did he exult in the flaw of human justice,

which placed a badge of shame upon the woman's breast and

allowed her partner to maintain his honored place as a

43bid., p. 306.
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revered minister of God? Hawthorne, with his "deeply in-

grained habit of apprehending truth through emblems," 4 4

was equal to the situation. He made it clear that man's

justice may not suffice, but the sinner does not exist who

can escape the consequences of his sin. The scarlet letter

which Hester wore upon her gown was but the counterpart

of that which was responsible for the minister's habit of

holding his hand over his heart "whenever his particularly

nervous temperament was thrown into agitation.??
45

Dimmesdale developed this fancy of the scarlet letter,

with its resultant gesture, as a direct outcome of the rigid

course of the penance whereby he sought to purify his guilty

soul, which daily grew more sinful from the very nature of

its double life. The members of his congregation reverenced

their young minister as "a miracle of holiness."1 46  Such

veneration tortured him, whose genuine impulse was "to adore

the truth,"47 to the extent that he desperately resolved to

proclaim his iniquity from the pulpit. Time and again he

ascended the steps and poured out the blackest condemnation

upon himself; but his hearers only shuddered at what must

have been the state of tbeir sinful souls when their godly

minister could discern such blackness in his own.

44Matthiessen, 2p. cit., p. 277.

4 5 The Scarlet Letter, p. 161. 4 6Ibid., p. 204.

47Ibid., p. 205.

WOM



37

The minister well knew -- subtle, but remorseful
hypocrite that he was! the light in which his
vague confession would be viewed. He had striven
to put a cheat upon himself by making the avowal
of a guilty conscience, but had gained only one
other sin, and a self-acknowledged shame, without
the momentary relief of being self-deceived. He
had spoken the very truth; and transformed it into
the veriest falsehood. And yet, by the constitution
of his nature, he loved the truth, and loathed the
lie, as few men ever did. Therefore, above 411
things else, he loathed his miserable self. 4

All else failing, the tortured minister, trusting

neither God nor his fellowmen, was often driven to seek re-

lief from his remorseless conscience by certain other acts

of penance, practiced in the solitude of his room. Often

he fasted until he was weak; at other tines he gazed by the

light of a flickering lamp at his own face in a looking-

glass, thus typifying the "constant introspection wherewith

he tortured, but could not purify, himself."40 At one time

such an impulse led him to steal, in the gray darkness of

midnight, to the scaffold, where Hester had first exhibited

the scarlet emblem of her shame. Standing there in the

"agony of heaven-defying guilt and vain repentance,

Mr. Dirmesdale was overcome with a great horror of mind,

as if the universe were gazing at a scarlet token on his

naked breast, right over his heart. 1%0 This strange fancy

of the minister's Hawthorne attributed to the gnawing tooth

of bodily pain that had long been present in that spot.

48Ibid, p. 206. 49 Ibid., p. 208.

50ibid., p. 212.
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A space longer the minister stood, while all wanner of

strange shapes appeared before his eyes, and the echoes of

his terrified shriek reverberated in the background, "as if

a company of devils, detecting so much misery and terror

in it, had made a plaything ofthe sound, and were bandying

it to and fio." 51  Then Hester and little Pearl were there

beside him, and the father was telling the child that the

three of their would not stand together in the light of day

until the judgment. At that moment a great light gleamed

over the cloudy sky, lighting the scene with the brightness

of midday, and revealing with the strangeness of an unac-

customed light "the minister with his hand over his heart;

and Hester Prynne, with the embroidered letter glimmering

on her bosom; and little Pearl, herself.a symbol, and the

connecting link between these two." 52  Then the minister,

gazing toward the zenith, saw, unless his eyes deceived

him, an immense letter A, "marked out in lines of dull red

light. t53

In working out his explanation of the minister's

vision, Hawthorne was mindful, perhaps, of his own state-

ment earlier in the story that "individuals of wiser faith

* . . knew that Heaven promotes its purposes without aiming

at the stage effect of what is called miraculous interposi-

tion." 54 He attributed the great light to "one of those

5 1Ibid. 52 Ibid., p. 221. 5 3 Ibid., p. 222.

54Ibid., p. 172.
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meteors, which the night watcher may so often observeburn-

ing out to waste in the vacant regions of the atmosphere."
55

He explained further that it was the custom of people in

New England in those early days to see the hand of God in

meteors and all other natural phenomena. The people were

warned of every notable event of national importance by

some unusual spectacle of nature. Hawthorne thought it a

"majestic idea, that the destiny of nations should be re-

vealed in these awful hieroglyphics on the cope of heaven. 156

Farther than this he would not go, declaring that it was

certainly a symptom of mental disorder when one individual

presumed to see "a revelation addressed to himself alone,

on the same vast sheet of record."57  Thus he interpreted

the minister's vision to be no more than the product of

his guilty imagination and added that "another's guilt

might have seen another symbol in it.", 58 In further dis-

cussion of the occurrence, the last word he gave by way

of explanation was the testimony of the old sexton, who

averred that the people interpreted the great red letter A,

which they had seen in the sky, to stand for angel, as

giving proper notice of the death of the good Governor

Winthrop.59

5 5lbid., p. 220. 561Tid., p. 222. 5 7 Tbid.

58Ibid.,, p. 223. 59Ibid., p. 227.
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Before proceeding to the discussion of the final mani-

festation of the scarlet letter on the breast of the min-

ister, mention should be made of a third person whose

destiny was inextricably united with that of the wearer of

the embroidered letter and of him who kept his hand over

his heart. From the dreadful moment when he emerged from

the shadows of the forest to see his wife standing on the

scaffold, Roger Chillingworth had employed his every faculty

in the task of discovering his betrayer ard of wreaking a

vengeance upon him such as would tax the utmost power of

Satan to devise. The old man attached himself to the ail-

ing minister as a learned physician, ever solicitous of

the welfare of the man into whose guilty and sensitive soul

he probed for the black secret so carefully guarded. Soon

convinced that the bodily disease was but the outward mani-

festation of the counterpart of Hester's scarlet letter,

the physician, presumably by means of certain drugs, caused

the minister to fall into a deep sleep in his chair. The

leech approached his patient, "laid his hand upon his

bosom, and thrust aside the vesture that, hitherto, had al-

ways covered it even from the professional eye."
60 One

brief glance was sufficient. The old man was transformed

into a veritable demon by the wildness of his exultation.

His behavior might have been likened to that of Satan when

6 0 Ibid., p. 197.
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a soul is lost to heaven and won into his kingdom. "But

what distinguished the physician's ecstasy from Satan's

was the trait of wonder in it." 6 1  Whether or not a phys-

ical stigma was there disclosed, Hawthorne did not say.

Possibly this notable failure to embody in words the phe-

nomenon which inspired the old. man's wonder may account for

the fact that here was the only instance of the manifesta-

tion of the symbol -- with the exception of Hester's em-

broidered token and her own little Pearl -- which Hawthorne

did not hedge about with doubts and consequent attempts at

explanation, either on the basis of natural phenomena or

"by the psychology of the persons involved. t,62

In the powerful climactic scene, with the scaffold

once more the stage, the minister stood again with Hester

and little Pearl, this time determined to put off the "hol-

low mockery of his good name",6 3 and be true for the first

time to his calling. In his confession was all the torture

and deepest meaning of the scarlet letter.

"It was on him! . . . God's eyes beheld it!
The angels were forever pointing at it)1 The Devil
knew it well, and fretted it continually with the
touch of his burning finger! But he hid it cunningly
from men, and walked enong you with the mien of a
spirit, mournful, because so pure in a sinful world!
Now, at the death hour, he stands up before you! He
bids you look again at Hester's scarlet letter! He

611bid., p. 198,
6 2 George Edward Woodberry, Nathanial Hawthorne, How to

Know Him, p. 166.

6 3 The Scarlet Letter, p. 283.
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tells you that, with all its mysterious horror, it
is but the shadow of what he bears on his own
breast, and that even this, his own red stigma, is
no more than the type of what has seared his inmost
heart! Stand any here that question God's judgment
on a sinner? Behold! Behold a dreadful witness of
it t"6 4

Hawthorne, to some extent, disclaimed responsibility for

the appearance of the symbol by stating that it would be

irreverent to describe it.65 Many of the spectators, how-

ever, testified "to having seen, on the breast of the un-

happy minister, a SCARLET LETTER -- the very semblance of

that worn by Hester Prynne -- imprinted in the flesh. 066

Certain other witnesses deniedd that there was any mark

whatever on his breast more than on a new-born infant 's.ti7

These same witnesses declared that his confession had not

implied any connection with Hester's guilt, and that his

dying gesture had been made only "to impress on his ad-

mirers the mighty and mournful lesson that, in the view

of Infinite Purity, we are sinners all alike."1 6 8 Could it

have been that the minister's final penance was also vain;

that once again he had spoken truth and "transformed it

into the veriest falsehood69 in the eyes of God?

Of all the forms in which Hawthorne's ingenuity suc-

ceeded in embodying the scarlet letter, none was so richly

64Ibid., pp. 369-370. 65Tbid., p. 370.

6 6 bid., p. 373. 6 7 Ibid., p. 374.

6 8 Ibid., p. 375. 6 9 lbid., p. 207.
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symbolic of the "passionate defiance of law human and di-

vine"7 0 as was the child, Pearl, who was, indeed, the

"scarlet letter in another form; the scarlet letter endowed

with life."7 1  Hester had called her "Pearl," as "being of

great price, -- purchased with all she had, -- her mother's

only treasure!"7 2 She was a constant joy and sorrow, the

sole recipient of all the vast wealth of love of which a

nature like Hester's was capable. Sometimes the mother re-

garded her fearfully, almost doubting that she was really a

human child and wondering if she were not perchance an "airy

sprite, which, after playing its fantastic sports for a

little while upon the cottage floor, would flit away with a

mocking smile. "73

Not even from the standpoint of the reader is Pearl

altogether convincing as a real character. The dual rdle

she was required to play, in depicting childish innocence

and charm, and at the same time, embodying the full meaning

of the guilt and passion inherent in the scarlet letter,

was likely to result in a certain degree of weakness either

in the character or in the per sonification. Certainly the

failing was not in the latter, for the symbolic purpose of

70Julian Hawthorne, "The Making of the Scarlet Letter,"
Bookman, LXXIV (December, 1931), 408.

7 1 The Scarlet Letter, p. 144.

7 2 1bid., p. 125. 7 3 Ibid., p. 130.
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her nature is "like an echo that keeps on re-echoing through

the landscape in multiform and. unexpected voices and images. "74

We may recognize this purpose in the child's precocious and

never-failing interest in the scarlet emblem on the mother's

breast; in her lawless spirit which would "not be made

amenable to rules"; 7 5 in her "natural enmity and passion," 7 6

which sometimes expressed themselves in wrathful outbursts

against the children of the neighborhood; in the wildness

of her nature and the elflike qualities, which made her seem

at times as if she were truly not of this world but of an-

other.

As Pearl grew older, she began to possess a "luxuriant

beauty -- a beauty that shone with deep and vivid tints,"77

in the rich coloring of her hair and eyes and complexion.

Truly, there was "fire in her and throughout her; she seemed

the unpremeditated offshoot of a passionate moment."7 8  This

physical correspondence to the scarlet letter was emphasized

by the same skill in the art of needlework that Hester had

employed in elaborating the scarlet letter on her own sober

gown.

The mother herself -- as if the red ignominy were so
deeply scorched into her brain that all her conceptions
assumed its form -- had carefully wrought out the

7 4Woodberry, Nathaniel Hawthorne, How to Know Him, p. 148.

7 5 The Scarlet Letter, p. 127. 7 6 lbid., p. 133.

7 7 Ibid., p. 143. T SIbid.
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similitude; lavishing many hours of morbid ingenuity,
to create an analogy between the object of her af-
fection and the emblem of her guilt and torture. But,
in truth, Pearl was the one, as well as the other;
and only in consequence of that identity had Hester
contrived so perfectly to represent the scarlet let-
ter in her appearance. 7 9

In unfolding the remarkable mixture that went into the

making of Pearl's airy and unpredictable self, Hawthorne

emphasized many times her steadfast insistence upon truth.

The fact is not unusual when we read his direct statement

of one of the many morals derived from the tragedy of the

minister's concealment of his sin: "Be true. Be true.!

Show freely to the world, if not your worst, yet some

trait whereby the worst may be inferred.!"8 0 In searching

Pearl's expanding nature, reluctantly for traces of the

evil she feared to find and eagerly for evidences of the

good she dared hope to find, Hester could see emerging from

the general chaos "a bitter scorn of many things, which,

when examined, might be found to have the taint of false-

hood in them." 81

Witness certain examples of the many times she scorned

the minister, seeming to realize instinctively his false-

ness to the obligations of the scarlet letter. In the mid-

night vigil on the scaffold, Pearl explained her elfish

7 9 Ibid., p. 144. 8 0 Ibid., p. 376.

81Ibid. ,p. 258,
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mocking of her father: "Thou wast not boldj! Thou wast not

true! . . . Thou wouldst not promise to take my hand, and

mother's hand, tomorrow noontide."'83  Again when she saw

him coming along the path in the forest, Pearl said to

Hester: "And, mother, he has his hand over his heart! Is

it because . . . the Black Man set his mark in that place?

But why does he not wear it outside his bosom, as thou

dost, mother?" 8 3  Then, in the scene at the brookside, Pearl,

having just kissed her mother tenderly and planted a. kiss

on the scarlet letter, was forced to approach the minister.

In a vain gesture of pacification, he bent forward and im-

pressed a kiss on her forehead. Immediately Pearl broke

away from her mother's grasp, and "running to the brook,

stooped over it and bathed her forehead, until the unwel-

core kiss was quite washed off. . . *,84 Finally, the

minister, inwardly resolved upon the truth at last, walked

triumphantly in the election-day procession. For the first

time in almost seven years "his frame was not bent; nor did

his hand rest ominously upon his heart." 8 5  Then he was

upon the scaffold with Hester and little Pearl, and the

truth was told; the scarlet letter had come into its own.

The dying father turned to his child:

8 2 Ibid., pp. 224-225. 8 3 Ibid., p. 270.

8 4 Ibid., p. 308. 8 5 Ibid., p. 346.
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" . . . dear little Pearl, wilt thou kiss me now? . .

Pearl kissed his lips. A spell was broken. The
great scene of grief, in which the wild infant bore a
part, had developed all her sympathies; and as her
tears fell upon her fathers cheek, they were the
pledge that she would grow up amid human joy and sor-
row, nor forever do battle with the world, but be a
woman in it. Towards her mother, too, Pearl's er-
rand as a messenger of anguish was fulfilled. 8 6

Thus the scarlet letter at last worked out its stern

course of retribution in the tragic lives of the man and

woman, setting forth the moral truths that exemplify the

utmost in imaginative fitness, which r akes the end of the

tale, "not an event, or any phase of action, for itself,

but a conviction in the reader's mind.",87

In every variation of the setting of The Scarlet Let-

ter, there is evidence of the careful discrimination with

which Hawthorne either eliminated or obscured those details

that could not in themselves be made eloquent of the particu-

lar truths he sought to develop. Nowhere does the setting

intrude itself between the reader and the story; nor does

it fail in any instance to emphasize the exact shade of

meaning appropriate in the theme. An effective character-

ization of this element in the story may be obtained by

making certain minor substitutions in one of Hawthorne's

own descriptions:

8 6Ibid., p. 371.

87Woodberry, Nathaniel Hawthorne, How to Know Him,
p. 139.
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The [setting], so proper was it to [the story], seemed
an effluence, or inevitable development and outward
manifestation of [the theme], no more to be separated
from it than the many-hued brilliancy from a butter-
fly's wing, or the painted glory from the leaf of a
bright flower. As with these., so with the [story];
[its setting] was all of one idea with [its purpose]. 88

In order to achieve such close harmony of tone., the

range of scenery was necessarily limited, the entire drama

being enacted within the isolation of a little space carved

out of the vastness of the lonely New England wilderness.

The individual scenes Hawthorne sketched with a broad hand,

now and then emphasizing certain details of a special sym-

bolic nature as, for instance, "a grass-plot, much overgrown

with burdock, pigweed, apple-peru, and such unsightly vege-

tation, which evidently found something congenial in the

soil that had so early borne the black flower of civilized

society, a prison,"89 or, by way of contrast, "a wild rose-

bush, . . . with its delicate gems, which might be imagined

to offer their fragrance and fragile beauty to the prisoner

as he went in, and to the condemned criminal as he came

forth to his doom, in token that the deep heart of Nature

could pity and be kind to him. 190 The larger and basic

elements of the scenes macy be quickly enumerated: a dark

and dismal jail and the wild, free forest; man's emblem

of ignominy, a scaffold, and a church, the symbol of God's

8 8 The Scarlet Letter, p. 330. 8 9 Ibid., p. 66.

9 0Ibid.

m , " - -, ,: - , t - 9 41FAMRS . . j4omw, -.- I'- , -,- m -



49

majesty; a small, humble thatched cottage and the proud

mansion of a Puritan governor.

Hawthorne was inclined to make much of such sharp con-

trasts, heigatening the bright colors of the scarlet let-

ter by means of the sober hues of Hester's gown, or symbol-

izing the minister's concealment of his sin by the black-

ness of the cloudy night of his vigil as compared with

the brightness of the "too vivid light of day," 9 1 in which

Hester stood before the stern tribunal with her sin-born

infant blinking in her arms.

These last two scenes upon the scaffold, together with

that of the minister's confession, constitute the framework

around which Hawthorne "developed his most coherent plot. '92

The scaffold was a part of that loathesome penal instrument,

the pillory, in which the "very ideal of ignominy was em-

bodied and made manifest. . . .193 At first, the glaring

shame of it, especially for one who stood so high in public

regard, was sufficient to seal the minister's lips. Then

the relentless torture of his hypocrisy contending with the

moral cowardice of his pious soul drove him to the mockery

of u vigil there at midnight. Finally, with Hester's sup-

porting arm about him he mounted again its worn steps to

9Ibid., p. 73.

9 2Matthiessen, 2j. cit., p. 275.

9 3 The Scarlet Letter, p. 77.



50

die a "death of triumphant ignominy before the people."9 4

Even Hester, standing patiently at the foot of the scaffold

listening to the distant sound of the minister's voice de-

livering the great election sermon, felt "an inevitable

magnetism in that spot, whence she dated the first hour of

her life of ignominy. There was a sense within her . ..

that her whole orb of life, both before and after, was

connected with this spot, as with the one point that gave

it unity."95

Hawthorne's description of the dense forest that

skirted the little settlement and of the events that tran-

spired there was richly allusive and yet thoroughly in keep-

ing with the "darkening close of a tale of human frailty and

sorrow." 9 6 As Hester and little Pearl walked along the

path, the denseness of the forest that hemmed them in so

narrowly on either side disclosed "such imperfect glimpses

of the sky above that, to Hester's mind, it imaged not amiss

the moral wilderness in which she had so long been wander-

ing. "9 This correspondence was amplified a short time

later in explanation of the "latitude of speculation"98

Hester had assumed as a result of her estrangement from so-

ciety and her consequent development of a critical attitude

toward all social and religious institutions. The badge

94Ibid.pp. 372. 95bid., p. 354. 9 61Tbid. , p. 67.

9 7lbid., p. 263. 9 8 Ibid., p. 288.
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of her sorrow was her "passport into regions where other

women dared not tread."99  And being there alone, so far

ahead of her time,, "she had wandered without rule or guid-

ance, in a moral wilderness; as vast, as intricate and

shadowy as the untamed forest. . . .lOO

The gloom of the great forest was not altogether

triumphant; for now and then a breeze brushed aside the

clouds, and a little gleam of sportive sunlight peeped

through like a ray of hope, vanishing when Hester seemed

almost able to reach out and grasp its golden promise and

flitting on ahead to tempt her from the miserable existence

in which she had wandered with no other guidance thAn this

fitful gleam. The sunshine seemed not to be afraid of lit-

tle Pearl, who actually caught a gleam of it and "stood

laughing in the midst of it, all brightened by its splen-

dor. . . .0301 Perhaps the existence of hope, for little

Pearl, was a reality; and she might even live to see the

time, of which Hester wistfully spoke in later years, when

"la new truth would be revealed, in order to establish the

whole relation between man and woman on a surer ground of

mutual happiness. 102

In the chapter which Hawthorne called "A Flood of

99Ibid., p. 289. 1001bid., p. 288.

lOlIbid,., p. 264. 1 0 21bid., p. 223.
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Sunshine," the man and woman made their decision to go away

together to a new life, flinging away the past with the

scarlet letter and absorbing the sunshine of hope as they

had before enveloped the blackness of despair. So great

was the sympathy and mutability of nature that the gloom

of earth and sky vanished, "as with a sudden smile of

heaven, burst forth the sunshine, pouring a very flood into

the obscure forest, gladdening each green leaf, transmuting

the yellow fallen ones to gold, and gleaming adown the gray

trunks of the solemn trees."1 1 0 3  Hawthorne's explanation of

this timely illumination of the forest's gloom harks back

to this line in connection with the letter A in the sky:

"* . . another's guilt might have seen another symbol in

it.", 1 0 4 Perhaps with the same tremor of doubt in this new

creation, Hawthorne offered a similar psychological inter-

pretation:

Love, whether newly born, or aroused from a death-
like slumber, must always create a sunshine, filling
the heart so full of radiance that it overflows upon
the outward world. Had the forest still kept its
gloom, it would have been bright in Hester's eyes,
and bright in Arthur Dimmesdale 'st105

Hawthorne's fondness for the perfection and ideal

beauty of the image or reflection is indulged with many

repetitions and yet with telling effect in the forest scene.

103Ibid., p. 293. 1 0 4 bid., p. 223.

1 0 51bid., p. 294.
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Pearl, summoned by Hester, hesItated stubbornly on the

other side of the brook, which was the "stream of separa-

tion,,106 whereby the mother, having admitted another into

the circle of her feelings, was estranged for the first

time from her child. Just where Pearl stopped, the brook

had formed a quiet pool, which

reflected a perfect image of her little figure, with
all the brilliant picturesqueness of her beauty, in
its adornment of flowers and wreathed foliage, but
more refined and spiritualized than the reality. This
image, so nearly identical with the living Pearl,
seemed to comrunicate somewhat of its own shadowy and
intangible quality to the child herself. . . . In the
brook beneath stood another child, -- another and the

same, -- with likewise its ray of golden light.
Hester felt herself, in some indistinct and tantaliz-

ing manner,.estranged from Pearl; as if the child, in
her lonely ramble through the forest, had strayed out
of the sphere in which she and her mother dwelt to-
gether, and was now'vainly seeking to return to it.l07

Rarely do we find in a single passage so complete an epitome

of Hawthorne's consciousness of the spirituality of the

image and his feeling that the reflection, being closer to

the ideal, is a more effective medium for the dissemination

of truth.

Going back to the scene of another meeting, this time

between Hester and the physician on the seashore, we find

Pearl pausing by a pool of water to flirt with the

image of a little maid, whom Pearl, having no other

playmate, invited to take her band, and run a race

1 0 6blatthiessen, o2. cit., p. 279.

1 0 7 The Scarlet Letter, p. 300.
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with her. But the visionary little maid . . . beck-
oned likewise, as if to say, -- "This is a better
place! Come thou into the pool.!" And Pearl, step-
ping in mid-leg deep, beheld her own white feet at
the bottom; while, out of a still lower depth, came
the glean of a kind of fragmentary smile, floating
to and fro in the agitated water.TO

At times the reflection of truth came by way of some

other mediu , as When Hester fancied that she saw, in the

small black mirror of her baby's eye, a miniature portrait

of another face besides her own, a "face, fiend-like, full

of smiling malice, yet bearing the semblance of features

that she had known well, though seldom with a smile, and

never with malice in them." 109

A final reference may be made to the impish reflection

of Pearl's laughing face and the exaggerated proportions

of the image of the scarlet letter as reflected in the

convex mirror of the gleaming armor in the hall of the

governor's mansion,,110 which armor, Winters says, repre-

sented

the new faith which brought the Puritans to England,
and Which not only shone with piety -- "especially
the helmet and breastplate," the covering of the
head and heart -- but supported then in their prac-
tical struggles with physical adversaries, and which
in addition altered their view of the life about them
to dogmatic essentials, so that Hester was obliterated
behind the fact of her sin, and Pearl transformed in
view of her origin.111

1081bid., p. 241. 1 O9Ibid., p. 137.

11lOIbid., p. 150. 111 Winters, op. cit., p. 13.
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Thus did the lights and shadows end mirrored images

in Hawthorne's little study find their way into the pages

of his story, refining and diffusing the substance of

truth for the understanding reader as subtly and yet as

surely as the warm light of the coal fLire and the "cold

spirituality of the moonbeams" had given the author his

prophetic visions.

A concluding view of The Scarlet Letter reveals the

extent to which Hawthorne availed himself of the expres-

siveness of symbolic language in dealing with the secret

things of the human heart. The nobility of the theme re-

quired a universal language in order that all the world

might read and understand. The scarlet letter itself, as

Hawthorne depicted it in the lives of the man and woman

and the child, becomes "a brilliant focus for all the mean-

ing of the tale, 11 2 which is further exemplified by a

wealth of minor correspondences,illuminating by their more

subdued rays the many deviations of the central theme.

But whatever form the particular phenomenon assumed, whether

it was the tangible emblem of the scarlet letter embroidered

in gold thread or its etherealized image in the brook, the

important thing is that we grasp the "ideal truth, the

abstract truth, the living truth,"1 1 3 which is the chief

treasure of the story.

1 l2Woodberry, Nathaniel Hawthorne, How to Know Him,
p. 174.

1131bid. ,p. 165.
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CHAPTER III

THE HOUSE OF THE SEVEN GABLES

Hawthorne began writing The House of the Seven Gables

in September after the publication of The Scarlet Letter in

April. During this interval, the Hawthorne family moved

from the house on Mall Street to "a little red frame house

on the great hillside overlooking Stockbridge Bowl, with

comfortable grounds and a wide view over the rugged Berk-

shire landscape."1u This change of environment, from the

closer atmosphere of Salem to the little house which boasted

a garden, an orchard, and a barnyard with a "two-story

chicken-cool) that sheltered a brood of pet chickens , "2 may

have been to some extent responsible for the qualities in

the second book which inspired Brooks' statement:

The deepest shade covered The Scarlet Letter. But the
flickering play of the sun and the leaves set the note
of The House of the Seven Gables. The story moved in
a sBTF 'epEThr~r2TgET,meTrirnglike a happy dream of
Shakespeare.3

In contrast to the imaginative atmosphere produced by

1 Morris, o. cit., p. 233. 2 bid.

3 Van Wyck Brooks, The Flowering of New England, p. 387.
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the light from the "coal fire and the moon"4 in the little

room which cast its somber spell over the pages of The

Scarlet Letter, the wholesome surroundings of the new home

were conducive to the creation of a work "not so high-

strung in imagination end moral feeling, and . . . more on

the level of [Hawthorne's] familiar days. t5 In fact, the

author wrote in a letter to his friend, Bridge: "I think

it a work more characteristic of my mind, and more proper

and natural for me to write, than The Scarlet Letter. . .. 96

Althou h Hawthorne's use of symbolism in The House of

the Seven Gables was inspired by the same purpose as that

in the preceding book, it was, nevertheless, subordinated

to some extent to the less dramatic elements of the theme

and to the more contemporary nature of the setting. So

acute was the author's consciousness of having achieved in

this book "fidelity to the life he knew so minutely,"7 and

so aware was he that this quality might expose the romance

"to an inflexible and exceedingly dangerous species of

criticism, by bringing his fancy pictures almost into posi-

tive contact with the realities of the moment,"8 that he

4American Notebooks, p. 124.

5 Woodberry, Nathaniel Hawthorne, How to Know Him, p. 103.

6 Horatio Bridge, Personal Recollections of Nathaniel
Hawthorne, p. 126.

7 oodberry, Nathaniel Hawthorne, p. 211.

8Preface to Seven Gables, p. xxiv.
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felt obliged to make certain precautionary statements in

the preface to the book. Hawthorne described the story as a

legend prolonging itself, from an epoch now gray in
the distance, down into our own broad daylight, and
bringing along with it some of its legendary mist,
which the reader, according to his pleasure, may
either disregard, or allow it to float almost imper-
ceptibly about the characters and events for the sake
of a picturesque effect. 9

He urged the reader not only to refrain from assigning an

"actual locality to the imaginary events"10 of the story

but to read the book "strictly as a Romance, having a

great deal more to do with the clouds overhead than with

any portion of the actual soil of the County of Essex.1"11

It must not be thought, however, that the book is al-

together lacking in the symbolic richness that characterizes

The Scarlet Letter. Instead, it exists in more subdued

tones and its blended more naturally into the fabric of the

story. Woodberry surmarized Hawthorne ts qualifications

for the new task in these words:

Eager and acute to see, to notice and to meditate what
he saw, and with a sympathetic genius to interpret and
to understand, because he was of the blood and knew the
comon past, he was an ideal historiographer of the com-
munity; but, besides, there was added to his blood the
secret drop of artistic genius that made him a creator
instead of a recorder of life.12

As evidence of a still more vital qualification for his

9 lbid., p. xxii. 1 0Ibid., p. xxiii.

1lybid., p. xxiv.

1 2Woodberry, Nathaniel Hawthorne, How to Know Him, p. 103.
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appointed task, Melville said of Hawthorne: "We think that

into no recorded mnd has the intense feeling of the usable

truth ever entered more deeply than into this man's." 13

As explained in Chapter I, Hawthorne's chief purpose was to

discover this "usable truth" and make it available to who-

ever would have it; and, in order that its application

might not be limited tothe narrow confines of one age, one

generation, or one locality, he frequently resorted to the

use of the symbol. The nature of the special truth embodied

in this particular story he stated plainly in these words:

Not to be deficient in this particular, the author has
provided himself with a moral, -- the truth, namely,
that the wrong-doing of one generation lives into the
successive ones, and, divesting itself of every tem-
porary advantage, becomes a pure and uncontrollable
mischief; and he would feel it a singular gratifica-
tion if this romance night effectually convince man-
kind -- or, indeed, any one man -- of the folly of
tumbling down an avalanche of ill-gotten gold, or
real estate, on the heads of an unfortunate posterity,
thereby to maim and crush them, until the accumulated
mass shall be scattered abroad in its original atoms. 1 4

Again, as in The Scarlet Letter, Hawthorne's purpose

called for the elaboration, not of the wrong-doing itself,

which was presented briefly as part of the background, but

of its tragic effects in the lives of successive generations.

The ancient curse, symbolized in one instance by the "an-

cestral fatality of gurgling blood in the throat," 1 5 and

1 3 Raymond M. Weaver, Herman Melville, Mariner and Mys-
tic, p. 316.

1 4 Preface to Seven Gables, p. xxii.

15 iore, 2. cit., p. 379
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instrumental in causing the loss of the mythical estate in

the east, the brackish water of Maule's Well, and the mys-

terious prison term of Clifford, is made subsidiary to the

rest of the plot, existing "rather as a slight, delicate,

and evanescent flavor., than as any portion of the actual

substance"16' of the scenes, which Hawthorne delineated so

carefully as to give them an "atmosphere of penetrating old-

time reality"17 and to make one feel that they were actually

the "picturesque, the pathetic, the sentimental things of

a provincial, almost a colonial city, of long ago." 18 James

says that the story "renders to an initiated reader,the in-

pression of a stumer afternoon in an elm-shadowed New Eng-

land town."9 Thus the artist of reality vied with the

artist who believed that spiritual truth is plainest

through the mists of romanticism and by means of symbols is

disserminated through a "far more subtile process than the

ostensible ones." 2 0  Woodberry says of the results of these

opposing tendencies in the author: "This union of highly

developed individuality in the treatment, with universal

human significance in the meaning, is the rark of Haw-

thorne's genius. It turned a parochial tale into a national

memori1.121

1 6 Preface to Seven Gables, p. xxi.
17'Voodberry, Nathaniel Hawthorne, How toKnow Him, p. 98.

18Ibid. 19 Henry James, Jr., Hawthorne, p. 120.

2 0 Preface to Seven Gables, p. xxiii.
2 1 Woodberry, Nathaniel Hawthorne, How to Know Him, p. 98.

UNION-a-mi"MWAA I- --- -low - 111 -lll -w ? RON



61

In approaching the study of symbolism in this second

book, we Ere attracted first by a "rusty wooden house, with

seven acutely peaked gables, facing towards various points

of the compass,#22 a house which was the original inspira-

tion of what Melville was pleased to call the "rich, clus-

tering, romantic title,"2 3 _The House of the Seven Gables.

The venerable mansion, grown "black in the prevalent east

wind,"t 24 was the "physical sign and habitation"2 5 of the

Past, whose perpetuation "in the present as environment

and inheritance"26 is the major theme of the story.

Holgrave, a type of the young reformer, with a vast

range of experience to the credit of his few years and his

youthful vision of the "golden era, to be accomplished in

his own lifetime," 2 7 and gray-haired Clifford, the tragic

wreck whom life had passed by with no other gift than an

inherited curse and the sense of a great wrong -- these

two Hawthorne chose to be the spokesmen of his thesis,

that the Past, in proportion to its intrusion upon the

Present, is necessarily an evil influence as well as a bar-

rier to future progress. Among Holgrave's qualifications

for this office were his youthful independence and a cos-

mopolitan attitude derived from such a variety of occupations

2 2 Seven Gables, p. 1. 2 3Weaver, op. cit., p. 315.

2 4 Seven Gables, p. 2.

2 5Woodberry, Nathaniel Hawthorne, p. 211. 2 6 Tbid., p. 210.

2 7 Seven Gables, p. 260.



62

and experiences as would have done credit to a man who, in

consequence of his many years, had retired from a lifetime

of wandering to a belated enjoyment of "his own home, with

a nice little fire in the chimney."1 28 Holgrave, at twenty-

two, had been in turn a country schoolmaster, a salesman

in a country store, an editor of a rural newspaper, a

widely traveled New England peddler, and an amateur dentist.

As a ninor official on a packet ship, he had gone to Europe

and managed to visit France, Germany, and Italy. Later he

had spent some time in a community of Fourierists and had

even lectured publicly on Mesmerism, in which "science" he

possessed a definite talent. 'During the time of his resi-

dence in the old Pyncheon House he earned his living $s a

daguerreotypist,29 an occupation symbolic of the cool de-

tachment with which he seemed to be studying the house and

its occupants, as if he were seeking to discover the "skele-

ton in the closet" as well as to allow no "slightest cir-

cumstance of the individualities"30 of its three living in-

mates to escape him. If the young man did not find a skele-

ton in the house, he found enough of the evidence of evil

to inspire him to make this statement: "The house, in my

view, is expressive of that odious and abominable Past, with

all its bad influences, against which I have been declaiming.

28 Ibid.,, p. 377. 2 9 Ibid., p. 255.

3 01bld.., p.. 257.
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I dwell in it for awhile, that I may know the better how to

hate it." 31 Evidently, we are not to suppose that the

house was a symbol of just that one grievous wrong whereby

his own family was deprived of its just title to the little

plot of ground on which the mansion stood. Rather, the

young philosopher seemed to take a broader view and to be

concerned also with the influence of the Past upon others.

"Shall we never, never get rid of this Past?"
cried he. . . . "It lies upon the Present like a
giant's dead body.' In fact, the case is just as if a
young giant were compelled to waste all his strength
in carrying about the corpse of the old giant, his
grandfather, who died a long while ago, and only needs
to be decently buried. Just think a moment, and it
will startle you to see what slaves we are to bygone
tires,-- to Death, if we Live the matter the right
word."132

In explanation of this last statement, Holgrave re-

counted the many ways in which our lives are circumscribed

by such other sytabols of dead nenrs wishes as laws, wills,

established customs and institutions, and even ancestral

houses Vike that of the Seven Gables.33 Phoebe's less

imaginative mind caused her to protest, "And why not,

so Ldng as we can be comfortable in them?"34 But the re-

former was not so easily deterred from expressing the full

necsure of his convictions:

31Ibid., p. 267. 3 2 Ibid., p. 264.

33bid., p. 265. 34 Ibid., p. 266.
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"But we shWll live to see the day, I trust, . . . when
no men shall build his house for posterity. . . . If
each generation were allowed and expected to build
its own houses, that single change, comparatively un-
important in Itself, would imply almost every reform
which society is now suffering for. I doubt whether
even our public edifices -- our capitols, state-
houses, court-houses, city halls, and churches --
ought to be built of such permanent materials as stone
or brick. It were better that they should crumble to
ruin once in twenty years, or thereabouts, as a hint
to the people to examine into and reform the institu-
tions which they symbolize."035

As Holgrave spoke from the accumulated wisdom of a mul-

tiplicity of experiences and observations, so Clifford spoke

from the depths of a single, overwhelming, personal tragedy,

a tragedy resulting from the desire of a man to "build a

great, gloomy, dark-chambered mansion, for himself to die

in, and for his posterity to be miserable in. "36 Clif-

ford's and Hepzibah's instinctive flight after the death of

Judge Pyncheon was evidence of their immaturity of mind and

their lack of worldly experience. Hepzibah's less versatile

mind had so long been conditioned by the oppressive influ-

ence of the old house that she could not seem to realize,

as they traveled along, the growing distance between them

and the

seven old gable peaks., with their moss, and the tuft
of weeds in one of the angles, and the shop-window,
and a customer shaking the door, and compelling the
little bell to jingle fiercely, but without disturb-
ing Judge Pyncheon. This one old house was every-
where! It transported its great, lumbering bulk with
more than railroad speed, and set itself phlegmatically
down on whatever spot she glanced at. 37

351bid.* 36 4 bid., p. 383. 37Ibid., p. 376.
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Such was not the case with Clifford, who said to his

sister, "Let us leave the old house to our cousin Jaffrey!

He will take care of it.," 3 8 Startled into sudden "manhood

and intelligent vigor,",3 9 he was capable of leaving the

Past, in the image of the old house, and stepping momen-

tarily into the current of human activities. Stimulated by

an unnatural sense of freedom and of wisdom hitherto un-

known to him, he plunged into an animated discussion of the

merits of the railroad as a means of breaking home ties and

setting the individual free from the morbid atmosphere of

"an old home, rendered poisonous by one's defunct fore-

fathers and relatives.",4 0 Clifford saw in the railroad a

symbol of the freedom from those hindrances to that real

happiness which men lost when they ceased to live in "tem-

porary huts, of bowers and branches, as easily constructed

as a bird's nest." 41  He believed that in the "ascending

spiral curve" 4 2 of man's progress, he would once again "do

away with those stale ideas of home and fireside, and sub-

stitute something better," 4 3

By the Judge's death and the marriage of Holgrave and

Phoebe, the last representatives of the Maule and Pyncheon

families, the evil spell of the past was theoretically

381bid.,p. 364. 3 9 bid., p. 376.

40lbid., p. 380. 41Ibid., p. 378.

4 2 Ibid. 4 3 Ibid., p. 377.
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broken, but "in the poetic justice of bestowing opulence

on all those who had previously been deprived of it by the

Judge, Hawthorne overlooked the fact that he was sowing all

over again the same seeds of evil. "4 4 Even that "sworn foe

of wealth and all manner of conservatism, -- the wild re-

former, -- Holgrave."'4 5 was heard to wonder that the Judge

had not seen fit to build his country house of stone, which,

growing venerable with time, would have given that impres-

sion of permanence which the artist had come to consider

"essential to the happiness of any one moment." 4 6

Thus the old Pyncheon House symbolized the accumulated

evil of the several generations that had lived beneath its

roof. As long as the seven gables and the great central

chimney towered in pride above the street and its doors re-

mained inhospitably closed to the purifying influence of

love and companionship; as long as the portrait of the

stern-browed Puritan remained fixed upon the wall, thereby

concealing the ancient deed, symbol of the mythical eastern

territory; as long as the hope of obtaining this fabulous

inheritance divided the members of the faMily from each

other and revented them all from associating with the rest

of mankind; just so long would the old house retain its

right to synbolize the past.

4 4 Matthiessen, , . ct., p. 332.

4 5 Seven Gables, p. 458. 4 6 Ibid., p. 460.

9"Aww"
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Paralleling his belief that all houses should be re-

duced at certain intervals to meaningless, and yet once

again challenging, heaps of brick and timber was Holgrave's

conviction that "once in every half-century, at longest, a

family should be merged into the great, obscure mass of hu-

nanity, and forget all about its ancestors." 47  As evidence

of the need for such emergence, Hawthorne contrasted the

light-hearted efficiency and adaptability of Phoebe Pyncheon,

who had inherited these traits from her &other's side of

the family, with the inadequacy of old Hepzibah, who proudly

regarded her helplessness as an hereditary trait. Haw-

thorne added that this inapplicability of the Pyncheons to

any useful purpose was a morbid trait, "such as is often

generated in families that remain long above the surface

of society." 4 8

An adequate symbol of this inward degeneration may be

seen in the ancient rosebush of luxuriant growth, which pro-

duced an abundance of very rare and beautiful, and, without

doubt, very aristocratic, white roses, most of which, un-

fortunately, were found to have "blight or mildew at their

hearts; but, viewed at a fair distance, the whole rosebush

looked as if it had been brought from Eden that very suinner,

together with the mould in which it grew." 4 9  Thus, that

47 Ibid., p. 268. 4 8 Ibid., p. 110. 4 9 Ibid., p. 100.
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level of society where flourished the aristocracy may have

seemed from a distant point of view to be the culmination

of man's struggle for perfection and to embody every re-

sult of his better impulses, and yet be found on closer ac-

quaintance to contain all the accumulated evils and inade-

quacies of which humanity is capable.

Another example of Hawthorne's ability to develop a

symbol to the highest possible degree of expressiveness,

this time, however, with consequent sacrifice of reality

in the scene, may be found in the "hencoop of very reverend

antiquity, IO and its queer inmates, a rooster, two hens, and

a solitary chicken, all of which were pure specimens of an

exceptionally fine breed that had been handed down in the

Pyncheon family as heirlooms. In the beginning they had

been extremely large in size and delicate of flesh; but, in

time, the race degenerated, "in consequence of too strict a

watchfulness to keep it pure,"51 until the hens were about

the size of pigeons and had a "queer, rusty, withered aspect,

and a gouty kind of movement."9 5 2  A noticeable characteris-

tic of these hens was "a crest of lamentably scanty growth,

in these latter days, but so oddly and wickedly analogous

to Hepzibah's turban, that Phoebe . . . was led to fancy

a general resemblance betwixt these forlorn bipeds and her

50Ibid., p. 126. 51bid., p. 127.

5 2 1bid.
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respectable relative." 5 3 As for the queer, wizened little

chicken, the daguerreotypist once whispered to Phoebe that

its queer features "betokened the oddities of the Pyncheon

family, and that the chicken itself was a symbol of the

life of the old house, embodying its interpretation, like-

wise, although an unintelligible one, as such clews gen-

erally are.154 Even the inability of the withered old hens

to do iore than keep themselves alive and hatch an occasional

chick for the selfish purpose of continuing their excellent

race was symbolic of the parasitic and selfish tendencies

of poor Hepzibah to remain aloof within her "circle of gen-

tility, while the rest of the world was fighting out its

battle with one kind of necessity or another." 55

Hawthorne continually made the most of his theme of

heredity and descent. "Always concerned with the enduring

elements of human nature, 156 he made the portrait, "a com-

mon romantic property,O57 the basis of the structure which

he devise to show how the sinister qualities of tIr

founder of the family were embodied in the heartless Judge.

According to the terms of the old Colonel's will, his

portrait, "at two-thirds length, representing the stern

features of a Puritanic-looking personage, in a skull-cap,

with a laced band and a grizzly beard; holding a Bible

53Ibid. 5 4 Ibid., p. 220. 5 5Ibid., p. 61.

56Matthiesen, 2.. cit., p. 323.

57Woodberry, Nathaniel Hawthorne, How to Know Him,
p. 105.
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with one hand, and in the other uplifting an Iron word-

hilt, i-as to remain affixed to the wall of the room in

which he died. His stern features seeed to "symbolize

an evil influence, and so darkly to mingle the shadow of

their presence with the sunshine of the passing hour,

that no good thoughts could ever spring up and blossom

there.59 In its effect upon Clifford, who called it "the

evil genius of the house," 6 0 end in its two centuries of

effective concealment of the worthless "sheet of yellow

parchment,"60 for which one Pyncheon had risked the hppi-

ness of his daughter and another would have pawned the few

remaining years of freedom of a hopeless human wreck, the

portrait of the old Colonel iight be called the "symbolic

embodaient of the old ancestral curse of the Pyncheon

house,"62

Then by enumerating the many points of resemblance be-

tween the old Pur'tan of the portrait and his descendant

the Judge, Hawthorne conveyed the idea that the latter was

the living symbol of the curse. It was said that the Puri-

tan had been "greedy of wealth," 63 as was also the Judge,

in spite of his affectation to the contrary. The Puritan

had practiced a grim kindliness of manner which was inter-

preted by many people as genuine warmth of nature. The

5 8 Seven Gables, p. 44. 5 9 Ibid. , p. 25.

60pbid., P. 159. 61Ibid., p. 300.

6 2Woodberry, Nathanial Hawthorne,HEow to Know Him, p. 105.
6 3Seven Gables, p. 176.
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Judge, "in compliance with the requirements of a nicer age,

had etherealized this rude benevolence into that broad

benignity of smile,"64 which was symbolic of the hypocrisy

of his nature. The physical resemblance of the two was

sufficiently close that when the Judge first stepped into

the little shop and confronted Phoebe, she had a strange

fancy that the old Puritan himself stood before her. Haw-

thorne remarked that a few simple changes in apparel and

the substitution of a gold-headed cane for an immense

broadsword would be all that would be needed for the "Colonel

Pyncheon of two centuries ago to step forward as the Judge

of the passing moment." 6 5

This close family resemblance was emphasized especially

in the inward qualities brought out by means of the por-

trait and the daguerreotype. It was Hawthorne's fancy that

while the broad outlines of the Colonel's portrait grew

more indistinct, the "bold, hard, and at the same time in-

direct character of the man seemed to be brought out in a

kind of spiritual relief." 6 6  It was as if the painter's

instinctive conception of the inward traits of his subject

had somehow crept into the very "essence of the picture," 6 7

so that the diiming of the surface colors revealed that

which the artist had so tactfully concealed, "the unlovely

6 4 1bid. 6 5 Ibid., p. 173.

6 6 Ibid., p. 182. 6 71bid.
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truth of a human soul." 68 The photograph, however, was not

so pliant in the hands of the modern artist; and the da-

guerreotype likeness of the Judge would not assume, with all

of Holgrave's coaxing, the pleasant qualities which the

original habitually wore in public. Instead, the artist

said of the picture, which Phoebe, at first glnce, took

to be one of the old Colonel, "Here we have the man, sly,

subtle, hard, imperious, and, withal, cold as ice. Look

at that eye" Would you like to be at its mercy? At that

mouth) Could it ever smile? And yet, if you could only

see the benign smile of the original)"69 The excessive

warmth of this smile which masked the Judge's true ex-

pression, while symbolic of the falseness of his nature,

yet detracted from the naturalness of the characterization

and made the man assume an appearance not unlike that of a

smiling villain of a melodrama. Thus, in Hawthorne's pres-

entation of these evidences of the perpetuation of family

characteristics, whether good or evil, we see an example

of his "continual effort to suggest the symbolical equiva-

lence, beneath whatever guises, of human traits in differ-

ent ages."770

Hawthorne was also concerned with a third likeness,

this time of a lovely face, "almost too soft and gentle

68Ibid. 6 9 Ibid., p. 132.

70Matthiessen, op. cit., p. 355.
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for a man's."71 When Phoebe first saw Clifford, just re-

turned from a thirty-years' confinement in prison, she was

startled to recognize in his tragic face the original of

Malbone's beautiful miniature, which Clifford wore, and

which seemed now, "in some indescribable way, to translate

the wearer's untold misfortune, and make it perceptible to

the beholder's eye."7 At the same time, it seemed to sym-

bolize "how worn and old were the soul's more immediate

garments."7 3  At this point in Hawthorne's description of

Clifford, he turned again to the subtle expressiveness of

the indistinct:

There he seemed to sit, with a dim veil of decay
and ruin betwixt him and the world, but through which,
at flitting intervals, might be caught the same ex-
pression, so refined, so softly imaginative, which
Malbone -- venturing a happy touch, with suspended
breath -- had imparted to the miniature' There had
been something so innately characteristic in this
look, that all the dusky years, and the burden of
unfit calamity which had fallen upon him, did not
suffice utterly to destroy it.74

This expression of refinement and imagination was the

outward symbol of Clifford's intense love of all "beautiful

and enjoyable things." 75  The eagerness with which he seized

the perfect rosebud from Phoebe's generous hand was evidence

of the extent to which a sensitive nature such as he possessed

7 1 $even Gables, p. 133. 7 2 Ibid., p. 151.

7 3 Ib d. 74Ibid., p. 152.

75 Ibid., p. 155.
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may actually starve for lack of beauty. Even poor old

Hepzibah, with her disagreeable features, harsh with age

and grief, recognized this fact in his "invincible distaste

for her appearance.'76 She rejoiced, therefore, in the

presence of Phoebe, whose youthful and happy "spirit re-

sembled in its potency a minute quantity of ottar of rose,"77

which made every article in an old trunk the sweeter for

its fragrance. So did the happiness of the young girl im-

part a breath of sweetness to the melancholy thoughts and

emotions of the two recluses.

In fact, her presence soon became quite indispensable

to the comfort and happiness of Clifford, for whom "the

reality, and simplicity, and thorough homeliness of the

girl's nature were as powerful a charm as any that she pos-

sessed. "3 Her beauty was, indeed, a positive requirement;

but what satisfied him most was the fact that her very

"presence made a home about her, "7 9 and made the poor

prisoner feel at last that his "place was good in the whole

sympathetic chain of human nature."1 80 In time, the inno-

cent girl became for Clifford "not an actual fact , . . but

the interpretation of all he lacked on earth brought warmly

home to his conception; so that this mere symbol, or life-

like picture, had almost the comfort of reality." 8 1

76bid. p. 194. 77Ibid., p. 197. 78 Ibid., p. 201.

7 9 Ibid., p. 202. 8 0 Ibid., p. 203. 8 1 Ibid., p. 204.
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In a final effort to symbolize the "beauty and profound

pathos"8 2 of the situat Ion, Hawthorne resorted to a charac-

teristic and highly imaginative piece of imagery:

This being, made only for happiness, and heretofore
so miserably failing to be happy, -- his tendencies
so hideously thwarted, that, some unknown tire ago,
the delicate springs of his character, never morally
or intellectually strong, had given way, and he was
now imbecile, -- this poor, forlorn voyager from the
Islands of the Blest, in a frail bark, on a tempestu-
ous sea, had been flung, by the last mountain-wave
of his shipwreck, into a quiet harbor. There, as he
lay more than half lifeless on the strand, the fra-
grance of an earthly rosebud had come to his nostrils,
and, as odors will, had summoned up reminiscences or
visions of all the living and breathing beauty amid
which he should have had his home. With his native
susceptibility of happy influences, he inhales the
slight, ethereal rapture into his soul, and expires1 8 3

As for Phoebe, the natural sympathy of her nature responded

almost instinctively to Clifford's needs; and with a "ready

tact . . . she discerned what was best for him, and did

it," 8 4  Fer unquestioning tenderness, which contrasted

sharply with Holgrave's intellectual curiosity in regard

to Clifford, prompted Phoebe to answer the artist:

Latterly, since I have began to know him better, I
feel it to be not quite right to look closely into
his moods. He has had such a great sorrow, that his
heart is made all solemn and sacred by it. hen he
is cheerful, -- when the sun shines into his mind, --

then I venture to peep in, just as far as the light
reaches, but ipo further. It is holy ground where the
shadow falls. 5

82Ibid. 83lbid., p. 205.

8 4 Ibid., p. 206. 85Ibid., P. 258.
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We can see in this symbolic treatment of the depth

and mystery of the human mind a similarity to Hawthorne 's

frequent references to the heart, for his "most frequent

way of symbolizing it was as a dark cavern." 8 6 One such

instance may be found In his account of the pathetic at-

tempt of the brother and sister, so long estranged from the

rest of the world, to go to church, there "to kneel down

among the people, and be reconciled to God and man at

once." 87  Vihen the two recluses stepped across the threshold,

their courage failed them.

They could not flee; their jailer had but left the
door ajar in mockery, and stood behind it to watch
them stealing out. At the threshold, they felt his
pitiless grip upon them. For, what other dungeon is
so dark as one's own heart) What jailer so inexorable
as one's self)88

At another time, Hawthorne spoke of Hepzibah's delight in

the reality of Clifford's return, and of how, with no ap-

parent cause, her "unwonted joy shrank back . . . and

clothed itself in mourning; or it ran and hid itself, so

to speak, in the dungeon of her heart, where it had long

lain chained, while a cold, spectral sorrow took the place

of the imprisoned joy . . . a sorrow as black as that was

bright, 11841

Hawthorne made still other references to the broad

86atthiessen, o . cit., p. 346.

8 7 Seven Gables,, p. 243. 8 8Ibid., p. 245.

80Ibid.,Ip. 145.
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symbolism of the heart. For example, he said of the mansion

of the seven gables, "So much of mankind's varied experi-

ence had passed there . . . that the very timbers were oozy,

as with the moisture of a heart. It was itself like a great

human heart, with a life of its own, and full of rich and

sombre reainiscences."90 In the brighter days of the

house, when Alice Pyncheon tended her flowers at the window,

the mansion was substantial and pleasant in appearance,

seeming the

fit residence of a patriarch, who might establish
his own headquarters in the front gable and assign
one of the remainder to each of his six children
while the great chimney in the centre should sym-
bolize the old fellow's hospitable heart, which
Ikept them all warm and made a great whole of the
seven small ones.91

The final reference to the heart was made at the tire when

an "earthly storm . . . [was] making the black roof and

walls of the old house look more cheerless than ever be-

fore., 9 2 Phoebe had gone howe, and Clifford and Hepzibah

needed only the chilling wind and rain to add the final

touch to their misery and loneliness. "The house itself

shivered, from every attic of its seven gables down to the

great kitchen fireplace, which served all the better as an

emblem of the mansion's heart, because, though built for

9 0Ibid., p. 34. 9 1 Ibid., p. 277.

9 2 ibid.pp. 324.
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warmth, it was now so comfortless and empty. "93

Thus, in no instance did Hawthorne present a bright

and cheerful picture of the heart, unless it was in the

gli pse of the bright flower of love that blossomed in the

hearts of the artist and little Phoebe, even in the presence

of the "image of awful Death, which filled the house, and

held them united by his stiffened grasp. "94 Such dramatic

influences quickened the dormant emotions of the wanderer

and made him see that the "happy man inevitably confines

himself within certain limits.,"95 This sudden development

of the se feelings in the heart of the man whose purpose

had probably been to "let them d/e in their undeveloped

germs"9 6 was symbolized by the sudden blossoming of Alice's

Posies, the seeds of which, according to tradition, had

been flung carelessly up on the roof with no intention of

creating a spot of beauty.97 But nature had not been so

lax of purpose, and an accumulation of dust had invited the

seeds to take root there in the angle between two of the

seven gables. Thus, on the day of the Judge's death, the

rich beauty of their full bloom seemed also a mystic ex-

pression that something within the house was consummated. "98

An old era was complete, and a new era was begun with the

93Ibid., p. 326. 94 Ibid., p. 446. 9 5 Ibid., p. 448.

196Ibid. ,p. 446, 97 Ibid., p. 36. 9 8 Ibid., p. 451.
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bliossoming of another flower. As Clifford said to the two

young people: "And so the flower of Eden has bloomed, like-

wise, in this old, darksone house to-day." 9 9  So it was

the true love of the simple girl that remade the wan and

kept him from "hardening into the slave of thought,"100

which he might otherwise have become; and the union of the

two symbolized the kind of "harmony that right be estab-

lished between thought and emotion, or, as the seventeenth

century would have said, between reason and passion." 101

Hawthore's presentation of the pathetic old spinster,

Hepzibah Pyncheon, as the "embodiment of decayed gentili-

ty"1 02 is the epitome of his indictment of that human weak-

ness, family pride, as the enemy of man's happiness and

future progress. For all the years of her brother's un-

just imprisonment, Hepzibah had lived alone in the vast and

cheerless rooms of the old mansion, hugging the pitiful

wisp of her family pride to her heart and .striving to

nourish its feeble existence by daily pilgrimages in thought

to the shrine of her gentle birth and by frequent and hope-

ful glances at the ancient map,, the only visible symbol of

the mythical "Pyncheon territory to the eastward. "1 0 3 By

her long seclusion and the "unvarying round of a single

99Tbid., p. 451. 10OIbid., p. 348.

101atthiessen, . cit.., p. 345.

1023even Gables, p. 324. 103Ibid., p. 44.
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chain of ideas, Hepzibah had grown to be a kind of lunatic,

pathetic in her efforts to merge with human sympathies,

since no longer capable of doing so.'104 The poor woman

had no faith in her ability to renew intercourse with God

any more than with humanity. Consequently, she faced alone

the greatest crisis of her life, when the Judge insisted

that he be allowed to see Clifford for the purpose of mak-

ing him reveal the secret which he thought the poor fel-

low possessed of the whereabouts of the lost deed to the

great estate in the east. Hepzibah well knew the tragic

effect it would have upon Clifford's sensitive nature if

he should be brought face to face with the stern, relent-

less cruelty of the Judge. Hawthorne emphasized the con-

trast between them by saying that any contest between the

two wouldt be like flinging a porcelain vase, with already

a crack in it, against a granite column." 1 0 5  In this

statement, Hawthorne e bodied the tragic effects of a hos-

tile environment upon any aesthetic temperament. The sym-

bolic implications of the image extended even "beyond the

Pyncheon family, for the hard competitive drives that had

crushed many potentialities of richer, less aggressive liv-

ng, had been a distorting factor throughout the length of

1 0 4 Matthiessen, p. cit., p. 324.

1 0 5 Seven Gables, p. 352.

W --,- - - I , . -"4t -, -- , - ,- . -, .,:. - . -, . ,
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American experience. .

With this vision of Clifford's ruin before her, the

poor woman knew not where to turn for help. "In her grief

and wounded pride, Hepzibah had spent her life in divesting

herself of friends; she had wilfully cast off the support

which God has ordained his creatures to need from one an-

other"; 1 0 7 and when she sought to send a prayer up through

the dense gray clouds that seemed to "symbolize a great,

brooding mass of human trouble, doubt, confusion, and chill

indifference, between earth and the better regions,'1 1 0 8

she found her seldom-tried faith too weak to reach a Provi-

dence that surely had no "balm for these little agonies of

a solitary soul. "109

Another view of Hepzibah as the symbol of hereditary

pride may be had in the pathetic and almost ludicrous at-

temp t s of the desperate old lady to maintain her gentility

during the process of opening a cent-shop under the very

roof of the old mansion that had originally been "a little

withdrawn from the line of the street, but in pride, not

mode sty. "l0Had it not been for the prospect of her

brother's returning from prison to face poverty and. even

1 0 61Vatthessen, op. cit., p. 327.

T 7Sever Gables, p. 356. 1 0 8Ibid., p. 356.

109Ibid.,Ip. 357. 1 1 0 Ibid., p. 11.
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hunger, the old lady herself would have starved before

she would have stepped "down from her pedestal of imaginary

rank"111  to the level of a co mon tradeswoman. Hawthorne

described her plight in these words:

Let us behold, in poor Hepzibah, the immemorial lady,
-- two hundred years old, on this side of the water,
and thrIce as many on the other, -- with her antique
portraits, pedigrees, coats of arms, records and
traditions, and her clai:, as joint heiress, to that
princely territory at the eastward, no longer a
wilderness, but a populous fertility, -- born, too,
in Pyncheon Street, under the Pyncheon Elm, and In
the Pyncheon House, where she has spent all her days,
-- reduced now, in that very house, to be the huck-
steress of a cent-shop.112

Poor regrettable old creature, she was as "grim an image of

family pride" 1 1 3 as could have been found in any one of the

"several little shops of a similar description, some of

them in houses as ancient as that of the Seven Gables," 1 1 4

which were scattered here and there in the little town.

For she was not the only member of the ancient aristocracy

who could not realize that the days were past when "these

names of gentleman and lady . . . conferred privileges

. . . on those entitled to bear them," 115 and that in their

own time -- and still more in the future -- these names

implied "not privilege, but restriction.till6

lllIbid., p. 50. 11 2Ibid., pp. 51-52.

113Ibid., p. 53. 114 Ibid.

115Ibid., p. 62. 1 61bid.
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This little cent-shop, with its petty trade and scorn-

ful, gossiping customers, was a symbol not only of the

degradation to which the forlorn old maid had descended

but also of the wider significance of the increasing demands

of a democratic society that everyone have a practical

reason for teing. The skepticism of the two working men,

who represented the practical, economic mind of New Eng-

land, indicated their doubt of the old gentlewoman's abili-

ty to cope with the brisk competition, even in the cent-

shop trade. For Hepzibah had not inherited along with

her crested teaspoons the love of money on a small scale

nor the craftiness to make her "ready to gripe at every

miserable advantage,"11 7 whereby a copper cent might be

forthcoming. This was a new experience to Hepzibah, whose

vague dreams of the mythical fortune in the east had been

her closest approach to the moral condition of many a New

Englander, which Hawthorne declared was exemplified in the

organ-grinder Is monkey, a perfect "image of the Mammon of

copper coin, symbolizing the grossest form of the love of

money."118 No sooner had the ugly, covetous little fellow

picked up the coins thrown him than he "recomrenced a

series of pantomimic petitions for more." 1 1 9

In contrast to the grasping spirit of the ordinary

tradesman was Hepzibah's reluctance to accept the first

11 bi .3Ibid.,p. 237.117I41bid. , p. 236.
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returns from her commercial enterprise. That first copper

coin symbolized for her all the ignominy of her position

as a lady who had forfeited her claims to the glory of an

aristocratic heritage in order to become the keeper of a

common cent-shop. Even the noisy little shop-bell, which

Hawthorne romanticized by having it ring always at some

ominous moment in the affairs of the Pyncheor family, was

instrumental in calling attention to some phase of the sym-

bolic meaning with which the little shop was invested. For

instance, its rude clamor intruded upon Hepzibah's remi-

niscences, for Phoebe's benefit, of the ancestral glories

embodied in a set of delicate, antique china and some

crested teaspoons,120 with the reminder that a paltry cent

or two might be added to the till by the sale of a bit of

yeast or a measure of meal from the barrel. At another

time its insistent ringing interrupted Hepzibah's enumera-

tion of possible sources of wealthl2 1 with the assurance

that the eastern inheritance as well as a sum of buried

guineas was onlj legendary, while the little shop did ex-

ist as the symbol of the degradation of at least one branch

of the aristocracy.

A symbol which must have been exceptionally pleasing

to its creator was the well of water which the old Colonel

120 Ibid., P. 111. 121 IIbid.,, P. 119.
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acquired along with the coveted plot of ground and the less

desirable curse from the old wizard. Some people thought

it an ominous fact th-t the water of Maule'Is Well grew hard

and brackish almost irnmediatel, after the workmen began

excavating for the cellar of the Colonel's new house.122

The fountain, valuable henceforth only as an ornament, had

a rim of mossy stones and was paved with a sort of mosaic-

work of bright pebbles, which, seen through the move-

ment of the water, made a "continually shifting apparition

of quaint figures, vanishing too suddenly to be defina-

ble. 123 Clifford, who liked to watch this "constantly

shifting phantasmagoria of figures,"124 often fancied that

he saw beautiful faces smiling up at him, until now and then

the presence of a dark and sinister one among them would

make "him miserable the whole cay afterwards." 1 2 5  Phoebe.,

sitting by Clifford's side, could see nothing but the col-

ored pebbles as the movement of the vater shook and disar-

ranged them. It must heve been that Clifford's fancy, "re-

viving faster than his will and judgment, . . . created

shapes of loveliness that were symbolic of his native

character, and now and then a stern and dreadful shape

that typified his fate."1 126 So it is with an appropriate

122Ibid., p. 8. 123Ibid., p. 126.

124Ibid., p. 222. 12 51bid.

126___., p. 223.
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symbol; every witness can see in it a meaning peculiar to

his own life and destiny. Finally, at the end of the

story, Hawthorne pictured this symbol of the wizard's

curse as "tVowing up a succession of kaleidoscopic pic-

tures, in Which a gifted eye might have seen foreshadowed

the coming fortunes of Hepzibah and Clifford, and the de-

scendant of the legendary wizard, and the village maiden,

over whom he had thrown LoveIs web of sorcery." 1 2 7

And thus concludes this story of mingled shade and

sunshine with its descriptions of the old house with its

seven gables and the sundial, where the "shadow creeps and

creeps, and is always looking over the shoulder of the

sunshine,"1128 symbolizing "how the actions of the fragile

present are oppressed with the darkness of the past."1 29

A pleasanter memory is that of the brighter and yet pathetic

scene of Clifford's first meal at home, where the weaning

is focused in a lovely rosebud, "itself a kind of replica

of the young girl in her maidenhood and a symbol of the

fresh bud putting forth on the old branch of the decaying

house. "130 Thus the symbolism in The House of the Seven

Gablea, although not so intentionally evident as is that in

127Ibid., p. 467. 1 2 8 Ibid., p. 278.

129Matthiessen, op. cit., p. 282.

130 Woodberry, Nathaniel Hawthorne, How to Know Him,
p. 125.
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The Scarlet Letter, serves just as adequately Hawthorne'ts

purpose of manifesting and enriching the truth of his cen-

tral theme and of furnishing the means and the inspiration

for the understanding of a wealth of subsidiary truths.



CHAPTER IV

THE BLITHEDALE ROMANCE

In writing The Blithedale Romance, his first novel of

contemporary life, Hawthorne drew upon actual experiences

and observations rather than upon his imagination for the

background and for many of the incidents of the story.

From personal recollections and from detailed accounts in

his notebooks, he was able to give a fairly accurate ac-

count of the external features of the community at Brook

Farm, a socialist experiment in which he had participated

some ten years before. The purpose of "The Brook Farm

Institute of Agriculture and Education," as it was origin-

ally called, was

to create conditions of living where each person en-
gaged should have the opportunity of living his or
her life, with the least interference from the so-
phistications of modern society; where, by the con-
tribution from each of time and labor for a portion
of each day, the physical needs might be satisfied
and the individual left with leIsure for the exer-
cise of his more peculiar gift.

After five months of actual labor, which grew to be as irk-

some to him as was his Custom House experience, Hawthorne

1 The Blithedale Romance, Editor's Introduction, p. xi.
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withdrew as a farmhand and became a boarder in the Community

for several months with the vain hope of concentrating en-

tirely upon his literary career.2

Writing from the point of view of an actual partici-

pant, Hawthorne definitely identified his own attitude, as

well as many of his experiences, with that of Miles Cover-

dale, the detached observer, and the narrator of the story.

In his Preface, however, he disclaimed the "slightest pre-

tensions to illustrate a theory, or elicit a conclusion,

favorably or otherwise, in respect to socialism."3 The

main purpose of his resort to these actual reminiscences

was to give a "more lifelike tint to the fancy sketch,"4

and at the ame time "to establish a theatre, a little re-

moved from the highway of ordinary travel, where the crea-

turesof his brain [might] play their phantasmagorical antics,

without exposing them to too close a comparison with the

actual events of real lives." 5 The fact that in this ro-

mance he "strove to be as rational as he could, [and] at-

tempted reality with none of those vague overtones that are

so integral a portion of his creative personality," 6 may ac-

count, strangely enough, for the lack of the "intensity of

power that distinguishes 'The Scarlet Letter,' and the

2Woodberry, Nathaniel Hawthorne, p. 110.

3Preface to The Blithedale Romance, p. xxix. 4 lbid.

5 Tbid., pp. xxix-xxx.

6Herbert Gorman, Hawthorne: A Study in Solitude, p. 105.

"AwAgow"aww"4
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accumulated richness that belongs to 'The House of the

Seven Gables. "7

One reason that Hawthorne failed to achieve the real-

ism that he sought was that his contemporary world was ac-

tually composed of such fantastic elements as mesmerism and

the Veiled Lady phenomenon, which were as tempting to his

romantic sense as was the wave of reform in New England

that produced the social experiment at Brook Farm and the

philanthropic fanaticism of Hollingsworth. These conflict-

ing elements did not lend themselves as readily to symbolic

expression as had the single and more compelling theme of

'he House of the Seven Gables and The Scarlet Letter. In

The Blithedale Romance there is a noticeable lack of that

artistic fusion of the image and the idea whereby the aid

of the spiritual senses is invoked for the better interpre-

tation of the truth. The symbolism in this third romance

is less integral to the story and is used more frequently

to emphasize pertinent characteristics of individual per-

sons and ideas than to illuminate the predominant theme.

A significant example is the exotic hothouse flower of rare

beauty which was "more indicative of the pride and pomp

which had luxuriant growth in Zenobia's character than if

a great diamond had sparkled among her hair."
8 Other than

7Woodberry, Nathaniel Hawthorne, p. 227.

8The Blithedale Romance, p. 17.
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to symbolize these and certain similar traits of the woman's

nature, the flower, although it is emphasized again and

again, has no purpose in the story. In this manner, many

of the symbols give an impression of concreteness and inde-

pendence, lacking that air of combined mystery and revela-

tion which lures the reader into greater depths of under-

standing.

An important element in the opening scene at Blithedale

was a bright "wood fire, in the parlor of an old farmhouse,

on an April afternoon, but with the fitful gusts of a

wintry snowstorm roaring in the chimney." 9 This cheery

fire, with Its circle of strangely assorted men and women,

symbolized the spirit of brotherhood that came naturally

as soon ss the members "divorced [themselves] from pride"1 0

and honestly strove to "supply its place with familiar

love."il The contrast between the huge, hospitable blaze,

such as "the old Pilgrits might have swung their kettle

Dover 1 y2 and the neagerness of the coal fire in his own

grate symbolized for Coverdale the contrast between the

mean, competitive selfishness of the system of society

that had lately shackled these people and the warmth and

generosity of the principles of cooperation and good fel-

lowship which they now hoped to image to the world. To

Ib id., P. 7. 1 OIbid., p. 23.

1 1 Ibid. 1 2 bid., p. 12.
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CoverdaleI' poetic imagination, the ruddy blaze was the

"beacon-fire" which the little group of dreamers had

"kindled for humanity";I3it was the symbol of that moral

illumination with which they hoped to endow the world.

In contrast to the genial prophecy of the fireside was

the dreary coldness of the storm, which seemed to have arisen

on this late day in April for the especial benefit of the

adventurers, "a sybol of the cold, desolate, distrustful

phantoms that invariably haunt the mind, on the eve of ad-

venturous enterprises, to yarn us back within the boundaries

of ordinary life." 14 Another symbolic note in the contempla-

tion of the experiment had been sounded on the initial trip

from the city, when the four new comrades of the enterprise

shouted a friendly greeting through the snowy bluster to a

traveler, whose churlishness at having to unmuffle his

ears to catch their "blithe tones of brotherhood,,15 indi-

cated his lack of faith in their cordial sympathy. This

unresponsive attitude on the part of one who had not felt

the call of brotherhood symbolized the difficulty of the

task the Comunity had "in hand for the reformation of the

world. "16

With pretty weather, the actual work of the farm got

under way; and Coverdale gives us a delightfully humorous

1 3 Ibid., p. 31. 14 lbid., p. 22.

15Ibid.,Pp. 11. 16 Ibid., p. 12.

D&AAMM41--l"
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and yet significant picture of the motley group of laborers

as they went about their unaccustomed duties:

Whatever might be our points of difference, we allof us seemed to have cone to Blithedale with the onethrifty and laudable idea of wearing out our old
clothes. Such garments as had an airing, whenever
ye strode afield' . . . We were a living epitome of
defunct fashions, and the very raggedest presentment
of men who had seen better days. It was gentility
in tatters. . . . And the worst of the matter was,that the first energetic movement essential to one
downright stroke of labor was sure to put an end to
these poor habiliments. So we gradually flung them
aside, and took to honest homespun and linsey-
Woolsey. . . ,17

The subtle meaning in this description becomes evident when

we consider the outmoded garments as symbolizing the "thou-

sand follies, fripperies, prejudices, habits, and other

such worldly dust"1 8 that each man had unconsciously

brought with him as accumulations from his past life, only

to discover how little real substance was left in them capa-

ble of withstanding the strain of an honest and fundamental

purpose. Accordingly, these men discarded ideas and doc-

trines that ad once marked them either as eccentrics or as

prophets according to whether they coincided with the gen-

eral fashion in ideas at the moment.

Another aspect of the enlightenment that was inevitable

for these idealists who came into direct contact with the

actual was shown in their changed attitudes toward the

17Ibd., pp. 87-88. 1 8 Ibid., p. 83.
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spiritualization of labor. AWhle the enterprise was yet a

theory, labor was to be their "form of prayer and ceremonial

of worship." 1 9  Their hoes were to uncover wisdom with the

sod; and pausing in their labors, they were to look heaven-

ward and "catch glimpses into the far-off soul of truth." 20

Rudely awakened from this vision, they discovered that in-

stead of the clods being "etherealized into though ..

[their] thoughts, on the contrary, were fast becoming clod-

dish." 2 1  Thus their utmost "labor symbolized nothing, 2

unless it was their "clai to be on earth and Ltheir] fel-

lowship with all the sons of labor.23

This pastoral scene, with its "beautiful scheme of a

noble and unselfish life,y2 was merely the background for

Hawthorne's main purpose in the story, which was to present

the "nature, trials, teptations, and indwelling fate . .*.t25

of a typical New England reformer, so overwhelmed by his

own vision that he overlooked the possibility that good

might be accomplished in the world by any other means. Hol-

lingsworth's absorption in his cherished plan for the "refor-

mation of criminals through an appeal to their higher in-

stincts,,26was so complete that he was practically incapa-

ble of a benevolent impulse in another direction or even of

19 Ibid., p. 90. 2OIbid. 2 1Ibid., p. 91.

c2 Ibid. 23 Ibid. , p. 294. 2 4Ibid.t, p, 350.

25 Woodberry, Nathaniel Hawthorne, p. 228.

26The Blithedale Romance, p. 47.
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an individual affection unless he could hope for its re-

ciprocation in material or moral support for his enterprise.

When his instinctive sympathy was invoked by an individ-

ual's need, Hollingsworth seemed the "tenderest man and the

truest friend on earth";27 but before long the tenderness

seemed to disappear, and the one who had thought himself

accepted as a friend found his place in the man's heart

usurped by another and closer friend, namely, the philan-

thropic theory to which Hollingsworth had dedicated his

thoughts, his energies, and his loyalties,

Hollingsworth never quite succeeded in crystallizing

this theory into the definite outlines of a plan, except

to the extent that he was able to visualize the building

which would house his project. Lacking the funds for the

construction of this building wherein he "proposed to de-

vote himself and a few disciples to the reform and mental

culture of our criminal brethren,"28 Hollingsworth gave it

what form he could by sketching it again and again upon pa-

per and by making models of it with stones from the brook-

side.29 This visionary edifice, which would be a sort of

glorification and expression of his ego to the world, was

the ran's "one castle in the air; it was the material type

in which his philanthropic dream strove to embody itself." 3 0

27fbid., p. 75. 28Ibid., p. 76.

2 9 Ibid., p. 77. 3 0 Ibid., p. 76.
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Hollingsworth looked upon his friends and acquaintances

as prospective disciples in the accomplishment of his pur-

pose; and a person's failure to pledge himself and his re-

sources to that accomplishment was sufficient cause for

his rejection by this reformer, whose selfishness and in-

tolerance would not let him see that his plan for the refor-

mation of criminals was not the only plan "worthy of the

extremest self-devotion, -- worth of martyrdom, should God

so order it." 31 Thus Hollingsworth announced his alterna-

tives: "Be with me . . . or be against me. There is no

third choice for you.32 And Coverdale, who saw little

virtue in the scheme and much effort as well as evil in

the processes of its realization, was necessarily eliminated

as a friend. To his other associates in the community,

Hollingsworth was false in his determination to destroy

their enterprise because he disapproved of it and needed

its location for his own experiment. Thus in his blind

concentration upon a worthy goal, he had wandered unknow-

ingly at some point in his career away from the principles

of honesty and humanity that should have guided him. As

his conscience became involved in error, his better emo-

tions also refused to function properly; and Hollingsworth

ceased to be "his maker's own truest image, a philanthropic

man,"3 3 but became instead "that steel engine of the Devil's

32 Ibid., p. 192. 33Ibid., p. 99.31Ibd, p :189.
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contrivance, a philanthropist."34

It was not likely that the two women, whose hearts

Hollingsworth "had engrossed into his own huge egotism,"35

could escape what must have been inevitable tragedy for one

or both of them. Hollingsworth, "thrown completely off his

moral balance, and quite bewildered as to his personal re-

lations, by his great excrescence of a philanthropic

scheme," 36 seemed to value the tender affections of Pris-

cilla and the more passionate love of Zenobia only in pro-

portion to the aid which he might expect from the two women

in his enterprise. Consequently he was faithless to Pris-

cilla in accepting Zenobia because of her promise of finan-

cial aid; then, when Zenobia lost her wealth, he was faith-

less to her in turning again to Priscilla, whose "silent

sympathy with his purposes, so unalloyed with criticism,"37

made her but the mirror of his dreams.

So it happened that Zenobia, in "consequence of ex-

cessive yielding to her heart," 3 8 as the chief casualty.

The realistic account of the recovery of her body from the

river was taken with certain changes from a passage in the

Notebook, in which Hawthorne related his own experiences in

helping to recover from the river the body of a Miss Hunt,

34Ibid. 35lIbid., p. 181.

36Ibid., p. 110. 37Ibid., p. 111.

3iMatthiessen, 2p. cit., p. 348.
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a poor country teacher, who had taken her own life for lack

of an environment congenial to her education and refine-

ment.39 iawthorne told of the horror of the search by

moonliht and the finding of the girl's body which had been

injuredabove the eye by the pole in the effort to locate

it In the black depths. He further described the dreadful

rigidity of the girl t s body and her hands clenched before

her in the very agony of the death struggle. 4 0 A signifI-

cant addition in the novel was the description of Zenobia's

arms, "bent before her, as if she struggled aga inst Provi-

dence in never-ending hostility,"4 l and of her hands

clenched in inmmtigable defiance," 4 2 thus symbolizing her

rebellion against "the narrow limitations of her sex,'43

which just before her suicide, she had described to Cover-

dale in-these terms:

A moral? ? hy this: That, in the battlefield of
life, the downright stroke, that would fall only
on a man's steel headpiece, is sure to light on a
won;an's heart, over which she wears no breastplate.
. . . Or, this: That the whole universe, her own
sex and yours, make common cause against the woman
who swerves one hair's-breadth out of the beaten
track. Yes; and . . . with that one hair's-breadth,
she oes all astray, and never sees the world in its
true aspect afterwards.44

A second change, involving the substitution of an injury

39American Notebooks, p. 112. 4 0 lbid., p. 113.

41The Blithedale Romance, p. 336. 4 2 Ibid.

43preface to The Blithedale Romance, p. xxxi.

44The Blithedale Ronce, p. 320.

-RON,
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in the breast for the injury to the girl Is eye in the

original sketch, was made without any apparent loss of

realistic effect and for the obvious purpose of symboliz-

ing Zenobiats fatal love for Hollingsworth. The symbolism

is apparent in this passage:

Foster bent over the body, and carefully ex-
amined it.

"You have wounded the poor thing's breast,"
said he to Hollingsworth, "close by her heart, too."

"Ha!" cried Hollingsworth with a start.
And. so he had, indeed, both before and after

death! 45

That Hollingsworth felt his responsibility in Zenobia's

death is evident from the fact that he abandoned his cher-

ished scheme for the reformation of criminals and retired

with the faithful Priscilla to a little cottage -- fit sym-

bol of that other edifice -- where he bent his energies to-

ward is own reformation as the "murderer"46 of Zenobia.

So it was that Hollingsworth's tragic failure foreshadowed

the inevitable defeat of all of those self-centered re-

formers, who, under the guise of benevolence, nationalism,

or religion, presume either to identify their plans with

those of the Creator or, leaving Him out entirely, to elect

themselves supreme dictators in the accomplishment of the

worlds good. In adopting philanthropy as a profession,

Hollingsworth stifled the rich impulses of a generous

heart, and became the exemplification of Hawthorne's theory

4 , p. 337. 46 bid., p. 347.
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that such a purpose, regardless of its possibilities for

public benefit, "is perilous to the individual whose ruling

passion, in one exclusive channel, it thus becomes." 4 7

In The Blithedale Romance, ore than in any other of

the long romances, Hawthorne made use of symbolism in em-

phasizing significant traits of character. The magnificent

tropical flower that Zenobia wore in her hair seemed such

a perfect accessory to her luxuriant beauty and to impart

such an air of mystery and enchantment to its wearer that

her very presence at Blithedale had the singUlar effect of

causing the "heroic enterprise to show like an illusion,

a masquerade, a pastoral, a counterfeit Arcadia, in which

. . . grown-up men and women were making a play-day of the

years that were given them to live in." 48  To her friends,

it was the emblen of her rich and bounteous nature, requir-

ing only the complement of her "fine, frank, mellow voice"49

and the touch of her soft, warm haad to indicate the full

depth of her generous affection. When Coverdale was ill,

he decided "that Nature had evidently created this floral

gei, in a happy exuberance, for the one purpose of worthily

morning Zonobia's hed";50 and his feverish imagination

even endowed it with magical properties. Zenobia's reply

to this last idea revealed her own attitude toward the

47Ibid., p. 348. 4 8 Ibid, p. 26.

49Ibid., p. 15. 5 0 Ibid., p. 60.
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flower end her need of its subtle presence as well as how

completely it symbolized for 1er all of those things of

which her present life was so completely barren.

I scorn to owe anything to magic. Here, Mr. Hol-
lingsworth, you may keep the spell while it has any
virtue in it; but I cannot promise you not to ap-
pear with a new one to-morrow. It is the one relic
of my more brilliant, my happier days! 5 1

Aien Zenobia went back for a few days to her apartment

In town, she changed her simple costume for costly robes

adorned with flaming jewels.

Even her characteristic flower, though it seemed
to be still there, had undergone a cold and bright
transfiguration; it was a flower exquisitely imi-
tated in jeweller's work, and parting the last
touch that transformed Zenobia into a work of art. 5 2

This same jewelled flower, symbol of the splender of her

past, she wore again when she played her queenly rdle in

the masquerade; and it still sparkled in her hair when she

stood before Hollingsworth to hear his fatal condemnation.

When he was gone, in a final magnificent gesture she re-

moved the brilliant symbol of her pride and gave it to

Coverdale to take to Priscilla, her successful rival. 5 3

As the luxuriant flower of the tropics most appro-

priately imaged Zenobia's nature, so the tender flower of

the New England springtime, the anemone, "subdued in tint

and rather cool, but with a capacity of sunshine, 154 was

D1,bid., p. o1. 5 21bid., p. 233. 5 3 Ibid., p. 323.

54Ibid., p. 81.
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the truest symbol of Priscilla's wan and fragile nature.

Transplanted from the stifling shadows of her for er environ-

ment to the pure and stimulating atmo sphere of Blithedale,

she developed the semblance of a rosy glow in her cheeks

and an exuberance of spirit aiounting almost to wildness.

The adoring glances she bestowed upon Zenobia were echoes

of the faint gleam that had once been in her childhood the

outward symbol of the "higher and Imaginative life within,"5 5

when the "tremulous little creature" 5 6 had nourished her

unusual love by "spiritual visits to her brIlliant sister,"5 7

whom she had never seen. While Priscilla was yet a child,

"so pallid, and so slender, and with much unaccountable

nervousness, and all the weaknesses of neglected infancy

still haunting her," 5 8 the gross and simple neighbors at-

tributed to her the gift of second sight or spiritual

prophecy. True it was that her imagination, developed by

her father'a stories of his former luxury, carried her away

from the desolate house; and she "talked of distant places

and splendid rooms as if she had just left them. 59

Stories of her supposed "preternatural manifestations"60 at-

tracted the notice of a mysterious stranger and led to Pris-

cilla's unhappy employment as the Veiled Lady. This phase

55 1bid., p. 265. 5 6 lbid. p. 264. 5 7 Ibid., p. 266.

58Ibid. 5 9 Ibid, 6 0 ibid., p. 267.
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of her life was symbolized at Blithedale by the recurrence

of an "unintelligible gesture, when she seemed to be listen-

ing to a distant voice." 61 At one time, running to meet

Hollingsworth, she suddenly paused and looked all around

her, "appearing to listen, as if she heard some one calling

her name, and knew not precisely in what direction." 6 2 This

unustual habit was symbolic of her consciousness of the

spiritual world of which she had lately been a part. Haw-

thorne may also have intended it to express the idea that

Priscilla was still subject to the mesmeric influence of

Westervelt, the 'magician" whose falseness and claim to

supernatural power over the human spirit Coverdale resented

with all the slight force of his passive nature. Another

relic of the girl's previous life was her knitting, whereby

she produced silk purses whose "peculiar excellence, be-

sides the great delicacy and beauty of the manufacture,

lay In the almost impossibility that any unitiated person

should discover the aperture."63 This riddle of the fragile

little purses seemed an appropriate "symbol of Priscilla's

own mystery."64

A character whom Hawthorne sketched almost entirely by

means of spmbols was Professor Westervelt, the man -ho

61Ibid., p. 106. 62lbid., p. C2.

631bid., p. 46, 6 4Ibid.
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exhibited the phenomenon of the Veiled Lady. During Cover-

dale's first encounter with him in the wood-path at Blithe-

dale, he estimated the man's character with reasonable ac-

curacy from his physical appearance. Coal black hair and

beard and ustache, black and sparkling eyes, a handsome

gold watch chain, a glossy shirt-bosoe marked him as a

dandy. In short, the whole glittering appearance of the

man was indicative of hAs design to make a brilliant Im-

pression upon the world. His walking stick, carved in imi-

tation of a serpent's head,6 5 sybolized the sinister evil

in the man. His peculiar metallic augh, which was a "note-

worthy expression of his character, "66 revealed a "gold

band around the upper part oftis teeth, thereb; making it

apparent that every one of his brilliant grinders and. in-

cisor s was a sham, 167 and giving Coverdale the imp ression

-hat the whole man ight also be "P .roral and physical

huibug.'68 The spectacles which he occasionally wore, as

well as the gold band on his teeth, were symbolic of the

falseness of his nature. Although the professor meant the

spectacles to insinuate an idea of scientific knowledge

into his most preposterous discourses and exhibitions,

they seemed, rather, to "bring the artifice of his character

6 5 Ibid., p. 130. 6 6 Ibid.

67Ibid., p. 133. 6 8 Ibid.
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more openly to the surface. 69

A creature who filled admirably his place in the story

was Old Moodie, father of Zenobia and Priscilla, and shadowy

symbol of the tragedy inherent in the love of wealth and

show, a love which made the man in his youth little more

than a "mere image, an optical delusion, created by the sun-

shine of prosperityj 0 and vanishing into "the shadow of

the first intervening cloud."' 7 1 When the abundant source

of his gold was exhausted, the wretched man, conscious of

no deeper worth to replace the false glitter of his exist-

ence, committed a terrible crime in the vain effort to re-

place his wealth. The shWme of it killed his noble wife

and forced him to flee, leaving his little daughter to be

reared by wealthy relatives.

Far away in the obscurity of a large city, In a ruined

mansion that had once been the splendid home of a governor,

the poor fugitive resumed his existence, living furtively

l1 ke a rat, skulking in corners and never presuming to show

himself wholly to the world nor to look squarely into the

face of any m~n. His room, with its "tattered hangings, a

marble hearth, traversed with many cracks and fissures, a

richly carved oaken mantelpiece, partly hacked away for

kindling-stuff, a stuccoed ceiling, defaced with great,

69Ibid., p. 284. 7 0 Ibid., p. 261. 7 11bid.
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unsightly patches of the naked laths,,72 was a worthy sym-

bol of "this poor man of show."

Over his left eye Old Moodie wore a patch., which was

the symbol of the shame that veiled his life and separated

him forever from human comradeship. All the love, of which

his shallow nature was ever capable, was bestowed upon the

timid, shrinking child of his poverty and disgrace, the

gentle Priscilla; but even one true affection was not suf-

ficient to conquer the pride still dormant in his nature.

Faced with the temptation to clai his brother's wealth,

legally his own, but inherited by Zenobia, he reasoned with

himself in this manner:

Ah! but in Zenobia I live again! Beholding her, so
beautiful, -- so fit to be adorned with all imaginable
splendor of outward state, -- the cursed nit,
which, half a lifetime since, dropt off like tatters
of once gaudy apparel from my debased and ruined per-
son, iis all renewed for her sake. Were I to reappear,
my shxe would go with me from darkness into daylight.
Zenobia has the splendor, and not the shenie. Let the
world admire her, and be dazzled by her, the brilliant
child of my prosperitj. 7 4

But neither was Zenobia's splendor destined long to symbol-

ize the fatal pride. In an effort to eliinate her only

feminine competitor for Hollingsworth's love, Zenobia re-

turned Priscilla to the evil influence of Westervelt. This

betrayal of her sister not only caused Old Moode to claim

his inheritance and leave Zenobia penniless, but it also

74Ibid.,p. 274.72Ibid., p. 262.
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made ollingsworth realize his love for Priscilla and con-

demn Zenobia for her heartlessness, Thus deprived of her

wealth and rejected by the man she loved, Zenobia could no

longer face life; and Old Moodie, humbled once again, walked

behind her to her grave, "his Lace mostly concealed by a

white hcndker chief. "75

The importance of nature in the story is symbolized

by a huge, gray rock in the psture at Blithedale, called

Eliot's pulpit, "from a traditIon that the venerable Apostle

Eliot had preached there, two centuries gone by, to cn

Indian auditory.76 The rock was a great, shattered granite

boulder, with an irregular outline and many scattered frag-

ments, which "inclined towards each other, so as to form a

shallow cave." 7 At the top was a giant birch tree, be-

neath whose shade Zenobia, iollincsworth, Priscilla, and

Coverdale often spent the Sabbath afternoons in happy fel-

lowship or ii friendly arguments. At the foot of this In-

passive rock, indifferent to all human drama, was enacted

the most powerful scene In the story. Here the "eternal

triangle" was dissolved when Jollingsworth, after conden-

ing Zenobia for her treatment of her sister, declared his

love for PriscIlla. When the two had gone, 'Zenobia sank

down at the oot of the rock and endured the profound grief

75Ibid . , p. 341. 7 6 Ibid., p. 168. 77 Tbid.

*M on
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of which only a nature such as hers is capable.78

Nature' subtle magnetism as well as her extreme indif-

ference is likewise sybolized by the dark and sluggish

river, which, after tempting some overladen soul to fling

its "weight of mortality"179 into its obscure depth, pre-

sents a black, impassive surface as inscrutable as the

"eniga of the eternal world."3 0  The same symbolic idea

is apparent in the scene by the grave:

While Zenobia lived, Nature was proud of her, and di-
rected a11 eyes upon that radiant presence, as her
fairest handiwork. Zenobia perished. Will not Nature
shed a tear? Ah, no! -- she adopts the calamity at
once into her system, and is just as well pleased, for
aught we can see, with the tuft of ranker vegetation
that grew out of ZenobIa's heart, as with all the
beauty vtich as bequeathed us no earthly representa-
tive except in this crop of weeds.l

One other instance of Hawthorne's use of nature is

Coverdale's hermitage, "a kind of leafy cave, high upward

into the air, among the midmost branches of a white-pine

tree.1182 A wild grapevine had twined itself around several

trees, joining their top branches together to form a "hol-

low chamber of rare seclusioi," 8 3 where Coverdale spent

many hours meditating upon the various aspects of the Com-

munity, which he could easily observe, both actually and

figur&tively, from his unuusal height above the ground.

r"Ibid., pp. 304-325. 7 9 bid., p. 296.

Wjbid., p. 333. 1 Ibid., p. 349.

821bid. , p. 138. 83Ibid.
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More important, however, to Coverdale, was its subtle ef-

fect of counteracting the very principles of the Cormunity.

He saidof it: r"This hermitage was my one exclusive pos-

session while I counted myself a brother of the sociLlists.

It symbolized my individuality, and aided ne in keeping it

inviolate. "84

Because of its broader foundation of fact and the more

contemporary nature of the mat rials of its composition, The

Blithedale Ronance does not equal its predecessors either

in romantic vividness or in the variety arid expressiveness

of its symbols. The melodramatic elements of the plot de-

tract materially from the artistic effect and liit the

rgnge and depth of meaning which the sybols eight other-

wise convey. The chief attractiveness of the story lies in

the realistic and homelike atmosphere of many of the scenes

at Blithedale, in the vivid drama of the scene of Zenobia 's

indictment oJ Hollingsworth and tragic acceptance of her

own fate in the shadow of Eliot Is pulpit, and in the power-

ful reality of the midnight scene by the river. The central

thme ofthe novel, the tragedy of the selfish fanaticism of

a typical New England reformer, is developed through the

character of Hollingsworth, whose career exemplifies the

moral which Hawthorne characterized as "the most awful truth

84Ibid., p. 139.
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in Bunyan's book of such, -- from the very gate of heaven

there is a by-way to the piti 8 5

85Ibid. , p. 348.

WAM



CHAPTER V

TE MARBLE FAUN

The last complete romance which Hawthorne gave to the

world was The Marble Faun, the product of the authorIs ma-

ture genius and a worthy culmination of his literary career.

Written with the same fundamental purpose of apprehending

truth as the other three romances, it is a more complete

symbolic expression of life, richer and nobler in full pro-

portion to Hawthorne's artistic and intellectual develop-

ment as well as to the significance of his treasured ex-

periences and observations in the impressive atmosphere of

classical Rome. Underneath the air of mystery and enchant-

ment that permeates the romance, there is evident a solid

foundation of reality in the setting and in the external

life such as that portrayed so vividly in the gay carnival

scene of the Roman holiday. For this authentic material,

Hawthorne was indebted to his memories of a fruitful and

pleasant year spent in Italy and to his Notes of Travel,

which contains a wealth of detailed information, enlivened

and made readable by the author's tastes and personality.

Hawthorne's chief concern in The Marble Faun, as it

had been in the preceding romances, was the development of

1:11
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a moral theme; this time it was "the slow development of

utter sin in the breast of a man at first so pure and true

as to seem a mere conscienceless and spontaneous child of

nature." 1  To this purpose Hawthorne subordinated charac-

ters, plot, and background, enveloping them all in the charm

and mystery of Old-world romanticism and wherever possible

investing them with a symbolic meaning, through which he

strove to interpret those infinite truths inherent in so

profound a theme. Once again, as in the development of

The Scarlet Letter, Hawthorne "allowed his imagination to

find its spring in the symbolism of a physical object, here

the marble statue of the Faun, and let his moral scheme

evolve out of the brooding of his thought upon the spiritual

thing thus suggested for the play of meditation.",2 A pas-

sage from his notebook indicates the extent to which his

artistic sense was attracted by this statue.

We afterwards went into the sculpture gallery,
where I looked at the Faun of Praxiteles, and was
sensible of a peculiar char in it; a sylvan beauty
and homeliness, friendly and wild at once. . .
This race of fauns was the most delightful of all
that antiquity imagined. It seems to me that a story,
with all sorts of fun and pathos in it, might be con-
trived on the idea of their species having become in-
termingled with the human race; a family with the
faun blood in them having prolonged itself from the
classic era till our own days. The tail might have
disappeared, by dint of constant intermarriages with

1 Charles F. Richardson, American Literature, II, 379.

2Woodberry, Nathaniel Hawthorne, p. 272.
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ordinary mortals; but the pretty hairy ears should
occasionally reappear in members of the family; and
the moral instincts and intellectual characteristics
of the faun might be most picturesquely brought out,
without detriment to the human interest of the story.5

The Faun, which Hawthorne conceived to be. the symbol

of natural man, in whom the "characteristics of the brute

creation meet and combine with those of humanity," 4 is rep-

resented by the sculptor in the marble figure of a young

man leaning against the stump of a tree with one hand hang-

ing carelessly by his side and the other holding the frag-

ment of some sylvan musical instrument. The only visible

indications of the wild nature are two leaf-shaped ears,

terminating in little peaks as in some species of animals. 5

Gazing long at this statue and meditating upon its impliea-

tions, Hawthorne saw depicted in the cold marble of its

composition the characteristics of an "amiable and sensual

creature, easy, mirthful, apt for jollity, yet not incapa-

ble of being touched by pathos., 6 He saw also a lack of

any capability of understanding the principles of virtue

or of making any effort or sacrifice for a noble or abstract

cause. He was able to discover, however, evidences of a

simplicity of nature which would keep this being true and

honest and of a capacity for strong and warm attachment

3Notes of Travel, Ill, 334.

4 The Marble Faun, 1, 9.

5 Ibid. 6xbid., p. 8.
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which might enable his to "act devotedly through its im-

pulse, and even die for it at need. "7

But the full symbolic mesanings of the Faun could not

be grasped until he was brought to life and allowed to step

down from his pedestal and exhibit his innocent, careless

nature and sportive playfulness against the somber back-

ground of sorrow and evil and self-conscious dignity which

was Hawthorne's contemporary world. This living counter-

part of the marble Faun was Donatello, the young Italian

Count of Monte Beni, whose striking resemblance to the

statue formed the keynote of the novel. The three remain-

ing characters of the story, Kenyon and Hilda, both Ameri-

cans, and Miriam, a young lady of mysterious lineage, were

linked together by ties of friendship originating in their

common love of art. Donatello's claim to their fellowship

was based upon his simple and unqualified admiration for

Miriam's remarkable beauty, which had attracted him to the

extent that he had insisted upon being admitted at least

to her acquaintance. Though not intellectually brilliant,

the young man "had many agreeable characteristics which won

his the kindly and half-contemptuous regard of Miriam and

her two friends." 8

While admiring the treasures of the sculpture-gallery

in the Capitol at Rome, the three artists were so forcibly

8b'bid.f, p. 25.SIb id.
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impressed with the resemblance between the young Italian

and the Faun of Praxiteles that Miriam pronounced the por-

traiture "perfect in character, sentiment, and feature,"

and Donatello, at Kenyon's request, assumed the same atti-

tude as the statue. The likeness was so exact that "allow-

ing for the difference of costume, and if a lion's skin

could have been substituted for his modern talma, and a

rustic pipe for his stick, Donatello might have figured

perfectly as the marble Faun, miraculously softened into

flesh and blood." 10 The only thing necessary to complete

the correspondence was for Donatello to push aside his

thick brown curls and display two leaf-shaped, pointed

ears. At this point, however, the young man refused to

comply. With a "skip and jump light enough for a veritable

faun,"l1 he laughingly placed himself out of reach of

Miriam's inquiring hand; and the question of whether or not

his ears resembled those of the marble Faun was never

answered.

Strange to say, Donatello's resemblance to the Faun

was more than physical. Possessed with instincts and emo-

tional and mental characteristics analogous to those which

Hawthorne had detected in the statue, he was conscious of

few restraints such as those which civilization has imposed

9Ibid., p. 5. 1 0Ibid., p. 6. 11Tbid., p. 11.
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upon the rest of mankind. His animal-like devotion to

Miriam secured for him an invitation to visit her studio.

Casually examining her pictures, he was affected with an al-

most primitive fear and disgust by the elements of evil in

certain representations of murder, "in which a woman's hand

was crimsoned by the stain."1 1 2 Other pictures depicting

the deep joy or sorrow of a human soul failed to strike an

answering note in his nature. But the extravagance of fun

represented in the sketch of a rustic dance restored his

natural gaiety so completely that when Miriam asked his

permission to paint him some day as one of the dancers, he

assented eagerly; and without a trace of self-conscious

dignity he began to dance about the studio "like an incar-

nate sprite of jollity, pausing at last on the extremity of

one toe, as if that were the only portion of himself whereby

this frisky nature could come in contact with the earth." 1 3

The natural beauty of the suburban grounds where he

met Miriam for an afternoon's airing seemed to bring out

and emphasize still further the evidences of Donatello's

faunlike nature. Stimulated, not only by the woodland set-

ting so like that of his native home, but also by the

prospect of an hour's walk with Miriam, Donatello began to

dance and frolic along the path, running at times ahead of

1 3 Ibid., p. 60.12 Ibid.,I p. 56.



117

his companion and then standing to watch her as she ad-

vanced to meet him.

With every step she took, he expressed his joy at her
nearer and nearer presence by what might be thought
an extravagance of gesticulation, but which doubtless
was the language of the natural man, though laid aside
and forgotten by other men, now that words have been
feebly substituted in the place of signs and symbols.
He gave Miriar the idea of a being not precisely man,
nor yet a child, but, in a high and beautiful sense,
an animal, -- a creature in a state of development
less than what mankind has attained, yet the more per-
fect within itself for that very deficiency.14

Finally, Miriam's somber mood partaking of the cheerfulness

of his, she threw aside her reserve and became for a little

while a woodland nymph sporting by his side. So boundless

was Donatello's joy that he frolicked and laughed and ut-

tered little snatches of song as natural as the notes of

birds. Once, hearing the cheery whistle of a bird, Dona-

tello "gave a peculiar call, and the little feathered

creature came fluttering about his head, as if it had

known him through many sunmers,. "15

So the woodland frolic continued, as if the two were

Tborn to be sportive forever, and endowed with eternal

mirthfulness instead of any deeper joy." 16 Attracted by

the music of a vagrant band of players, Miriam and Donatel-

lo went farther into the grove and became part of a rustic

dance so gay and light-hearted that it seemed but the sym-

bolic representation of the "care-free primitive world in

15Ibi4. , P. 111.14Ibid. p. 104. 16SIbid. ,p.O113.
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which the faun-like nature of Donatello had its birth and

being." 1 7 The sylvan scene provided a momentary glimpse

"far backward into Arcadian life, or, further still, into

the Golden Age, before mankind was burdened with sin and

sorrow, and before pleasure had been darkened with those

shadows that bring it into high relief, and make it hap-

piness. "18

But the blissful innocence and charm of this earthly

paradise could not last. The fragile spell was broken when

Miriam became aware of the presence of that evil creature

which had been her unwelcome follower since her encounter

with him a short while before in the blackness of the cata-

comb. Connected in some unaccountable way with the mys-

terious shadow that darkened Miriam's life, he haunted her

footsteps; and, being sometimes admitted toher studio, "he

left his features, or some shadow or reminiscence of them

in many of her sketches and pictures." 1 9 Appearing as he

did so often to Miriam in her brief moments of happiness

and throwing his black shadow over her life, he seemed the

dreadful symbol of the sin and misery that haunts mankind

throughout the world and for all time. Hawthorne hinted at

this timeless existence of the model by representing his

features in the face of the demon in Guido's sketch produced

17Woodberry, Nathaniel Hawthorne, How to Know Him,
p. 193.

18The Marble Faun, 1, 113. 19Ibid., p. 38.



119

some two centuries before, 2 0 and again in the legend at-

tributing earthly immortality to the spectre of the cata-

comb with which the model was loosely identified.21

The disastrous influence of the model upon Donatello's

natural innocence was foreshadowed in the woodland scene

by the look of animal rage that suddenly distorted the

youth's features when he recognized the evil presence of

Miriam's persecutor. Again, on the occasion when Miriam,

looking into the depths of the fountain, was startled by

the reflection of the model's hideous features in the

water, she felt Donatello clutch her arm; and glancing up,

she "beheld a tiger-like fury gleaming from his wild eyes." 2 2

She soothed his rage as she might have "tamed the wrath of

a faithful hound that had taken it upon himself to avenge

some supposed affront to his mistress." 2 3

From this point, it was but a step to the brief but

vivid scene on the Tarpeian Rock of the crime that destroyed

his innocence and transformed the "faun" into a ran. Temp-

tation was there in the evil presence ofthe model as well

as in the eyes of the woman. Donatello had already been

conditioned to the deed by Miriam's reply to his question

concerning the destruction of those who had flung them-

selves or had been flung by others over the precipice in

20Ibid., p. 194. 21Ibid., p. 39.

22 Ibid., p. 204. 2 3 Ibid., p. 205.
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ancient days because of political crimes.

"Was it well done?" asked the young man.
"It was well done," answered Miriam; "innocent

persons were saved by the destruction of a guilty
one, who deserved his doom. '24

So it was that when the sinister figure of the model stepped

out of the shadows, his doom was sealed by the primitive

fury that engulfed Donatello and "kindled him into a man," 2 5

as well as by the momentary look of assent that flashed

into the eyes of the kneeling woman as the young man held

the creature over the precipice. By his brief and shadowy

treatment of the crime that was destined to have such momen-

tous results in the life of Donatello, Hawthorne made it

the type of all sin and its significance universal.

All that was necessary to the purpose of the story was

the simple destruction of Donatello's passive innocence so

that the consequent moral awakening to the knowledge of

good and evil might develop this simple child of nature into

a being capable of conscious virtue and deep emotions. Thus

the first words that Donatello spoke after the terrible

crime was done, "I did what ought to be done to a traitor," 2 6

reveal how instinctively protective was the deed, almost

transforming the sinner into a benefactor of mankind. In

accordance with Hawthorne's characteristic habit of em-

phasizing an idea by repeated representations in varying

forms, he reproduced the scene of the murder in symbolic

2 4 1:b1d., p. 236. 2 5 Ibid., p. 239. 2 6 Ibid.



121

form, stressing again Donatello's words on the Tarpeian

Rock and disclosing also a change in Donatello in the added

wisdom and concern with which he contemplated the meaning

of a tiny plant which had been growing from his earliest

remembrance in the chinks of the stones atop the tower of

the castle in the Apennines. The incident occurred during

Kenyon's visit at Monte Beni when he and Donatello climbed

the tower together and Donatello observed Kenyon's interest

in the plant.

"I wonder if the shrub teaches you any good les-
son., said he. . . . "If the wide valley has a meaning,
the plant ought to have at least a little one. . .. 6"

"0, certainly!" answered the sculptor; "the shrub
has its moral, or it would have perished long ago.
And, no doubt, it is for your use and edification,
since you have had it before your eyes all your life-
time, and now are moved to ask what may be its les-
son.

"It teaches me nothing," said the simple Dona-
tello, stooping over the plant and perplexing him-
self with a minute scrutiny. "But here was a worm
that would have killed it; an ugl creature, which I
will fling over the bat tlement s."27

Add to the motive here exemplified Donatello's complete

trust in Mirian and the fact that her eyes had mirrored her

assent in that brief instant of his indecision, and the

spiritual shock with which he realized the fact of his

error becomes apparent. For a little while the two sinners,

Miriam and Donatello, were drawn together by an instinctive

fear of the "deadly chill that would thenceforth wait for

2 7 Ibid., II, 67.
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them in solitude.t28 But as Donatello's developing moral

sense continued to probe the significance of his deed, the

"ever increasing loathsomeness of a union that consists in

guilt"29 was brought home to his awakening conscience. Even

Miriam's repeated expressions of her love for him failed to

lift the great weight which he said was pressing on his

heart and which was the symbol of the immeasurable burden

of sin and sorrow that has been resting upon the weary

heart of the world for so many centuries.

The visit to the Church of the Capuchins and the recog-

nition of the face of the dead monk as that of the creature

which Donatello had hurled over the precipice the night be-

fore had a strange effect upon the two guilty ones. By no

extravagance of Miriam's fancy could she explain why the

body of her murdered persecutor should be laid out as a

saint in the nave of his church. The riddle affected her

overwrought imagination as if an unknown corpse had assumed

the likeness of that face which haunted her memory. "It

was a symbol, perhaps, of the deadly iteration with which

she was doomed to behold the image of her crime reflected

back upon her in a thousand ways, and converting the great,

calm face of Nature . . . into a manifold reminiscence of

that one dead visage."3 0 For Donatello, too, the dead face

281bid., 1, 242. 2 9 Ibid., p. 244. 30 ibid., p. 264.
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in the church was the symbol of his guilt, seeming ever more

real because it haunted him along with the beautiful face

of the woman he loved; and Miriam, seeing how matters stood

in "his bewildered mind and overburdened heart, n31 realized

that they must part.

So Donatello went back to his home among the Apennines,

where Kenyon, appearing in response to an earlier invita-

tion, found him living as the gloomy shadow of his once

joyous self. The only pleasant custom which he still re-

tained was that of partaking occasionally of a certain wine

called Sunshine,, which Kenyon pronounced the finest in the

world. According to tradition, this excellent wine, pro-

duced only at Monte Beni, would lose its wonderful quali-

ties if ever sold or taken from under the roof where it sym-

bolized the "holy virtues of hospitality and social kind-

ness. u32

Kenyon, who did know of the incident on the Tarpeian

Rock, was much puzzled by the many changes which he observed

in his young friend. The carefree youth, who had posed so

obligingly in the attitude of the Faun for his friends

amusement and who had gaily consented to be Miriam's model

for her sketch of the rustic dance, was gone. In his place

was a self-conscious man whose hesitation to grant Kenyon's

request for permission to model his bust he explained in

31Ibid.., p. 278. 3 2Ibid., II, 16.
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these words: "I have a weakness which I fear I cannot over-

come. . . . It troubles me to be looked at steadfastly."33

Even Donatello himself did not understand the reason for

this strange unwillingness to be gazed upon. To Hawthorne

it was the "simplest and primary symbol . . . of the shock

of sin," 34 which he exemplified in the same manner in the

evasive eyes of Beatrice Cenci, the innocent victim of sin,

in whose portrait the "profoundest expression eludes a

straightforward glance, and can only be caught by side

glimpses, or when the eye falls casually upon it.t,35

A most pathetic representation of the extent to which

Donatello's new consciousness of sin had set him at variance

with nature was the scene which followed the young Count's

description to Kenyon of "a charm -- a voice, a murmur, a

kind of chant" 3 6 by which he had once called the woodland

creatures to him in a language which they had seemed to un-

derstand. With Kenyon hidden in the shrubbery, Donatello

proceeded to try his old powers again. He filled the air

with a soft murmur which Kenyon fancied might have been the

"original voice and utterance of the natural man." 3 7  As

Donatello poured his soul into the sound, tears came to Ken-

yon's eyes at the sadness in it. Then the artist fancied

he heard the doubtful patter of little feet. Almost

3 3 Ibid., p. 22.

3 4Woodberry, Nathaniel Hawthorne, p. 276.

3 5 The Marble Faun, 1, 283. 3 6 Ibid., II, 49.

3 7 Ibid. , p. 50.

a
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irmediately, however, he heard then scamper fearfully away

and then a wild, sorrowful cry from Donatello, who lay "be-

side the fountain, in a fit of such passionate sobbing and

weeping, that it seemed as if his heart had broken, and

spilt its wild sorrow upon the ground.1"3 8 Although Kenyon

was not able to convince the disillusioned man that the

half-concealed presence of a stranger might have frightened

the innocent creatures, Donatello suddenly and unaccount-

ably gained control of his grief, making the artist more

than ever sensible of the change in him by this "newly ac-

quired power of dealing with his own emotions." 39 But such

depth of sorrow remained that Donatello shrank from further

contact with nature, feeling that he had forfeited forever

the confidence of the wild things along with the sweet

privilege of their association. Kenyon, however, often

wandered through the vineyards and orchards and other

lovely spots of nature at Monte Beni

with somewhat the sensations of an adventurer who
should find his way to the site of the ancient Eden,
and behold its loveliness through the transparency
of that gloom which has been brooding over those
haunts of innocence ever since the fall. Adam saw
it in a brighter sunshine, but never knew the shade
of pensive beauty which Eden won from his expulsion.40

Was there no consolation then for Donatello's deep re-

morse and grief? What was there to compensate for all that

38Ibid., p. 52. 3 9 Ibid., p. 54. 40 Ibid., p. 92.
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he had lost in that one fleeting moment of error? To the

youth's awakening perception the way was not yet clear. He

was still groping upward from the black depths of his de-

spair. A fitting representation of this weary struggle was

the owl tower, symbolizing by its many difficult steps and

dark prison cells the "spiritual experience of many a sin-

ful soul, which, nevertheless, may struggle upward into

the pure air and light of Heaven at last)"41 Yet the grief

and the effort were not in vain, for Donatello had already

had "glimpses of strange and subtle matters in those dark

caverns, into which all men must descend, if they would

know anything beneath the surface and illusive pleasures

of existence."42 Kenyon, watching anxiously the changes

in his friendsoon became convinced that from some mysteri-

ous source

a soul had been inspired into the young Count's sim-
plicity, since their intercourse in Rome. He now showed
a far deeper sense, and an intelligence that began to
deal with high subjects, though in a feeble and child-
ish way. He evinced, too, a more definite and nobler
individuality, but developed out of grief and pain, and
fearfully conscious of the pangs that had given it
birth.43

That Donatello had come to recognize more deeply the

existence of a Supreme Being was evident in his reverence

for the many religious symbols which he had gathered in his

room as well as in his consideration of the idea of becoming

41Ibid., p. 58. 42Ibid., p. 71. 43Ibid.
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a monk as a means of penance. Kenyon, to whose Puritan

mind this idea was particularly repulsive, suggested that

instead Donatello live in the world and devote his life to

good deeds. For an instant it seemed to the sculptor that

consideration of the plan of living for the welfare of hu-

manity had brightened Donatello's face into the old re-

semblance to the Faun, elevating and spiritualizing the

original beauty, and thus proving that in the "black depths

the Faun had found a soul, and was struggling with it to-

wards the light of heaven."44

Having received Donatello's reluctant permission, Ken-

yon proceeded with the work of modeling the young Count 's

bust. He had never before worked under the difficulty of

catching such fleeting traits as flashed momentarily on the

face of the youth. "So evanescent a show of character

threw the sculptor into despair," 45 and symbolized the

many aspects of the moral change through which Donatello

was at that moment passing. FInally despairing of working

out his own conceptions, Kenyon became almost reckless in

his work. Suddenly, as if by accident, the plastic features

of the clay assumed the expression which Miriam and Hilda

had seen on Donatello's face as he held his victim over the

precipice. It was a "distorted and violent look, combining

44Ibid., p. 79. 4 5 Tbid., p. 84.
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animal fierceness with intelligent hatred.?? 4 6 To Donatello,

the terrible countenance, alive as it seemed with his own

crime, was symbolic of the "many guises under which guilt

stares the criminal in the face,"47 and he desired to have

it chiseled in marble as an everlasting penance for his

soul. But Kenyon refused to leave it so, and in his haste

to destroy the horrible expression he unknowingly gave to

the bust of Donatello the "features of the antique Faun,

but now illuminated with a higher meaning, such as the old

marble never bore. 148

One other example of Hawthorne's use of the sculptor's

art to image the development of the soul was a half-finished

bust of Donatello which Kenyon had made on his return to

Rome from memories of the Count's face and character. As

Hilda had not seen the Count since his departure from Rome,

the artist asked her judgment of the work.

"I hardly know how to define it," she answered.
"But it has an effect as if I could see this counte-
nance gradually brightening while I look at it. It
gives the impression of a growing intellectual power
and moral sense. Donatello's face used to evince
little more than a genial, pleasurable vivacity, and
capability of enjoyment. But here, a soul is being
breathed into him; it is the Faun, but advancing to-
wards a state of higher development. "4 9

Pleased with his success and fearing that one more stroke

might spoil the truth of the representation, Kenyon left the

bust in that unfinished state as if it were just emerging

46 Ibid., p. 86. 47Ibid.

48Ibid., p. 88. 4 9 bid., p. 239.
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from the marble, a state that symbolized the "soul's growth,

taking its first impulse amid remorse and pain, and strug-

gling through the incrustations of the senses, 50

As for Donatello, so far had he advanced along the

spiritual road that he had to travel that Kenyon had left

him united with Miriam, in a different bond from that which

unites other loving couples. Theirs was to be a union of

"toil, sacrifice, prayer, penitence, and ernest effort to-

wards right things,"5 1 a union for mutual support and ele-

vation but not for earthly happiness. In the course of a

short time the two returned to Rome, where Donatello, still

haunted by a strange remorse and hunger for penitence, pro-

posed to give himself up to civil justice. In his last few

days of freedom, with Miriam by his side, Donatello exhibited

to his friends a deeper capacity for happiness than ever

before but curiously mingled with a generous portion of the

old-time playfulness and joy.

But having presented Donatello's acquisition of a soul

through the medium of sin, Hawthorne was inclined to waver

a little in his interpretation of the idea. Through Miriam's

Old-world viewpoint, tainted somewhat by the pagan influ-

ences of the ancient setting, he presented his momentous

questions and then qualified them by Kenyon's Puritan cau-

tion. The two friends were discussing the many changes

50 Ibid., p. 240, 51lbid., p. 159.
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that had taken place in Donatello even since Kenyon had

parted from him and Miriam before returning to Rome. Ken-

yon had just voiced a note of warning in reply to Miriam's

speculations, which Hawthorne declared the sculptor "rightly

felt to be so perilous"52 that he dared not attempt to fol-

low them to a conclusion.

"Yet there is a pleasure in them! I delight to
brood on the verge of this mystery," returned she.
"The story of the fall of man! Is it not repeated in
our romance of Monte Beni? And may we follow the an-
alogy yet further? Was that very sin, -- into which
Adam precipitated himself and all his race, -- was it
the destined means by which, over a long pathway of
toil and sorrow, we are to attain a higher, brighter,
and profounder happiness, than our lost birthright
gave? Will not this idea account for the permitted
existence of sin, as no other theory can?"

"It is too dangerous, Miriam.? I cannot follow
you"' repeated the sculptor. "Mortal man has no right
to tread on the ground where you now set your feet."

"Ask Hilda what she thinks of it," said Miriam,
with a thoughtful smile. "At least, she might con-
clude that sin -- which man chose instead of good --
has been so beneficently handled by omniscience and
omnipotence, that, whereas our dark enemy sought to
destroy us by it, it has really become an instrument
that is most effective in the education of the in-
tellect and soul." 53

When Kenyon did present the question to Hilda, she was

so shocked to believe that he might accept a creed that

would make a mockery "not only of all religious sentiments,

but of moral law," 5 4 that he hastened to beg her forgive-

ness and to declare with all the fervor of his Puritan soul:

I never did believe it. But the mind wanders wild
and wide; and, so lonely as I live and work, I have

5 2 Ibid., p. 315. 5 3 Ibid., p. 314. 5 4 Ibid., p. 350.
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neither pole-star above nor light of cottage windows
here below, to bring me home. Were you my guide, my
counsellor, my inmost friend, with that white wisdom
which clothes you as a celestial garment, all would
go well. 0 Hilda, guide me homet55

This faith which Kenyon placed in Hilda was in accord-

ance with Hawthorne's presentation of the girl as the repre-

sentation of New England Puritanism. Living in her dove-

cote above the world, tending the lamp at the Virgin's

shrine, and taking into her heart the lovely paintings of

ancient times as a pool might reflect heaven in its tranquil

depths, she was a "figure of sensitive purity rendered sym-

bolically, with the same truth and delicacy as Donatello,

though so opposed in contrast to his natural innocence. t56

Following the impulse of so many artists, Hilda had come

from her home in America to try the effect of the old

masters upon her artistic ability. In Rome she lived in the

topmost room of a tower ascending high above the city into

the purer air above. By its remoteness from the squalor

and disease below, the tower symbolized the gentle Hilda's

withdrawal from the sin of the world into her own solitude

of conscious purity. With the exception of her few friends

in Rome, Hilda had no companions except a flock of doves

that lived in a ruinous chamber next to her own. So closely

55 Ibid.

56 hoodberry, Nathaniel Hawthorne, p. 275.
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analogous were Hilda's customary white robe and the stain-

less purity of her life to the snowy plumage of the doves

that her artist friends called Hilda the Dove and her

aerial apartment the Dove-cote. And while the doves flew

"far and wide in quest of what was good for them, Hilda

likewise spread her wings, and sought such ethereal and

imaginative sustenance as God ordains for creatures of her

kind. 157

After viewing the work of the great masters, Hilda was

so filled with reverence for the miracles of beauty which

they had produced that she gave up all thought of achieving

original designs and became a copyist; or, perhaps it might

be said, she became a medium through which the spirits of

the old masters, hovering near and guiding her hand, imaged

anew the beauties and perfections of their illustrious work.

Perhaps Hawthorne meant to express here in symbolic form

Hilda's deep reverence for God and the extent to which she

had yielded her life to His divine will.

Until the night of the scene on the Tarpeian Rock,

Hilda had possessed no real conception of sin except as an

abstract thing to be shuddered at and carefully avoided.

That momentous night, Hilda, seeing that Miriam had remained

behind, went back to offer what comfort she could to the sad

mood of her friend. She arrived just in time to see Donatello

5 7 The Marble Faun, 1, 73.
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hurl the model over the cliff and to recognize in Miriam's

eyes the fatal look, a look that Hilda afterwards described

to Miriam as one of "hatred, triumph, vengeance, and, as it

were, joy at some unhoped-for relief." 58 Thus Hawthorne

made Hilda the innocent witness of sin and then portrayed

its effects upon her orthodox purity as carefully as he had

shown the effects of sin upon Donatello's natual innocence.

Hurrying away without making her presence known, Hilda

sought the solitude of her room where she shed such bitter

tears as the "innocent heart pours forth at its first ac-

tual discovery that sin is in the world."59 Even the next

morning she remained at home and sat listlessly in her chair

trying vainly to fathom the mystery of her friend's guilt

and to reconcile it with the pure image she had enshrined

in her heart. It happened that her chair was near the por-

trait of Beatrice Cenci, whose evasive eyes seem always

trying to shield some great secret of grief or guilt. Once,

in changing her position, Hilda happened to see both her

own image and that of the portrait in a mirror which hung

on the opposite side of the room. In that one unpremedi-

tated glance she fancied, and not without horror, that

"Beatrice's expression, seen aside and vanishing in a moment,

had been depicted in her own face likewise, and flitted

58Ibid., p. 291. 59NIbid., Ip.s 283.*
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from it as timorously.t"60 The shock of this strange coin-

cidence struck Hilda to the heart, and, hiding her face in

her hands, she thought, "Am I, too, stained with guilt?"6 1

Thus Hawthorne saw in Hilda's eyes the same evasive

expression as that of the portrait, an expression which sym-

bolized the effect of sin upon the human soul, whether it

belonged to the sinner like Donatello or to the innocent

witness of sin like Hilda. Hawthorne even felt that the

similarity of Hilda's look to that of the portrait might ac-

count for the "unutterable grief and mysterious shadow of

guilt, without detracting from the purity,"6 2 which many

critics attribute to the ill-fated Beatrice, whose "inti-

mate consciousness of her father's sin threw its shadow

over her, and frightened her into a remote and inaccessi-

ble region, where no sympathy could come."1 6 3 To this evi-

dence he added: "It was the knowledge of Miriar' s guilt

that lent the same expression to Hilda's face." 6 4

During this long session with her grief-stricken con-

science, Hilda decided that her most cherished friendship

would have to end. When Miriam came to see her the next

day, Hilda shrank from her touch and tried to explain her

action in these words:

601bid., p. 284. 6 11Tid., p. 284. 6 21bid.

63Ibid. 641bid.
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If I were one of God's angels, with a nature in-
capable of stain, and garments that never could be
spotted, I would keep ever at your side, and try to
lead you upward. But I am a poor, lonely girl, whom
God has set here in an evil world, and given her on-
ly a white robe, and bid her wear it back to Him as
white as when she put it on. Your powerful magnetism
would be too much for me. . . . And therefore, Miriam,
before it is too late, I mean to put faith in this
awful heartquake which warns me henceforth to avoid
you. 6 5

This statement, which perhaps prompted Howells to speak of

Hilda as a symbol of the "implacable morality of ignorant

purity,"66 drew from the crushed but still forgiving Miriam

the following reply:

I always said, Hilda, that you were merciless; for I
had a perception of it, even while you loved me best.
You have no sin, nor any conception of what it is;
and therefore you are so terribly severe! As an
angel, you are not amiss; but, as a human creature,
and a woman among earthly men and women, you need a
sin to soften you.67

Still Hilda did not waver, and Miriam left her alone.

As the days lengthened, Hilda, who had chosen to remain

in Rome for the summer, found herself unable to throw off

a heart-sickness that was the result of her "dismal cer-

tainty of the existence of evil in the world,"68 a certainty

that had come through the fall of a trusted friend who had

been the "symbol and representative of whatever is good and

true." 6 9  In her listless wanderings about the art galleries,

Hilda came to realize that she had lost, at least for a

65Ibid., pp. 288-289.
66W. D. Howells, Heroines of Fiction, 1, 183.
6 7The Marble Faun, 1, 289. 6 8Ibid., II, 166.

6 9 Ibid., p. 167.
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time, the faculty of appreciating those great masterpieces

which she had once reverenced so deeply. She could no

longer surrender herself in due proportion to the miracle

of the representation. Somehow the "eye of faith"7 0 was

lacking. "Like all revelations of the better life, the ade-

quate perception of a great work of art-demands a gifted

simplicity of vision";7 1 and this simplicity Hilda had for-

feited when she had acquired the knowledge of sin.

The effect of this knowledge upon Hilda was similar

to its effect upon Donatello. In the loss of his simplicity,

he forfeited his old ability to communicate with the wild

creatures by losing self so completely that they recognized

no reserve. So it was that Hilda, even after she had par-

tially dispelled her grief in the confessional, could not

be so perfect a copyist as before. "She could not yield

herself up to the painter so unreservedly as in times

past."7 2 Her more completely developed sense of percep-

tion taught her to see the motive which the painter had per-

haps not meant to be apparent. She had known and felt

"such a reality, that it taught her to distinguish inevi-

tably the large portion that is unreal in every work of art."73

Thus her grief, although it had "dulled her perceptions in

7 0 Ibid., p. 176. 7 1 Tbid.

72 Ibid., p. 232. 73Ibid.
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one respect; had deepened them in another; she saw beauty

less vividly, but felt truth, or the lack of it, more pro-

foundly." 7 4 And thus "instructed by sorrow,tf?5 she came to

suspect the hollowness in the works of her hitherto beloved

painters, some of whom had "essayed to express to the world

what they had not in their souls.,76

In all the desperation of her grief, Hilda had not a

single friend to share her secret. Even her prayers seemed

little comfort and of no avail, so that she began to ques-

tion the perfection of her own faith, which had left her

thus so desolate. One day, having wandered into the great

St. Peter's Cathedral, which seemed to her troubled senses

the "embodiment of whatever the imagination could con-

ceive, or the heart desire, as a magnificent, comprehensive,

majestic symbol of religious faith,"7 7 Hilda was struck by

the peace and joy on the faces of the penitents when they

came from the confessional. Within her own heart there was

a great need; close at hand was hope of relief. So Hilda,

utter Puritan that she was, "flung herself down in the peni-

tent's place; and, tremulously, passionately, with sobs,

tears, and the turbulent overflow of emotion too long re-

pressed, she poured out the dark story which had infused

74pbid.1,p. 180. 75Ibid., p. 232. 76Ibid., p. 180.

77 Ibid., p. 196.
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its poison into her innocent life." 7 8

Although her relief was greater than she could have

imagined, Hilda came through this dangerous experience un-

scathed as far as her Puritan faith was concerned, and yet

with a greater tolerance and understanding of the good that

might be found in other religions than her own. Similarly,

there came by degrees into her consciousness the "painful

doubt whether a wrong had not been committed on Hildas's

part, towards the friend once so beloved." 79  She began to

realize that there might possibly be other questions to con-

sider besides the "single one of guilt or innocence. t80

Should a close friendship into which we have voluntarily

engaged be severed because of any unworthiness which we later

detect in the friend? And should a "selfish care for the

spotlessness of our own garments keep us from pressing the

guilty ones close to our hearts, wherein, for the very

reason that we are innocent, lies their securest refuge

from further ill?" 81 These were sad questions for Hilda to

solve and required all her dearly bought perceptions before

she could bring herself to renew her old loyalties to her

absent friend.

Thus did Hawthorne symbolize in Hilda and Donatello the

effects of the knowledge of sin upon two natures so different

78 Ibid., p. 205. 79Ibid., p. 245.

8 0 Ibid.., p. 246. 8 1 Ibid.
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from each other and yet so nearly the same in their essen-

tial innocence. Both hearts and intellects expanded and

grew in the processes of their reactions to evil. For,

while Donatello's sin had been his own, it had been un-

selfish in conception and almost instinctive in execution;

and Hilda's experience of evil had come through the sin of

others and not her own error, "though it almost seemed so." 82

In the process of creating the broad symbolism of this

new story of the fall of man, Hawthorne employed many smal-

ler symbols and correspondences to interpret the complex

meanings that haunt the New-world visitor in a land where

it seemed as if all of the sins and sorrows ofthe "dreary

Past were piled upon the back of the Present."83 He saw in

Rome a city whose long perspectives through a picturesque

past have made it "the symbol of civilized man in all his

history, from the far-away origin of society down to latter-

day love of anarchy." 84 In the malaria that lurks in its

streets in sumnmer and haunts the beautiful lawns and wood-

lands of the suburban villas, he saw a symbol of the deadly

influence of the past and of the "crimes and calamities of

ages, the many battles, blood recklessly poured out, and

deaths of myriads,185 which have corrupted the very soil

and atmosphere of the Eternal City.

82 Ibid., p. 221. 83Ibid., p. 130.

84Gates, op. cit., p. 97.

8 5 The Marble Faun, I, 121.
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Hawthorne was inspired and humbled by the majestic

beauty of the old cathedrals, and yet he imagined in their

gorgeous painted windows a symbol of the "multitude of ex-

ternal forms"86 through which the Catholic religion is mani-

fested to the human soul and the spiritual truth is colored

and illuminated for a readier reception. So deeply was his

artistic sense stirred by the splendor of these windows

that he felt a sadness in the thought that

any Christian soul should pass from earth without once
seeing an antique painted window, with the bright
Italian sunshine glowing through itU There is no
other such true symbol of the glories of the better
world, where a celestial radiance will be inherent
in all things and persons, and render each continually
transparent to the sight of all. 8 7

With these and similar images Hawthorne illuminated the

splendors and exposed the evils of the land which so fit-

tingly served as a background for his symbolic presentation

of universal truths.

In Donatello, Hawthorne created a symbol of the natural

man and placed him in the modern world to frolic and dance

with the unconscious innocence and careless joy of the

Faun, whose tiny pointed ears were such delightful symbols

of his animal nature. Then the charming spell of this de-

lightful Eden was broken by the entrance of the model, rep-

resenting the serpent in the garden, and invested with such

vague and shadowy characteristics as to give the effect of

86Ibid., II, 188. 8 7 Ibid. , p. 133.

i
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remoteness and universality to this symbol of evil. Haw-

thorne even provided, in the character of Miriam, the woman

already experienced in sin to tempt the simple being and

then to go with him and encourage him in his struggle

against the "sin, care and self-consciousness"88 into which

his deed had plunged him. Finally, by various symbolic

incidents and subtle uses of the sculptor's art, Hawthorne

represented Donatello as having passed through the deep

shadows of remorse and emerged with a human soul, conscious

of the deep and ultimate meaning of life. In Hilda he pre-

sented a symbol of conscious innocence based upon all the

moral teachings inherent in orthodox religion and showed

the effects of the knowledge of sin upon such a nature.

Throughout the story Hawthorne was concerned with discover-

ing through the expressiveness of symbols the "meaning of

evil, the reason for sin's existence, the old problem in

thought about the spiritual life."1 89  Thus in The Marble

Faun, more than in any other of the four romances, Haw-

thorne employed that "symbolism which in conveying intimr-

tion of fundamental relationships is interpretative of the

universe.

88Ibid., p. 39.

8 9 Woodberry, Nathaniel Hawthorne, p. 273.

90H. Flanders Dunbar, Sibolism in Medieval Thought,
p. 24.
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In conclusion, this study has, in a measure, revealed

the effectiveness of Hawthorne's use of symbolism in present-

ing and interpreting the moral truths inherent in the under-

lying themes of the romances. The universal nature and

spiritual qualities of these truths defy the ordinary means

of expression and require a medium that knows no bonds nor

ad its of any limitations of time or place. The peculiar

qualities of Hawthorne's genius, developed in the solitude

of his room and conditioned by the influences of his Puri-

tan origin, led him to a consideration of the principles of

good and evil and the ultimate destinies of the human soul.

Sin became his predominant theme and cast its shadow over

the lives of his characters, making them representatives of

the human soul In moral stress.

The theme of The Scarlet Letter is sin and its conse-

quences in the lives of a man and woman. By the aid of

symbols, the sense of the immediate and local is dispelled,

and the tragedy becomes universal in its significance. In

The House of the Seven Gables, Hawthorne was concerned not

so much with the immediate effects of sin as with its evil

influence when handed down in a family from one generation

to another. Enveloped in the mists of romanticism by the

genius of Hawthorne's imagination, the old house assumes a

timeless aspect and becomes the symbol of the evil inherent
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in the intrusion of the Past upon the Present. The tragedy

resulting from the complete subjection of the mind and heart

to the abstract principles of an idea, even though it be

worthy in itself, is exemplified in The Blithedale Romance.

Finally, in The Marble Faun, Hawthorne looked backward to

the origin of sin and its meaning, and created by the proc-

esses of pure imagination the symbolic characters and inci-

dents that reflect the story of the fall of man.

Thus instead of writing moral essays on the subjects of

sin and human destinies, Hawthorne accomplished his inter-

pretation through the infinite resources of the novel. By

means of the illusive mists of romanticism, he enveloped

the reality of the scenes in an atmosphere of remoteness

that transcends reality and makes their appropriate back-

grounds for the treatment of the universal truths that were

his themes. The action is always secondary to its interpre-

tation. The sin itself is often sketched lightly and placed

in the background to diffuse its influence through the lives

of the characters in the foreground. The personalities

and individual fates of the characters are developed only

to the extent necessary for them to embody a truth or an

idea. Finally, the height of Hawthorne's genius is mani-

fested in the skill and dignity with which he employed sym-

bols to accomplish the fusion of the image and the idea and

to make the application universal. He found in the
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expressiveness of the symbol a key to literary inmortality

and the means whereby his appeal will be to all genera-

tions; for "no symbol tells all of its meaning to any gen-

eration."u91

91W. B. Yeats, "Symbolism in Painting," Essays, p. 182.
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