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This study shows similarities in the attitudes of and
literary influences upon Maurice Maeterlinck and Nathaniel
Hawthorne,

especially in Maeterlinck's drama Pelleas et

M6lisande and Hawthorne's novel The Scarlet Letter. Circumstantial evidence indicates Maeterlinck's familiarity with
Hawthorne's novel.
Since no previous comparative study of Pelle/as et
Me'lisande and The Scarlet Letter exists, the works themselves are the major sources of information.
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CHAPTER I

INTRODUCTION
An expanse of ocean and a generation separate
Maurice Maeterlinck and Nathaniel Hawthorne, but they
are united by the obvious important similarities, not only
in their attitudes and, to some degree, the Transcendental
influence exerted upon them, but especially, and most
significantly, in two of their principal works:

Maeterlinck's

play Pelleas et Melisande and Hawthorne's novel The Scarlet
Letter. The purpose of this paper is to study in great
detail the extent of these similarities.
First of all it becomes apparent that the attitudes
of Maurice Maeterlinck and Nathaniel Hawthorne most closely
approach one another in a search for a meaningful truth in
life and in their desire for solitude; there is a parallel
in some degree in their attitudes about the function of the
artist

and in their dislike of structured religion.

Each man,

too, endured a period of pessimism which necessarily flavored
his works.
Furthermore, the philosophy of Transcendentalism had
a definite and lasting effect on the authors' thinking.
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Ralph Waldo Emerson was a particularly influential proponent
of this philosophy.

In addition, Hawthorne's The Scarlet

Letter was published three times in France previous to the
publication of Maeterlinck's drama (3, p. 98).

This possible

access to the work of Hawthorne by Maeterlinck must be considered in view of the overwhelming similarities found in
Pelleas et Me'tlisande and The Scarlet Letter.
The most significant parallels in the two works are
divided into three main areas.

The factual level of conflict,

plot, characters, and setting is the first area.

Second,

the

dramatic and literary techniques used by the authors are
examined,

In this division are included the parallel use of

scenes, or tableaus, in general, and the use of specific
scenes which are parallel in content.

Also included here is

the literary technique of the Gothic romance, and the authors'
emphasis on interior action and the resulting use of symbolism.
The final main area of investigation is the aesthetic intent
of the authors in relation to the major themes and the two
central symbols found in the two works.

Because of the importance

of accurately placing each author in his time and milieu in this
study, and because Maurice Maeterlinck is not a widely known
author in America, nor is Nathaniel Hawthorne widely known in
France, a biographical sketch of each man is appropriate.
Maurice Maeterlinck was born in Ghent on August 29, 1862.
His father was a notary by profession; however, he was so well
endowed financially that he did not practice, but lived in a
villa in the country at Oostakker (2, pp.

1-2).
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Maeterlinck was educated in Ghent in the Jesuit College of
Sainte-Barbe, beginning in 1874 (1, p.

16).

His Jesuit

teacher successfully inculcated in Maeterlinck a belief
in the life of the spirit, but failed to instill a belief
in Catholic traditions and dogma.

The belief in a spiritual

existence and skepticism toward ritualistic doctrine,
with the mysticism in his Flemish background,

together

led him to a

life-long search for certainty outside of structured religion
(7, p. 59).

After a less than enthusiastic study of law and

a brief appearance at the bar, he went to Paris in 1886,
ostensibly to further his law career, where he joined a group
of young poets who were editing the short-lived review, La
Pleiade.

This review published his Le Massacre des Innocents,

a recit or short story which was written in a style that reflected the mood of old Flemish paintings (2, pp. 6,
7, p.

59).

10-11;

Maeterlinck soon returned to his parents' house

in Ghent, where two literary magazines, La Jeune Belgigue and
la Wallonie, published his poems (1, p. 17; 2, p.
1889 his first play, L

Princesse Maleine,

15).

In

was published.

This event marked the beginning of his preoccupation with
death on the stage.

The play was unnoticed until the natural-

istic writer Octave Mirabeau read it and was so impressed by
it that he declared in an article in Le Figaro on August 24,
1890, that Maeterlinck was equal to Shakespeare
7, p. 60).

(1, p. 17;

4

Maeterlinck continued his treatment of death in his
next three plays, L'Intruse, Les Aveugles,

Princesses.

and Les Sepnt

All three plays were produced in 1891 (7, p. 60).

Also in 1891 his 1887 translation of Ruysbroeck's l'Ornement
des noces spirituelles was published (1, p. 17).

The cul-

mination of his art in the symbolic theatre is represented

by Pelleas et Melisande, which was performed in May of 1893
at the Theltre des Bouffes-Parisiens
Here, for the first time,

(2, p. 60; 7, p. 60),

the characters are moved by love

rather than death (2, p. 60),

The next year Maeterlinck had

three plays published together: Alladine ePallomides,
Interieur,

and La Mort de Tinta

Their secondary title

was "trois petits drames pour marionettes," which indicates

the invisible but powerful dominance experienced by the major
characters (2, pp. 59-60).

Maeterlinck now undertook the

translations of the Disciples a Saais and the Fragments
of Novalis, which were published in 1895 (1, p. 17).
In that same year Maeterlinck met the beautiful and
talented actress, Georgette Leblanc.

In 1896 he moved from

Ghent to the rue Raynouard in Paris, where he and Georgette
shared the same household and established a relationship that
lasted almost twenty-five years

(1, p.

17; 8, p. 27).

Their

marriage was announced in newspapers throughout the world and,
although some critics refer to Mlle. Leblanc as "Mme.
Maeterlinck," she denies in her memoirs that a marriage ever
took place (6, pp. 58, 61).
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The same year Maeterlinck's

te Tresor des humbles

the first of his essays, was published, and in 1898 his
second essay, l aSagesse et

a Destine

appeared (1, p. 18).

In the first essay the author saw life as simply a means to

death, but in the second essay, dedicated to Georgette, he
emphasizes the importance of life over death (2, pp. 100-101).
With the beginning of his relationship with Mlle. Leblanc, his
contact with France and the Mediterranean sunshine, Maeterlinck,
for a time, moved away from the symbolist shadows toward a more

hopeful art (8, p. 30).

He began his career as a poet, and

moved into drama, but from 1896 he was widely known as an
essayist.
au-dela,

With this genre he began his endless quest of the
the mystery of death, the meaning of life, the secret

of things unknown.

More and more he turned into himself and

away from the world (8, p. 31).

He moved into the ancient

rectory at Gruchet-Saint-Sime'on on a Norman plateau, and rekindled the interests of his youth in flowers and agriculture
in the area,

As a boy he had enjoyed reading several books on

entomology by J. H. Fabre, a naturalist.

Maeterlinck re-read

these books and discovered a marvelous subject, the life of
the bee.

He felt Fabre had spoiled the subject by writing in

a flat style, and proceeded to write La Vie dsAbeilles,

the

success of which in 1901 was great and lasting (8, p. 31).
His Monna Vanna,

published in 1902, seemed to have been written

for Sarah Bernhardt in the title role, but she refused it, and
the character was created instead by Georgette Leblanc (8, p. 31).
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_e TeMle enseveli (1902) and Le double Jardin (1904) mark
the beginning of Maeterlinck's interest in the metaphysical
and psychical rather than the moral (8, p. 31).
Meanwhile,

the death of his father in 1904,as well as

his own literary success,left the author free from material

concerns (8, p. 31).

He acquired the Villa des Quatre Chemins

and there wrote the essays entitled L'Intelligence desE leurs,
published in 1907 (8, p. 32).

In April of 1907, he took a life-

lease on the abandoned Benedictine Abbey at Saint-Wandrille in
Normandie.

The same year he wrote for Georgette a translation

of Macbeth,

which she produced and starred in that year at the

Abbey (8, p. 32).
Back in 1905, Maeterlinck had written a Christmas drama,
1 Oiseau Bleu,

but had not been able to get it performed.

On

September 30, 1908, at the Theatre Artistique de Moscou, l'Oiseau

Bleu

was created on the stage by George Stanislavsky (8, p. 33).

Maeterlinck had written a chef-d'oeuvre, and it became a classic

in America (8, p. 33).

The Parisian production did not take

place until 1911, with Georgette in the role of Light.
the hundred actors required by the play,
year-old Parisian girl,

Renee Dahon.

Among

there was an eighteen-

Her enthusiasm and joie de

vivre pleased both the author and Georgette, and soon Renee
came to live with them.

Apparently, Maeterlinck had endured

a kind of neurasthenia since the death of his mother in June,
1911, and only Renee knew how to raise his spirits (8, p. 33).
She would become in 1919 the wife of Maurice Maeterlinck (8, p.
33).
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Maeterlinck's ultimate consecration, as an author
came in 1911 when he was awarded the Nobel Prize for
Literature.

He was the first Belgian to receive this
L'Academie Frangaise offered him a

honor (8, p. 34).

membership if he would become a French citizen, but he
declined (8, p. 34).
In 1913 a group of his essays entitled La Mort was
published.

The death of his mother had raised in

Maeterlinck old fears and obsessions which made themselves

felt in these anguished questionings (8, p. 34).
War was declared in 1914, and Saint-Wandrille was
evacuated.

Maeterlinck tried to enlist in the military

but was refused, probably due to the fact that he was aged
fifty-two (8, p. 35).

During the war, Maeterlinck wrote

Le Bourgmestre de Stilmonde, a propaganda drama, which was
produced only in Argentina and Anglo-Saxon countries because

of censorship by the French (8, p. 35).
With the end of the war, Maeterlinck gave himself
over to essay writing.

He delved into the problems of

transcendance, after-life, ultimate human destiny, a God
whom he identified with the universe and necessity.

Through

study and thought he gradually acquired serenity and detachment,
which reflected in his work.
Le grand Secret,

Porte.

a

g La Gr F

The essays in this group include
rande

, La grande
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In 1920 Maeterlinck was one of the first members
designated ex officio to sit in the young Belgian Academy
created by Destre'e (8, p. 36).

This same year he went on

a speaking tour in the United States (8, p. 37).

In 1924

he moved from the Abbey -at Saint-Wandrille to the austere
Chateau de Medan.

In 1927 his essay,

aVie, des Termites,

was published; it was an indirect condemnation of communist
methods (8, p. 37).
Meanwhile, Maeterlinck had spent little time in
either Paris or Belgium, for he had acquired a taste for
travel.

In the early twenties he traveled extensively in

Italy, Sicily, the Near East, Algeriaand Tunisia (8, p.

37).

During the twenties, Maeterlinck had signed contracts with
Samuel Goldwyn and had written some scripts for him.

The

results were not remunerative, but indicate Maeterlinck's
versatility (8, p. 38).
In 1930 the author settled into the sumptuous palace
of Basse-Corniche, called Orlamonde, at the foot of Mount
Baron.

He

renamed it Les Abeilles (8, p. 38),.

In 1932

Maeterlinck was ennobled by Albert, King of the Belgians, and
given the title of Count (8, p. 36).

When hostilities

broke out at the beginning of World War II, Maeterlinck
sought asylum in Portugal, but by 1942 he was on his way
to the United States.

He was eighty years old

(8, p. 39).

During his exile from France, Maeterlinck wrote his memoirs,
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which were published at Monaco in 1948 (8, p. 31).

One

of his last articles, La question sociale et la bombe
atomique, appeared in the Belgian revue, Syntheses,

in

May of 1948, and is a testament to Maeterlinck's ultimate

optimism.
Le destin, c'est nous-memes, c'est ce que nous

faisons, ceque nous pensions . .

. Plutot que

de nous arreter dans le desespoir, pourquoi ne
pas nous rassurer en disant que nous pouvons
esperer? . . . il ddpendra de nous de decouvrir

enfin la vie (8, p. 39).
Maurice Maeterlinck died May 6, 1949 (8, p. 40).
Maeterlinck was writing in the last years of the
nineteenth century, when other dramatists were preoccupied
with realism.

Maeterlinck was out of step with his time,

for his art is concerned primarily with man's soul in
relation to his destiny, and both in relation to the
universe (7, p. 59).

He wrote of the essential in human

life, the spiritual, so that the external world is important
only as it reflects or symbolizes the reality of the soul.
"For the clash of human motives in love, honor, duty,
greed, which constituted the commonplace fare of the
realistic drama, he substituted the tragic conflict

man wages against his apparently antagonistic, secret
doom" (7, p. 59).

He created a theatre of symbolism

and allegory, concentrating on the heart and mind of
man, while his contemporaries were concerned chiefly
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with the outer manifestations of humanity, its social
institutions and methods (7, pp. 59-60).

In

Maeterlinck's earlier dramas, through Pelleas ett M1lisande,
he was primarily preoccupied with death.

His next plays

exhibited a development away from this pessimism toward
a more optimistic period.

"It is thought that the coming

into Maeterlinck's life of the beautiful and talented
actress, Georgette Leblanc, who was to create the roles

of several of his heroines, caused him to review human
existence with a happier outlook"

(7, p. 60).

In Aglavaine et Selvsette, Ariane et, Barbe-bleE,
Soeur Batrice,

and Monna Vanna,

to love, and finally,
vanquished by love.
ad
Le

death slowly gives way

in Joyzelledeath is completely
In his subsequent plays --

Marie

and .Les, Fianailles, and in his prose studies

ie

--

emple enseveli, La Mort, and Le Grand Secret, love,

as the reality of the spiritual life, can vanquish the
evil forces of the universe --

death --

sickness, misfortune,

"Let evil and injustice reign in the universe,

love and justice in the soul" (7, p. 61).

But Maeterlinck

never quite rid himself of his original doubts, and his
ultimate attitude exhibited in these plays was one of
"melancholy skepticism in the presence of destiny"

(7, p. 60).
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The originality in the works of Maeterlinck is to
be found in the symbolism of his earlier dramas.

He

created a dramatic art which underscores the essence
of man and is not restricted by time, place, or social
conventions

(7, p. 61).

In a very real sense what Maeterlinck does in his
work has affinities with the major concerns of Hawthorne.
But their life experiences and the nature of their literary
output were very dissimilar.
Nathaniel Hawthorne was born in 8alem, Massachusetts,
in 1804.

When he was four years old,

his father, Captain

Nathaniel Hawthorne, a shipmaster, died on one of his
voyages.

Having no other financial support, Elizabeth

Manning Hawthorne moved with her three children into the
nearby home of her brother (10, pp. 5-6).

Hawthorne

graduated from Bowdoin College in 1825, determined to
become a writer of fiction.

He had done superior work in

composition in college and decided to teach himself to
write by writing.

He spent the next dozen years in his

uncle's house with his mother and sisters, doing just that.
Hawthorne was not gainfully employed during this period and
spent his time reading extensively and writing some of his
best short stories, which were published in later years.

12

years under the eaves" (10,
TM,

p. 6).

In 1837

'

This period of his life is referred to as the "twelve

a collection of short stories, was published by

a friend of his (10, p. 6).

Ending this period of

isolation, Hawthorne took editorial work in Boston, and
for a while worked in the Boston Custom
pp. 6-7).

House (10,

After his 1841-42 foray into the socialist

experiment, Brook Farm, which lasted little more than
a year, he married Sophia Peabody in Boston on July 9,
1842 (9, p. 62).
known author.

He was thirty-eight and still an un-

The couple spent three happy years at

the Old Manse in Concord.

Hawthorne, meanwhile, tried

to support himself and Sophia by writing for the magazines (9, pp. 64-67).

Even though the editors were

often delinquent in their payments to Hawthorne, the
total sum of his earnings received promptly would not
have been sufficient income to support his household
(9, pp. 66-67).

His financial problems were further

increased by the birth of a daughter, Una, in March of
1844, although the new parents were joyous at the event
(9, p. 67).

Hawthorne decided that a political appoint-

ment would be the -best means of earning a living, and
to that end he and his family moved to Salem in October

of 1846 (9, p. 67).

The hoped-for appointment as
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"Surveyor for the District of Salem and Beverly and
Inspector of the Revenue for the Port of Salem" came
on April 3, 1846 (9, p. 79).
In 1846 a new collection of short stories, Mosses
9

lag

_Mapse, was published (9, p. 68).

In the

interim between 1837 and 1846 three other volumes had
been published: Grandgather's Chair (1841), a second
edition of the Twice -Tol4 Tales (1842), and the Journal
a, Afri a

Criser (1845), edited from manuscripts

of Horatio Bridge (9, p. 68).

. Told

in its

second edition was printed in two volumes, the first
being the 1837 edition of eighteen titles with the
addition of a new title,

Volume II contained the first

publication of twenty titles (9, p. 68).
Next Hawthorne edited and rewrote Horatio Bridge's
African travel notes. ,The. African Cuier

was the result

of this effort (9, p. 68). Mosses from an O1d Manse was
published in two volumes and contained twenty-three pieces.
Seventeen of them were written at the Old Manse and four
had been written before 1837, including "Roger Malvin's
Burial" and "Young Goodman Brown" (9, p. 69)#.

Hawthorne' s

literary reputation steadily increased during the 1840's
because of these publications, but many critics as well
as readers agree that, in general, the tales written in the
earlier period are better than the later tales (9, p.
70).
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In June, 1846, a son, Julian, was born to the
Hawthornes.

Hawthorne was apparently a willing and

devoted father, but with the growth of his family and
his political dismissal from the surveyorship on June 8,
1849, Hawthorne was again in a state of financial
necessity (9, pp. 81, 86).

He decided once more to make

his living with his pen (9, p. 91).

Meanwhile, Sophia

helped with savings taken from her house money and by
using her artistic talents to make and sell lampshades
and handscreens.

Known and unknown friends came to

Hawthorne's aid with contributions (9, p. 91).
In the autumn of 1849, Hawthorne began work in
earnest on The Scarlet Letter and finished the novel on
February 3, 1850 (9, pp. 92, 95).

The book was published

on March 16, 1850, and was soon a best-seller as well as
a modest financial success (9, pp. 95-96).

Hawthorne's

literary reputation was at last solidly established
(9, p. 100).

Lateiin May the family moved into the Little

Red House at Lenox and thus began what is known as
Hawthorne's "Berkshire Period" (9, pp. 100,

114).

Hawthorne

began his second novel and the one the author most enjoyed
writing:

The House of the Seven Gables (9, p. 112).

book was finished on January 26,
in April, 1851.

The

1851, and was published

It was an even greater success financially

than The Scarlet Letter and pleased the critics more
(9, pp. 113-114).

His next endeavor was a collection of

short stories for children and was published under the
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title of A, Wonder-Book. Three other works of importance
belong to the Berkshire period--"Feathertop," the prefaces
to the Twice-Told TA-&. (third edition) and to The Snow
Image and Other _.ce-Told. Tes,

(9, p. 114). "Feathertop"

is a satirical masterpiece, and was Hawthorne's last piece
of short fiction (9, pp.114-115).
During the winter of 1851, Hawthorne and his family,
including the baby, Rose, who had been born May 20th of
that year, moved to West Newton in eastern Massachusetts
(9, pp. 117, 121).

As soon as they were established in

their rent house, Hawthorne began The, Blithedale Romance,
based upon his experiences at Brook Farm (9, p. 122).

The

novel was published in July, 1851 and was only moderately
successful (9, pp. 122-123).
In the spring of 1852 the Hawthornes purchased a
house and nine acres in Concord and moved in late May
(9, pp. 123-124).

Hawthorne named the house "The Wayside"

(9, p. 123).
After some political activity by Hawthorne, he was
appointed consul to Liverpool in March of 1853 (9, p. 140).
The following August, before he took over his consulship,
he finished the Tanglewood T~ales.

a collection of stories

for juveniles, which was published in August, 1853
(9, p. 143).

In July of 1853 the Hawthornes sailed for

Liverpool (9, p. 146).
acquitted himself well.

In his new position Hawthorne
Furthermore, he used the
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opportunity to view England extensively (9, pp. 149-150,
177).

Although Hawthorne seemed never to be able to

write creatively while employed, he did write The English
Notebooks,

containing more than 300,000 words.

After a

stay of more than four years in England, the Hawthornes
departed for Italy via Paris on January 5, 1858 (9, p. 182).
The family made numerous sightseeing excursions in Italy,
and the author's Italian Notebooks cover a period of
sixteen months and contain over 200,000 words (9, p.

189).

In the last period of the visit in Italy, Hawthorne's elder
daughter, Una, contracted a fever which was intermittent
for six months.

At once point the doctors had little hope

of her recovery (9, p. 204).

She did recover, but the

incident was a "tragic experience" in Hawthorne's life
(9, p. 204).

Upon her recovery,

the Hawthornes journeyed

to Le Havre and then to Southhampton and back to London

(9, p. 207).
In Italy Hawthorne had written the first draft of
a new romance, and through the efforts of James F. Fields
the London publishers,

.jJ 600

Smith and Elder, had offered

for a new romance by Nathaniel Hawthorne (9, p. 207).

Although Hawthorne had accumulated $30,000 at the consulate,
the sum had dwindled appreciably because of his unwise
business investments and the family's costly European travels
(9, pp. 207-8).

Hawthorne needed the money that was in
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the offing, and he and the family returned to Redcar on
the Yorkshire Coast, where he completed the writing of The
Marble Faun (9, p. 209).

The novel was published in London

on February 28 as Transformation and in Boston in April as
The Marble Faun (9, pp. 210-211).

The book was well-

received in both places, and the London Times paid him
high praise for an American author (9, p. 211).

The

Hawthornes set sail for America from Liverpool June 16,
1860, and, after a twelve-days' voyage, landed at Boston
and proceeded to The Wayside in Concord (9, pp. 213-214).
In the following years Hawthorne contributed, at
intervals, ten English sketches to the Atlantic Monthly and
in addition the article entitled "Chiefly about War Matters,'"
treating his observations during various short trips of
the results of the Civil War (9, p. 226).

In September

of 1863 the English sketches, together with two new titles,
were published in book form under the title Our Old Home
(9, pp. 229-230).

On May 19, Hawthorne died as the result

of an illness, the cause of which remains undetermined
(9, p. 238).

Posthumous discoveries included two romances-

Septimius Felton and Dr. Grimshaw's

Secret, the long sketch

known as The Ancestral Footstep, and three chapters of
The Dolliver Romance (9, p. 229).
Nathaniel Hawthorne was strongly affected by the
Romantic Movement.

Elements of the movement are found in

Hawthorne's art, including a feeling for the strange and
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mysterious, his imaginative symbols, sportive fancy, and
historical settings

(4, p. 593).

The natural man of

Romanticism,

though, was not a part of Hawthorne's artistic

philosophy.

He was preoccupied mainly with the problems of

man in relation to sin, evil, pride, and humility.

This

preoccupation explains his deep and abiding interest in
the Puritan religion as it had existed in his own Salem.
But his works are not didactic.

"Rather, he is a psychological

type of literary artist, analyzing the inner workings of the
human heart and will . .

. "

(4, p. 593).

His greatest work

and thus the one which exemplifies his art the best is his
tragedy in the form of a novel, The Scarlet Letter.

In his

novels and short stories, Hawthorne's art is above all,

an

"art of symbols" where the truths of the mind and heart are
reflected and connected to the outer world by one or several
symbols (4, p. 593).

Hawthorne's contribution to American

literature is as a romantic artist who utilized the psychological and the symbolic to create a timeless art.
A familiarity with the plots of Pelleas etjMeisande
and The Scarlet Letter is as important to this study as
knowing the biographies of the authors.
The story of Pellease t Melisande begins when Golaud,
a prince of the blood, having lost his way in the forest
while on a stag hunt, finds a lovely young maiden dressed in

19
torn finery.

She is sitting by a fountain, into which

her crown has fallen.

She is crying, and Golaud approaches

her and touches her on the shoulder.

She cries out for

him not to touch her, or she will throw herself in the
water.

He asks her who has harmed her, and she replies

"Toul

Tou

s"

She says that she is lost and that she

was born in a far place.
her crown.

She will not let Golaud retrieve

She notices Golaud's greying hair and beard.

Finally he convinces her to let him lead her out of the
forest, the night, and the cold.

They are married, and

Golaud takes her to his castle where his grandfather,
Arkil, is king of a presently famine-stricken land by a
lonely sea.

His mother, Genevieve, lives there also,

together with Golaud's son by a previous marriage, Yniold,
and his young half-brother, Pelleas.
Pelleas has just received a letter from a friend who
is dying and wants to see Pelleas.

He wants to go, but

the journey is long, and King Arkel, who is ill and feels
his own impending death, asks Pelleas if he can choose
between a grandfather and a friend.
Golaud and MDlisande arrive, and she and Pelleas
meet for the first time on a hill overlooking the sea.
Together they watch the ship that brought her here sail

across the beam cast by the lighthouse and into the great
expanse of water.

The night is falling quickly, and
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PellSas leads her toward the castle.

Later, they meet

accidentally at the Fontaine des aveugles, where people
used to come to be cured of blindness; now that King
Arkl is nearly blind, the people believe no longer.
Melisande looks into the fountain, trying to see the
bottom.

As she leans over, her hair, longer than she is,

falls into the water.

A few moments later, as she is

playing with her wedding ring, it, too, falls into the
water.

When she asks Pellefas what she can tell Golaud,

he replies,

"La vgrit*

.

.

.o."

Meanwhile, on a hunting trip, Golaudts horse has
run against a tree, and he is hurt, but not severely.
Melisande comes to his bedside. Soon he notices that
her ring is missing, and asks her what happend to it.
She lies and tells him that she lost it in the cave by
the seashore.

Golaud tells her to get Pellgas to take

her back to the cave to find it.
Night has fallen, and Pelleas and Mlisande are
at the cave.

Now they are conspirators in the lie, for

Pelleas says she must go in the cave, so that she will
be able to describe to Golaud exactly where the ring
was lost.

He, of course, knows that she inadvertently

let it fall in the Fontaine des aveugles. Deep within the

cave they see three old peasants asleep on the rocks.
The sight frightens Mlisande, and the two quietly leave.
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In the castle, Pelleas and 1.e peti
Melisande's bedroom.

Yniold are in

Yniold senses that something awful

is going to happen. Golaud enters the room.
In the next scene, M4lisande sits combing her hair
at a window which opens from her room in the tower
facing
the grounds.

Pelleas approaches outside and stops just

below Melisande.

Suddenly, as she is leaning out to talk

to him, her hair falls below and inundates him with
ecstasy.
Hearing Golaud approach, Pelleas indicates that
her hair is
caught in some branches and that he is trying
to get it
loose. "Quels enfantsv" laughs Golaud, nervously.
The next day, Golaud takes Pelleas through the
caves
under the castle. He emphasizes the odor of Death
there

to

his younger brother, and almost pushes him over
a precipice
and into a stagnant pool, but at the last moment,
Golaud
pulls Pelleas away from the danger.

Now, Golaud has

recognized his own jealousy, and he makes Yniold
spy upon
the young couple, but learns nothing.
Later, Pelleas and Melisande promise to meet in
the
evening at the Fontaine des aveugles to say goodbye.
King Arkel is well again, and Pell'as is going,
finally,
to see his dying friend.

In the interim, however, Melisande

visits King Ark5l in his room.

Golaud, jealous, comes in,

verbally abuses Melisande, and brandishes his
sword at her.
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At the appointed hour, Pelle'as and Me/lisande
meet at
the fountain, and even though they had not so
planned,
they avow their love for each other.

Golaud is spying

on them from the trees, and, just as Melisande
sees him,
he rushes from his hiding place, kills Pelleas
(who falls
at the edge of the fountain), and wounds M4lisande
and
himself. Although Melisande's wound is not
serious, she
dies after giving birth prematurely to Golaud's
daughter
(7, pp. 63-84).
The drama, Eell'oas et
da
,Melisande finds its conclusion
in the discovery of Melisande's infidelity,
but The Sarlet
______

Letter begins after Hester's sin is generally
known.
In the opening pages of The -Scarletter
the reader
is introduced to the setting of the drama,
the sober Puritan
community of Boston, sometime in the seventeenth
century.
Hester Prynne has been branded an adulteress
by the town
officials, and is sentenced to wear forever
upon her bosom
a scarlet letter "A". She is led from prison
with her
baby, Pearl, clutched to her bosom on which
the letter "A"
is sewed. The town beadle leads her to the
scaffold, where
she has been sentenced to stand "a certain
time" before the
people. While she is standing there, her
mind travels
backward to earlier and happier times.

She sees her native

village in England, her parents' home, her
father's face
and her mother's. She sees her own face with
the first
flush of maturity upon it, and the face
of another, a man
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much older than she, with the pinched eyes and body of
a scholar, one shoulder a bit higher than the other.

As

Hester returns her mind to the present, she sees a man
come out of the wilderness and soon recognizes him.

When

the man realizes who is upon the scaffold, he hides his
shock, and noting her glance at him, puts his finger to
his lips.

Through his conversation with a bystander, he

reveals that he has for some time been held in captivity
by the Indians, and has been brought by them to the settlement in trade for ransom.

The townsman tells him that the

young woman on the scaffold was once married to an Englishman
who lived in Amsterdam.

Determining to go to Massachusetts

to live, he sent his wife before him, and she has lived in
Boston for almost two years.

The child, Pearl,

is noted

to be about three or four months old.
Soon Hester hears her name called from above.

The

town officials, including the Reverend Arthur Dimmesdale,
are ranged above her on a platform that protrudes from the
meeting-house.

Arthur Dimmesdale, a melancholy soul, has

been charged with Hester's fate by the leaders of the
community and has been exhorted to convince her to confess
all the truth of her sin.

In a soft voice Dimmesdale asks

her to consider that by confessing the name of her partner
in sin,

she might be helping the man by doing what he might

not have the courage to do.
to prison.

Hester refuses and is led back
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Later, the man whom she recognized in the crowd
comes to see her in the prison under the name
Chillingworth.

Roger

It is revealed that he is her husband.

He asks her not to reveal him and tells her that he
will
find out who has cuckolded him.
Hester is soon let out of prison to return to her
house on the edge of the settlement.
living by sewing for the townspeople.

She makes her
As the child,

Pearl, grows, Hester notes the wild capriciousness in
her personality.

Pearl often draws attention to the "A"

that her mother wears.
When Pearl is about three years old, the town
officials decide to take the child and put her in
another's keeping.

Hester goes to Governor Bellingham's

house to try to dissuade him.

When she arrives, Arthur

Dimmesdale is there, and Hester insists that he
intervene
in her behalf.

"Look thou to iti" she commands.

Dimmesdale convinces Bellingham that both mother
and child
will be better off if left together, and Hester
goes home
with little Pearl, who is dressed as the image of the
scarlet letter "A".
Meanwhile, Chillingworth, knowing much of the
practice
of medicine, has been treating the young minister,
who has
been suffering from an unknown ailment. In order to
more
closely observe Arthur, Chillingworth moves in with
him.
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One night as the minister is asleep in his chair in his
study, Chillingworth comes in, bares the chest of his
patient, and sees there, or thinks he sees, a letter "A".
As the years have passed, Hester has realized that
Chillingworth, by a constant probing into the minister's
heart and mind, has had a detrimental effect on Dimmesdale.
In a meeting with Chillingworth she tells him that she
is
going to reveal his true identity to Arthur.
One night, in the cover of darkness, Dimmesdale
mounts the scaffold where Hester had stood years before.
He wishes that he had the courage to stand thus

before

the multitude in broad daylight, so that his sin might be
finally known.

Soon he sees someone approach; it is

Hester and little Pearl.

He asks them to come upon the

scaffold with him and while they stand there, a comet
streaks its flame across the sky.

Later, Hester seeks out

the minister as he passes through the forest.

She tells

him the real identity of Roger Chillingworth, and they plan
to go away together on the day of the election sermon.
When the day arrives, Hester learns that Roger
Cbillingworth has booked passage on the same ship that
she, Arthur, and Pearl are to leave upon. It
is a festive
day for the townspeople, and they are milling
around the
town marketplace, watching various forms of entertainment.
Soon the minister appears and preaches a sermon on sin
and humility.

Then he steps upon the scaffold and calls
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Hester and Pearl to join him.

They join hands before the

crowd and Dimmesdale tells the people that this is where
he should have stood with Hester and Pearl on that day
in years gone by.

His long illness has taken its toll;

he collapses and dies in Hester's arms.

Roger Chillingworth

is in a rage, for his victim has escaped him.
long outlive the minister.

He does not

Hester and Pearl leave the

New World, but Hester comes back in later years to live
out her life in the place of her ignominy (5, pp.
112-240).
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CHAPTER II
THE SIMILARITIES IN THE ATTITUDES OF
MAETERLINCK AND HAWTHORNE,

AND THE

TRANSCENDENTAL INFLUENCE
Maeterlinck and Hawthorne were similar in many areas
that are important to the life of the artist.

They were

both seekers of solitude, although there has been much discussion.

among literary critics with regard to

why.

The

two men had similar ideas about the artist and his place
in society.

Each author made a lifelong search for truth,

and neither man preferred structured religion.

As artists,

Maeterlinck and Hawthorne went through one period in each
of their lives with a definitely pessimistic outlook.
Besides these important similarities in the attitudes and
ideas of the two authors,

they shared a profound influence

on their art as a result of the international philosophic
and literary movement of Transcendentalism.

The difficulty

which arises in discussing the areas of attitudinal development
in the two authors is that the different areas cannot be
entirely separated for examination.

The search for solitude,

the authors' pessimism and views on the artist,

truth, and

religion, overlap and mingle with one another in the realms of the
mind.

The ideas in one area necessarily influence the thought of
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the artist in another area.

For this reason, although an

attempt is here made to treat each area separately, the
comingling of ideas is also demonstrated.
Maeterlinck's search for solitude was noted early in
his adolescence.

He seemed to possess a self-sufficient

personality (2, p. 16).

He was also extremely shy (4, p. 8).

Mlle. Georgette Leblanc described the adult Maeterlinck in
a letter to her brothers
"He is a human being who cannot give himself;
something which isolates him from the world isolates
him even from me even though he draws nearer each
day. He does not defend himself but he is defended
by a past of silence and solitude -- a solitude ,more
real than that which consists of living alone" (5, p. 51).
Maeterlinck clung to his native Belgium even after his
relationship with Mlle. Leblanc was established.

He did not

want to leave the place where he enjoyed his solitude, his
peace of mind, his habits.

But, finally, he was "uprooted

from his native soil" and seemed glad to go to Paris to be
with his love (5, p. 111).

Once there, it was necessary to

find for him a place to work where he could be alone, and he
and Georgette finally found a room on the fifth floor in a
new building at 4 Rue de Lalo which became his first Paris
studio (5, p. 117).

Later, Maeterlinck and Mlle. Leblanc

established themselves at the Abbey of Saint-Wandrille and
obtained a life-lease at an average rental of six thousand
frats

per year (5, p. 231).

The

Abbey was a massive
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structure, with its beginnings in the fourth century.
It combined Baroque and Louis XV architecture.

It had

a chapel built in 1000 A.D., a seventeenth-dentury salon,
and Romanesque arches in the great refectory (5, pp. 232,
235).

A wooden loggia had been built against the western

wall of the Abbey by the monks and bore the inscription,
"0 beata solitude, 0 sola beatitudoP"

Maeterlinck could

have taken it for his own motto, for his search for solitude
is epitomized in the old Abbey and its vast grounds
5, p. 239).

Even before acquiring the Abbey,

(4, p. 18;

after his

name had burst upon the world through Mirabeau's praise,
Maeterlinck had sought solitary ways (4, p. 13).

He wrote

to a friend in October of 1890:
I beseech you in all sincerity -I repeat,
in all sincerity -- if you can stop the interviews
you speak of, stop them.
I am getting horribly
tired of all this.
Yesterday, as I was at dinner,
two reporters of the
plopped into my
soup.
I am off to London; for I am sick and ill

of these new experiences.
So, if you cannot prevent
the interviews, the fellows will have to interview
my servant-maid

(4, pp. 13-14).

Maeterlinck's distaste of popular renown is as evident
as his sense of humor.

about it.

On a more personal level,

he requested a friend who had invited him to dinner to keep
things as simple as possible, and stated that he did not like
ceremony.

(4, p. 15).

From his Belgian solitude, Maeterlinck was able to
isolate himself in Paris,

the intellectual capital of the
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world, and rendered himself accessible only to a few
intimates (4., p. 16).

Later, he isolated himself in

nature, at the Abbey, or at Quatre Chemins, near Grasse
(4, p. 17).
In his quest for his necessary isolation, Maeterlinck
was preceded decades earlier by Nathaniel Hawthorne.
Hawthorne was introduced early to a solitary existence.
At the age of nine he sustained an injury to his foot and
for some three years was a semi-invalid.

During this

period and probably as a result of his invalidism he developed a fondness for reading.

After the family moved to

his uncle's house at Raymond, Maine, in the summer of 1816,
Hawthorne revelled in the joys of nature that he found in
the surrounding woods and the nearby Sebago Lakse (10, pp* 4-5).
In 1822 his mother and the other members of the immediate
family returned to Salem, and after Hawthorne's graduation
from Bowdoin college in 1825, he settled into his mother's
residence to begin his "twelve years under the eaves," also
sometimes called the "solitary years" (8, p. 27).

For the

next twelve years Hawthorne devoted himself to thinking,
reading, and writing (8, p. 27).

There has been much

speculation by critics and biographers about the degree
and intensity of solitude which he experienced during these
twelve years, but perhaps Hawthorne's assessment of them is
the reality that matters.
Peabody, he says,

In a letter to his fiancee, Sophia
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.

This deserves to be called a haunted
chamber; for thousands upon thousands of
visions have appeared to me in it; and some
few of them dare become visible to the world.
If ever I should have a biographer, he ought
to make great mention of this chamber in my
memoirs, because so much of my lonely youth
was wasted here, and here my mind and character
were formed; and here I have been glad and
hopeful, and here I have been despondent; and
here I sat a long, long time, waiting patiently
for the world to know me, and sometimes wondering why it did not know me sooner, or whether it
would ever know me at all
-- at least, till
I
were in my grave. . . . Bye and bye, the world
found me out in my lonely chamber, and called me
forth -- not, indeed, with a loud roar of acclamation, but rather with a still, small voice;
and forth I went, but found nothing in the world
that I thought preferable to my old solitude

(8, p. 36).
And another time Hawthorne wrote,
I had always a natural tendency toward
seclusion; and this I now indulged to the utmost,
so that for months together, I scarcely held intercourse outside my own family; seldom going out
except at twilight, or only to take the nearest way
to the most convenient solitude, which was oftenest
the seashore
(10, p. 76).
The solitude that he endured these years was one sought and
nourished by him.

Like Maeterlinck, Hawthorne was drawn to

his native soil, which was for him his own Salem.

Eventually

he brought his own literary apprenticeship to a close by
accepting in 1839 his appointment to the office of measurer
of salt and coal in the Boston Custom.

House*

He remained

in this position for two years at an annual salary of
$1,500 (8, p. 53).

By 1841, though, he had decided to join

the socialist experiment, Brook Jarm, and invested $1,000
in the joint stock of the enterprise (8, p. 59).

Both his
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position at the Custom House and his excursion into this
effort at a utopian society were probably a result of his
and Sophia's having reached an understanding about their
future.
wife

He had to have a means of providing for his future

(8, p.

59).

The Brook Farm experiment was disil-

lusioning to the young man.

"The real me was never an

associate of the community," he said (8, p. 60).
was isolated even in the midst of other people.

Thus, he
After his

marriage to Sophia, the couple established themselves at
Concord, where he tried hack writing, but it proved so
unremunerative that he was forced to look for other means
of gaining a living.

So,

in 1845, he took his family back

to his old Salem in hopes of his receiving the appointment
as the Surveyor of the Salem Custom

House (8,

p. 77).

He

did receive the appointment in April of 1846 at a salary of
$1,200 per annum (8, p. 79).

Hawthorne was finally in the

world of society to stay, but his own above-quoted words
indicate that it was a result less of his own inclinations
than a necessary move required in order to maintain his
marriage.

During the years of his surveyorship he wrote

very little (10, p.

58).

He needed a solitary room for

creation, but even when he had it, his literary output
was small (8, p. 91).

Hawthorne did not write when he had

anything else to do, or even when there was a "prospect
of other employment"

(10, p. 58).
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This is, perhaps, the key to understanding why both
men, Maeterlinck and Hawthorne, sought solitude.

They

probably realized, consciously or subconsciously, that
the distractions of social intercourse must prove detrimental to literary art, at least to the degree that those
distractions invade or inhibit the creative process.

Both

Maeterlinck and Hawthorne were dedicated each to the life
he had chosen, to authorship.

Hawthorne did not want to

be drawn away from life through his art so that he could
no longer see the realities in life,

"but when he was at

his best he knew too that the life of the artist was the
only life that was real for him" (iq p. 60).

Maeterlinck

was somewhat more extreme in his desire for isolation;
"he lives of deliberate purpose for himself" (4

p. 78).

He rarely worked by a timetable, but thought and reflected
until he was ready to write.

He never let social obligations

or daily, unexpected interruptions interfere with his medi-4
tation or his writing (4, p. 79).
Thus, both Maeterlinck and Hawthorne found their true
vocation, and each of them dedicated himself to his art and
to solitude in his own fashion.

Each man had his own views

about the life of the artist, as well as the artist himself.
The most striking similarity observable in the two
authors' ideas of the artist is that both thought of the

author as seeing without being seen, or, to coin a phrase,
as being an aesthetic voyeur.

Maeterlinck, from beginning
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to end, was "unshakable in his determination to see mankind,
from a height and from afar, without being seen of them"
(4, p. 20).

Hawthorne, too, thought of the writer in just

such a manner when he confessed that he, on one occasion
thought of himself as being invisible to others while watching their movements and seeing into their hearts (12, p. 12).
In "Sunday at Home" Hawthorne depicts himself as staying at
home, peeping through the curtains to watch his fellow
townsmen go to church (J2,

p. 22).

Not only do the two men

see the position of the literary artist as similar, but they
agree on the idealogical realm of the artist.

Maeterlinck

says,
Dramas which deal with unconscious creatures,
whom their own feebleness oppresses and their own
desires overcome, excite our interest and arouse
our pity; but the veritable drama, the one which
probes to the heart of things and grapples with
important truths -- our own personal drama, in a
word, which forever hangs over our life, -- is the
one wherein the strong, intelligent, and conscious
commit errors, faults, and crimes which are almost
inevitable.
. .
(7, p. 275).
The "heart of things" and the "important truths," are, for
Maeterlinck the inner life, the one where "the soul is
being addressed" and where the "essential life" is the
"atmosphere of the soul"

(7, pp. 252-253).

For Hawthorne, too, the inner life is where truth is
found.

"The internal world, the chamber of the heart where

imagination operates freely, is the particular realm of the
artist"

(.12, pp. 30-31).

But imagination does not rule

36
for the artist, but only serves, for Hawthorne said that
the romancer "sins unpardonably" if he violates "the truth
of the human heart" (12, p. 31).
The inner realm of life is then the important one for
both men, and the actions which are "almost inevitable"
in Maeterlinck's characters become the actions of internal
necessity in Hawthorne's*

Both Maeterlinck and Hawthorne

valued truth as the ultimate objective of the artist and
his art, and that desire for truth led them to a lifelong
search.
For Maeterlinck, as well as Hawthorne, the ultimate
truth was to be found in a seeking after God.

"Il faut

1,A
que tout homme trouve pour lui-meme
une possibilite

particuliere de vie superieure dans l'humble et inevitable
reality" quotidienne.

Il

notre vie" (2, p. 110).

n'y a pas de but plus noble a
But, as has already been noted,

Maeterlinck was a skeptic, and associated himself with no
structured religion.

In Joyzelle he states, "Let us not

frame laws out of a few fragments picked up in the dark
that encompasses our thoughts" (4, p. 47).
Hawthorne's views on religion were very similar to
Maeterlinck's.

The man of Salem definitely believed in

God, but even his own son disclaimed his father's preference
for a structured religion (4 pp. 185, 176). Thus,
both
Maeterlinck and Hawthorne believed in God, but
neither of
them associated himself with any one religious group
or
sect.
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In the light of their ultimate faith, it may be
difficult to understand why so much has been written
about their pessimism.

The facts would seem to indicate

that the pessimism exhibited by both men is found primarily
in their literary works and not in their everyday
or manner of living.

For example,

lives,

in the two works of

these men with which this study is concerned, all

of the

major adult characters either end their lives tragically,
or are left with no real hope of future happiness.

Perhaps

the deaths of Dimmesdale, Pelleas, and M6 lisande represent
the authors' preoccupation with and ultimate feeling of
impotence against death.

Maeterlinck, like Montaigne, says,

"Je suis un enfant eperdu devant la mort" (9, p. 179).
Death haunted Hawthorne, and he always wrote with "one eye
on death" (11, pp. 24, 230).

In "Earth's Holocaust" he

explains through the wise guide: "Death . .

is an idea

that cannot easily be dispensed with in any condition between the primal innocence and that other purity and perfection which perchance we are destined to attain after
traveling around the full circle" (11, p. 26).

Thus, the

pessimism with which Maeterlinck and Hawthorne are so often
charged is less one of practical application than of artistic philosophy in the face of life's greatest mystery.
Maurice Maeterlinck and Nathaniel Hawthorne,

therefore,

are kinsmen in their value of and search for solitude as an
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aid in their literary endeavors, in their approaching
views of the literary artist and his realm, in their views
on truth in relation to God, and the sense of fatality in
their literary works.

These two men share all this as well

as a major philosophic influence which colored to the utmost
their artistic development:

Transcendentalism.

Transcendentalism was a literary and philosophic movement which was centered in New England around its chief
spokesman, Ralph Waldo Emerson, in the nineteenth century
(1,

p. 1021).

Other New England participants in the move-

ment were Henry David Thoreau, Bronson Alcott, Margaret
Fuller, and George Ripley. An idealistic philosophy, it
found support in the ideas of Plato and Plotinus and took
its name and some of its ideas from Kant's Critiqu
Practical Reason (1788) (1,

p. 1021).

--e

The American writers

were influenced also by writers on the Continent, including
Hegel, Schelling, Fichte, and Goethe.

The writings of

Carlyle, Coleridge, and Wordsworth were influenced by the
German Transcendentalists (1, p. 1021).
At the zenith of Nathaniel Hawthorne's literary career,
he was living in the midst of the foremost proponents of
Transcendentalism in America.

Emerson, Thoreau, Alcott,

and Margeret Fuller were numbered among his friends and
neighbors.

His wife, Sophia, and her sister, Elizabeth

Peabody, were disciples of Transcendentalism

(3,.p. 3).

The Brook Farm experiment in which Hawthorne participated

was led by the Transcendentalist, George Ripley, and was
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as much a Transcendental community as a socialist one (3,
p. 14).

Although Hawthorne did not consider himself a

Transcendentalist, he is justly called a Transcendental
Symbolist (3, pp. 14, 171).
Hawthorne's assertion that actuality and
imagination must be mingled to create Romance
correspond to Emerson's view of the Work of Art
as partaking of both the actual world and Truth.
The Emersonian conjunction of Ideal and Real in
the symbol is Hawthorne's mingling of Imagination
and Actuality in the symbol (3, p. 72).
The influence of Transcendentalism on Maeterlinck
was as great as its influence on Hawthorne.

Maeterlinck

made extensive translations of the works of two Transcendentalist
thinkers, Ruysbroeck and Novalis (6, pp. 9-10).

In 1891

Maeterlinck translated from the Flemish Ruysbroeck's "The
Ornament of Spiritual Marriages " and in 1895 he translated
the German Novalists "The Disciples at Sals" and "The
Fragments" (6, p. 9).

In 1894, Maeterlinck had prefaced

Mlle. Mali's translation of seven of Emerson's essays
(6, pp. 9, 12).

Emerson was, to Maeterlinck, his "avowed

master and greatest influence" (6, p. 11).
to the translation of Emerson

In the preface

and in the prefaces to his

own translations of Ruysbroeck and Novalis, Maeterlinck
exhibits his tendency toward the essence of things which
marked his later prose works as well as his Pelleas et
Melisande (6, p. 26).

His dramatic art and his philosophic

expression coincide in his rediscovery for men of the realm
of unseen forces.
(6, pp. 26-27).

In this idea, he is at one with Emerson
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Both Nathaniel Hawthorne and Maurice Maeterlinck
were, then, profoundly influenced by the international
philosophy of Transcendentalism, and most particularly
by one of the principal proponents of that philosophy,
Ralph Waldo Emerson.
In consideration of the remarkable similarities extant
in the two authors' attitudes on solitude, the artist, truth,
religion, and death, as well as the shared influence of
Transcendentalism, it is not remarkable, but rather logical,
that Maeterlinck's and Hawthorne's greatest literary achievements, Pelleas

Melisande and The ScartLe

tr,

respeca-

tively, should also approach one another in content, technique
and aesthetic intention.
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CHAPTER III
PELLOAS ET MLIANWE AND THE SCARLET LETTER:
A COMPARISON
Both Maurice Maeterlinck's drama, Pellas et mehisande,
and Nathaniel Hawthorne's novel, The Scarlet Letter, have
been called masterpieces of symbolic and psychological
literature (13, p. 352).

Thus the symbolic and the psycho-

logical pervade both works and can hardly be separated from
the several divisions necessarily resulting from a literary
criticism.

Nevertheless, in order to demonstrate the over-

whelming similarities in the two works, there have been
created three principal divisions in this analysis:
1.

literal

level of conflict, plot, characters,

and setting,
2.

dramatic and literary techniques,

3.

the aesthetic intent of the authors in relation

to the major themes in the two works.
An examination of the conflict, plot, characters, and
setting on a literal level shows many similarities.

The

conflict in both the play and the novel is the eternal
triangle: two men, one woman.
the plots.

The differences show up in

In PellLdas et Me'lisande the action begins when

the heroine meets her future husband, Golaud, and ends shortly
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after Mllisande and Pelldas are discovered in a passionate
embrace.

In The jScarlt Letter the action begins after the

lovers have indulged themselves, and after Hester alone has
been found out by the townspeople.

Her husband, Chillingworth,

though, learns of her guilt at the beginning of the story, and
thus his position is much like that of Golaud.
are on a search for truth in a limited sense.
act out a pattern of revenge.

Both of them
Both of them

Golaud tries to catch the

lovers at a guilty moment and deliver his revenge.

Chillingworth

must find his wife's guilty partner before he can begin his
revenge, which is as deadly as Golaud's sword.

Another

difference is noted in that, while Chillingworth's revenge is
directed only to the guilty man, Golaud includes both Pellas
and Melisande in his vindictiveness.

But Golaud and

Chillingworth follow the traditional pattern of the husband
who acts irrationally in the face of real or imagined
cuckoldry, and eventually revenges himself on one, or both,
of the lovers.

Another interesting similarity in the plot

in relation to Golaud and Chillingworth is that at the
beginning of the play Golaud discovers Melisande in the
forest; Chillingworth, on the other hand, re-discovers Hester
as he steps out of the forest.

Both the discovery of one

and the re-discovery of the other mark the beginning of the
end of their lives.

In a comparison of the characterization of Golaud and
Chillingworth, there is the obvious similarity of older men
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who have married younger women.

Melisande notices that

Golaud has graying hair (9, p. 64).

The description of

Chillingworth is "a man well-stricken in years, a pale,
thin,

scholar-like visage, with eyes dim and bleared by

the lamplight that had served them to pore over many ponderous books" (8, P. 119).

Both Golaud and Chillingworth

are older men who have attempted to bring youth into their
lives through marriage to younger women.
In contrast, both pairs of lovers are young.

Although

the characterization of the lovers is similar, there is a
significant difference.

Pelleas and Hester have corres-

ponding personalities, as do Melisande and Dimmesdale.

The

first pair is endowed with stronger personalities than the
latter pair.

There is little indication in either the novel

or the drama that Hester or Pel]ldas suffers psychologically
from either illicit desire or guilt.

In addition, each

character precipitates the action toward love.
ei

In Pellas

Melisande Pelleas says, "Tu ne sais pourquoi il faut que

je m'eloigne.

.

.

.

Je t'aime."

t'aime aussi" (91, p. 79).

Melisande replies, "Je

This is the first declaration

of their love, and Pelleas is the aggressor.

In The Scarlet

Letter Hester tries to reunite herself and her lover.

Up, and awayl" (8, pp. 201-202).

..
.

'But thou shalt leave it all behind theet
Do anything, save to lie down and diet .

#

"Thou art crushed under this seven years'
weight of misery' replied Hester, fervently
resolved to buoy him up with her own energy.
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Hester is here the precipitator of a plan for them to run
away together.

Dimmesdale agrees, at least for the moment.

Thus, Hester and Pelleas seem to be the stronger characters
and the motive forces for the love relationships.
Melisande and Dimmesdale,

then, are the weaker personalities.

They are melancholy characters who seem lost and inadequate
for the world they inhabit.

Dimmesdale is described as

having "melancholy eyes" and a mouth which expresses "nervous
sensibility" (S, p. 123).

Hawthorne also describes him as

"a being who felt himself quite astray and at a loss in the
pathway of human existence," and as one who "could only be
at ease in some seclusion of his own" (0, p. 123).
Melisande,
at the very beginning of the play, shows her own sensibility
when she says to Golaud, "Ne me touchez pasS ou je me jette
a l'eaul" (O, p. 64).
she responds, "Toust

When Golaud asks who has hurt her,
Tous

.

.

.

Je ne veux pas le direi

Je ne peux pas le direly" (9, p. 64).
an unfamiliar world.

"Je suis perduel

She, too, is lost in
.

.

.

perdue ici

. . (9, p. 64).
Neither Dimmesdale nor Melisande is courageous, and,
depending on interpretation, each of them either harbours
a death-wish or a presentiment of death.
says, "J'ai peur."

Me/lisande often

At the beginning of the play, when

Golaud tries to retrieve her crown from the water, she says,
"Je pre'fere-mourir tout de suite," and "si vous la retirez,
je me jette a sa place"

(9, p. 64).

When Pelleas tells
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her to run, or Golaud will kill both of them, she replies
"Tant mieuxl . .

.

also lacks courage.

Tant mieuxl"

(9, p. 80).

Dimmesdale

In exhorting Hester to reveal the

name of her partner in sin, who, of course, is himself,
he says,
"Heaven hath granted thee an open ignominy,
that thereby thou mayest work out an open
triumph over the evil within thee, and the
sorrow without. Take heed how thou deniest
to him -- who, perchance, hath not the courage
to grasp it for himself -- the bitter, but
wholesome, cup that is now presented to thy
lips"
(8 , p. 124).
In his dying scene, Dimmesdale says "I fear
(81 p. 236).

I fearP"

His death-wish, or presentiment of death, is

evident when Hawthorne says that often, "poor Mr. Dimmesdale
was thinking of his grave" (8, p. 168).

As Hester observes

him walking through the forest, she sees that
there was a listlessness in his gait; as if he
saw no reason for taking one step farther, nor
felt any desire to do so, but would have been
glad, could he be glad of anything, to fling himself
down at the root of the nearest tree, and lie there
passive, for evermore (8, p. 196).
At the end of the novel he refers to his impending death
as one of "triumphant ignominy" (8, p. 236).

The final

important similarity found between Dimmesdale and Melisande
is that they both died of no apparent cause, other than
an inability to sustain life.

The evidence indicates that

the young minister was suffering only from an unbearable
guilt.

Thus, his death was, in effect, psychological suicide.
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To the high mountain-peaks of faith and
sanctity he would have climbed, had not
the tendency been thwarted by the burden,
whatever it might be, of crime or anguish,
beneath which it was his doom to totter

(8, p. 168).
Milisande was wounded, but the wound would not have killed
a bird.

The only other solution that offers itself is that

she died of unhappiness.

At the beginning of the play, she

tells Golaud, "Je suis souffrante

.

. "; the cause can only

be inferred from her repeated statement,
heureuse" (g, pp. 68-69).

"Je ne suis pas

Therefore, her death was also

a result of a psychosomatic cause and was psychological
suicide.

There are, then, important similarities in the

characterizations of Dimmesdale and Melisande.
Hester and Melisande are not corresponding characters,
in personalities, and their greatest likenesses seem to be
that they do love someone other than their husbands, and
that they both come from a far-away land.
The final parallel in characters is that of Pearl and
Yniold.

Although Yniold is a minor character and Pearl is

a major one, they are both children, and they are both
observant of the major adult characters.

Their function

in the two stories is more symbolic than intrinsic to the
action, as will be discussed later in greater detail.
The setting for both the play and the novel is the

past.

Hawthorne's The Scarlet

is set in Puritan

49
Boston sometime around 1650.

Pelleas et Melisande is set

in Allemond in some previous century.
The many important similarities, and even the
dissimilarities, demonstrated in the play and the novel
on the basic level of conflict, plot, characters, and
setting provide a firm basis for the parallel analysis
of the dramatic and literary techniques used by the authors.
Hawthorne and Maeterlinck used three principal dramatic
and literary techniques in their works.
divided their works into scenes, or

First, both authors

tableaus.

Second,

they developed more interior action than exterior action,
which necessitated their consistent and pervasive use of
symbolism.

Third, both men were obviously aware of and

used the techniques of the Gothic romance.
Pelleas et Melisande is a play.

It is entirely

appropriate, and, indeed, inevitable, that it should be
divided into scenes.

It is not appropriate or inevitable,

but rather surprising that The Scarlet Letter is divided
into scenes.

In fact, it was a technical innovation

(5, p. 103).

Most novelists divided their books into

narrative episodes.

In The Scarlet

t

the characters

seem almost to appear on stage in scenes, "each of which
is a posed tableau or a dramatic confrontation" (5, p. 104).
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Hawthorne was led
by a natural compulsion as well as an artistic
instinct to display his story in that succession
of high-wrought scenes, . . . which was his
characteristic method of narrative, picturesque,
pictorial, almost to be described as theatrical
in spectacle (15, p. 191).
It is interesting to note that, whereas Hawthorne thought
The

ara. 111

Pelle4S

"might possibly succeed as an opera,"
Melisande was made into an opera by Debussy.

The number of scenes in the two works is almost the
same.

The novel has seventeen scenes, even though it

consists of twenty-four chapters.

elleast

et

Isande

is divided into five acts and nineteen scenes.

It is

significant that Chapter I in The Scarlet Letter has as
its subject-matter and title "The Prison Door," and that
the first scene in Act I of Pflleas e

Mlisande is centered

around the door of the castle. In fact, the opening line is
"Ouvrez la porter

Ouvrez la porter" 10, p. 63).

Hawthorne's

opening words are
A throng of bearded men, in sad-colored garments,
and gray, steeple-crowned hats, intermixed with
women, some wearing hoods and others bareheaded,
was assembled in front of a wooden edifice, the
door of which was heavily timbered with oak, and
studded with iron spikes (8, p. 112).
A porter and women servants are gathered at Maeterlinck's
door, probably also dressed, as would befit their station,

in sombre clothing.

Thus both the play and the novel open

with a "door scenes" which is important to the introduction
of the dramatic action.

Hester issues through the prison
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door.

Melisande and Golaud will enter the castle door for

the first time as man and wife.

Another important similarity

in the construction in relation to scenes is the use by
each author of three scenes containing the most important
dramatic action and which are built around a central symbol.
In T[he Scarllt Letter, the three important scenes contain the
scaffold as the central symbol.

In the first scene, Hester

is led upon the scaffold to suffer in silent ignominy to
stand before the people a certain length of time.

Here she

is first seen as a beautiful woman and an adulteress, whose
crime is known to all.

In the second scene, Dimmesdale, her

lover, stands with her on the scaffold where he should have
stood before, but night maintains his anonymity.

In the

third scene, the minister stands again with her in the same
place, but in broad daylight and before all the townspeople.
Thus, the important, essential dramatic action is contained
in these three scenes.
symbol is a fountain.

In

llaset

M'lisane the central

In the first scene, Golaud finds and

falls in love with Melisande at a fountain in the forest.
In the next fountain scene, Melisande and Pelleas are at
the Fontaine des aveugles.
fountain.

She drops her ring into the

In the last scene Melisande and Pelle'as meet

there and declare their love; Golaud sees them together,
kills

Pelleas, wounds Me1isande, and inflicts a mortal wound upon
himself.

The important and essential action has taken place

in these three "fountain scenes" of the play.
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Thus in organization, both

eles

ge1 Melisande and

The Scarlet Letter are divided into scenes of almost the
same number.

The first scene in each work is centered

around a door.

The play and the novel each have three scenes

containing the important dramatic action and a central,
unifying symbol.

The establishing of these significant

parallels in the authors' use of dramatic techniques in
the general construction leads directly to the more specific
literary techniques contained in the Gothic romance.
The Gothic novel originated in England with The C
gf Otranto (1765) (2, p. 412).

Consistently,the early

forms, through Mrs. Anne Radcliff's

he Mysteris of Udolpho

give a naturalistic explanation to the supernatural in order
to produce a believable romance (2, p. 412).

In Germany at

the beginning of the nineteenth century, the Romanticists
continued the genre created by the English authors (9, p. 14),
Di

Eliigge

s Teufels by E. T.A. Hoffman, is probably the

best example (9, p. 15).

In France, the Gothic romance was

cultivated by George Sand, Nodier, and Balzac (9, p. 15),
In America, Charles Brockden Brown (d. 1810) wrote Wiad,
,TNhe

y

Honor,

the genre (9, p. 15).

, and

d

all examples of

As early as 1820 Washington Irving

also used the elements of the Gothic romance, as later
did

Egar Allen Poe, "the unequalled master of the story
of terror
in America" (9, p. 16).

The Gothic romance was then readily
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available to Hawthorne before his writing of The Scarlet
Letter in 1849, as it was to Maeterlinck before he wrote
Pelleas e; M6lisande.
It is appropriate here to indicate the position of the
Gothic romance as a type of literature.

In prose writing,

the novel is generally regarded as a picture of the
realities in life; the long prose work which is descriptive
of what never happened nor is likely to happen is designated
a romance.

Of the romances, there are basically three types:

the historical, the Gothic, and the Oriental (9, p. 14).

The

Gothic romance is characterized by twelve general traits.
l.

The Manuscript.

This is a device which enables

the author to tell a story second-hand and increases its
credibility.

A manuscript which is smudged or partially

unreadable also enables the author to avoid particulars
(9, p. 17).
2.

The Castle.

The gloomy Gothic castle usually

has secret cabinets and windows, and a labyrinth of
subterranean passages (9, p. 14).
3.

The Crime.

The main theme is usually that of

a mysterious crime, often an illicit love or murder.
Sometimes a man of holy orders has committed the crime
(9, p. 17).
4.

Religion.

One or several of the characters is

usually associated with religion.

Sometimes the phenomenon

of stigmatization occurs in relation to religion (9, p. 18).
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5.

The villain.

The Catholic

Machiavelli is the

prototype for the Gothic villain (9, p. 18).
6.

Deformity.

Quasimodo
7.

The villain is often deformed, like

in Victor Hugo's novel (9, p. 19).

Ghosts.

Apparitions are usual to the Gothic

romance, but there may be also false ghosts, or apparitions
which later may have a natural explanation (9, pp. 19-20).
8.

Magic.

Witches and sorcerers are more often

found in the Oriental and German varieties than in the
English Gothic romance.

There are enchanted objects,

amulets, and magic potions (9,pp. 20-21).
9.

Nature.

The authors often use nature to evoke

sensations of terror.

There is often darkness in the

crucial moments of the stories.

Pale moonlight enhances

terror, as do rain, lightning,, , and thunder.

In addition

to natural phenomena, there is sometimes the unnatural,
such as the sky streaked with blood (9, p. 21).
10.
of armor,
11.

The Armor,

The stage is sometimes set with suits

shields, helmets, or swords (9, pp. 21-22).
Works of art and the mirror paintings and sculpture

may come to life, or inspire the -onlooker with horror.
Mirrors often show the truth, when the human eye unaided
cannot (9, pp. 22-23).
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12.

Blood.

this literature.

Quantities of blood are prevalent in
There are trails of blood, statues that

bleed, corpses which bleed.

Often, a bleeding through the

mouth or nose indicates that murder has been committed
(9, p. 23).
In order to trace coherently these twelve traits of
the Gothic romance through both Pelleas 4L

M6isande and

Lhe Scarlet Letter, the investigation will seek out the
twelve elements in numerical order in relation to both
works.
In "The Custom House," the preface to The Scarlet
Letter Hawthorne introduces his manuscript.
In the absorbing contemplation of the scarlet
letter, I had hitherto neglected to examine
a small roll of dingy paper, around which it
had been twisted. This I now opened, and had
the satisfaction to find, recorded by the old
Surveyor's pen, a reasonably complete explanation
of the whole affair (8, p. 103).
The "affair" is the history of Hester Prynne and the scarlet
letter.

There is no use of the manuscript in Maeterlinck's

drama.
The Gothic castle exists in both the play and the novel.
Indeed, in Pelle

t . 2et sande most of the action takes

place at the royal castle, the home of Pelle/as and Golaud,
and now Melisande.

That Maeterlinck's castle has sub-

terranean passages, is evident when Golaud takes Pelleas
through them.

Golaud suspects the lovers, and warns Pelle'as
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by taking him to the underground lake to smell "l'odeur
de mort" (10, p.
is

73).

In The Scarlet Letter

the castle

remarkably discovered in the heart of seventeenth

centry Boston, as the home of Governor Billingham.

The

walls were

.

overspread with a kind of stucco, in which
fragments of broken glass were plentifully
intermixed; so that, when the sunshine fell
aslant-wise over the front of the edifice, it
glittered and sparkled as if diamonds had been
flung against it by the double-handful.
The
brilliancy might have befitted Aladdin's palace,
rather than the mansion of a grave old Puritan
ruler.
It was further decorated with strange and
seemingly cabalistic figures and diagrams
(8, p. 144).
Furthermore,
each side.

the mansion has an arched door with a tower on
Thus, the castle, present in the Gothic romance,

is also present in the novel and the play.
The crime,

the third element of the Gothic romance,

has already been stated.
love.

In both works the crime is illicit

And, as will be discussed more thoroughly later,

the

violation of the human heart may be considered a second
crime.

Religion is present in The Scarlet Letter.

setting is Puritan Boston.

The

Dimmesdale is a minister.

The

entire story is enacted within the confines of Hawthorne's
interpretation of Puritan theology.

Thus, religion in a

structured form, is an important aspect of The Scarlet Letter,
but is completely absent in Pelleas et Melisande.
structured religion,

though,

Apart from

God is mentioned several
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times, but most significantly in the final scene of the
King Arkel says "Si j'etais Dieu, j'aurais pitie du

play.

coeur des hommes .

.

.

(10, p. 77).

And in the beginning

of the drama, Arkel says, "Je ne me suis jamais mis en
travers d'une destinee . .

.

"

(10, p. 65).

It would seem

that, to Maeterlinck, God and destiny are closely aligned,
and, since the enigma of that destiny is one of the main
ideas in the play, a backdrop of religion, or rather
mysticismis present.
The sixth trait of the Gothic romance, the
villain, is present in both Pelleas et M4is
Scarlet Lettgr.

In literary history

Machiavellian
and The

Machiavelli, author

of the political The Prince, is identified as a diabolical
anti-christ, or satanic, figure.

His personal qualities

include treachery, intrigue, immorality, and diabolical
cunning (2, pp. 614-615).

In The,

aret

Letter Roger

Chillingworth is endowed with many of these same characteristics.

Hawthorne says, "His first entry on the scene,

few people could tell whence, dropping down, as it were,
out of the sky, or starting from the mother earth, had
an aspect of mystery, which was easily heightened to the
miraculous" (8, p. 155).

The possibility is posed to the

reader that Chillingworth did, indeed, come from Hell.
And later, Hawthorne writes,

"According to the vulgar idea,

the fire in his laboratory had been brought from the lower
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regions, and was fed with infernal fuel; and so, as might
be expected, his visage was getting sooty from the smoke"
(8, p. 159).

Thus, even in his practice of medicine and

chemistry, he is aligned with Satan.

The author leaves

little doubt as to the characterization when he says that
Dimmesdale "was haunted either by Satan himself, or Satan's
emissary, in the guise of old Roger Chillingworth.

This

diabolical agent had the Divine permission, for a season,
to burrow into the clergyman's intimacy, and plot against
his soul" (8, p. 159).

Chillingworth is named as Satan,

and his work as well as his intrigue is represented as
diabolical.

The ultimate derogation is given when, at the

end of the novel, Dimmesdale attributes the worst of all
sins to Chillingworth.

"He has violated, in cold blood,

the sanctity of the human heart" (8, p. 200).
In Pelleas et, Mlisande Golaud has many of the
attributes of the

Machiavellian villain.

His first

diabolical act is in taking Pelleas into the subterranean
caves to smell the odor of death.

Golaud's crimes worsen

when he uses Yniold, in his childhood innocence, to spy
upon Pelleas and Melisande.

Golaud promises him gifts

because in his egotistical eagerness, he has even hurt
the child.

Twice Yniold cries out, "Petit-perel

m'avez fait mall" (10, pp. 74-75).

vous

Yniold does not want

to spy upon the couple, but Golaud forces him to do so.
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Inasmuch as the use of innocence for evil and treachery
is diabolical, Golaud must be considered so. In a later
scene, Golaud shows his cruelty.

There is no evidence

of any wrongdoing by Melisande, and yet Golaud maligns
and maltreats her, and in front of Ark~l.
-- ne tachez pas de fuirl
Icil -- Donnez-moi cette main
Ah vos mains sont trop chaudes
Allez-vous-enS Votre chair me

--

.

"AhJ ahl

degouteI

..

l Icil -- Il ne s'agit

.

plus de fuir a pr4sentI -- (IL
la saisit Arle chvemx.m) -- Vous
illez me suivre a genouxi -a genouxS A genoux devant moil
-- Ahl ahl vos\longs cheveux
servent enf in a quelque chose
..
A droite et puis a gaucheZ mA gauche et puis a droite -Absalon& Absaloni - En avantl
en rrierel Jusqu'a terreS
jus
qu'a terrel
* .
Vous voyez, vous
voyez; je ris deja
comme un vieillard . . ."(10, p. 77).
Here Golaud is

Machiavellian indeed.

In his egotism and

treachery he treats Melisande not as a wife, but as something less than human.

If the greatest sin, like that of

Chillingworth, is, indeed, the violation of the truth of
the human heart, then Golaud is equally guilty of its
commission.

In the final scene, when Melisande is on her

death-bed, he tries to force from her the private truth of
her relationship with Pelleas, and he cares not if

cipitates her death by doing so.

he pre-

He demands again and again

la tuer.

. .

."

Golaud says simply, "je l'ai deja tuee.

.

"La veritel" Arkel says, "Qu' avez-vous fait? Vous allez
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(10, p. 83).
"Il

Even at the moment of her death, Golaud demands,

faut le dire, ditesZ

ditesl" (10, p. 84).

Thus, Golaud

follows her even to the threshold of death to wrench the
truth from her heart.

He has murdered Pelleas with his sword,

and has killed Melisande by his treachery.

It is evident that

both Golaud and Roger Chillingworth are truly identifiable
with the

Machiavellian villain.

The sixth attribute of the Gothic romance, deformity,
is found in both The Scarlet Letter and Pell

i

Mdlisande.

Early in the novel, Chillingworth is described as being
"slightly deformed, with the left shoulder a trifle higher
than the right" (8, p. 119; 9, p. 60).

In the play, the

blindness of Arkel could be considered a kind of deformity.
In a symbolic way, rather than actual, Golaud is also deformed.

de petits os d'enfant que j'ai autour du coeur .
(10, p. 68).
and blood.

.

.

He says, "Je suis fait au fer et au sang . . . Ce ne sont pas

He is not a man of flesh and blood, but of iron
He is, therefore, symbolically deformed.

Not be-

ing of flesh and blood, he does not possess the human attribute
of sympathy.

Both he and Chillingworth, then, are represented

as spiritually deformed men of intellect, lacking the warmth
of the human heart.
Of ghosts, the seventh trait of the Gothic romance, none
is actually seen in the two works, but their existence is
implied through the presence of the dead

(9, p. 60).

Hawthorne's story begins with the mention of a cemetery.

In

the first pages of the novel, the reader is advised that the
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founders of Boston were quick to "allot a portion of the
virgin soil as a cemetery" (8, p. 112).

Later, Chillingworth

says of some medicinal herbs which he has gathered,
"I found them on a grave, which bore no
tombstone, nor other memorial of the dead
man, save these ugly weeds, that have taken
upon themselves to keep him in remembrance.
They grew out of his heart, and typify, it
may be, some hideous secret that was buried
with him . . . " (8, p. 161; 9, p. 60).
Pearl even plays "among the hillocks of the dead people"
(9, p. 60).
famine.

In Pell

east
etMe1sande, the people suffer

Golaud says, "On vient encore de trouver un paysan

mort de faim, le long de la mer.

On dirait qu'ils tiennent

tous a mourir sous nos yeux" (10, p. 77).

In another scene

when Pelleas and M'lisande enter the cave, they see in the
depths "trois vieux pauvres a cheveux blancs, assis cote a
cote, se soutenant l'un l'autre, et endormis contre un
quartier de roc" (10, p. 69).

Me'lisande becomes afraid and

insists on leaving immediately, as if she has seen the
ghosts of humanity there, or perhaps her own ghost.

In

the final scene after Me/lisande's death, Arkil says, as if
Venez;

il ne faut pas que l'enfant reste dans cette chambre .
(10, p. 84).

.

.

her ghost might be present, "ne restons pas ici --

In neither work do ghosts walk, but their

presence may be inferred through the presence of the dead.
Magic, the eighth trait of the Gothic romance,
found in both works.

In The Scarlet Letter,

is purported to have magical qualities.

is

the "A" itself

Hawthorne says

62
in "The Custom House" that he happened to place the letter
on his breast.
"It seemed to me, then, that I experienced a
sensation not altogether physical, yet almost
so, as of burning heat; and as if the letter
were not of red cloth, but red-hot iron. I
shuddered, and involuntarily let it fall upon
the floor"(8, pp. 102-103; 9, p. 61).
Even a witch is present in the tale.

At the sound of

Dimmesdale's anguished cry during his midnight vigil on the
scaffold,
this venerable witch-lady . . . interpreted it,
with its multitudinous echoes and reverberations,
as the clamor of the fiends and night-bays, with
whom she was well-known to make excursions into
the forest (8, p. 172; 9, p. 60).
Chillingworth, himself, dabbled in the "black art"
(8, p. 159; 9, p. 60).

Magic is also present in Pelleas

et Melisande. Her wedding ring is recognized as a kind of
amulet.

At the beginning of the strokes of noon she drops

the ring into the Fontaine des aveugles, and by the final
strokes of twelve, Golaud's horse has fallen on him and
wounded him internally.

In another scene, Melisandets

hair seems to take on magical qualities.

As she leans out

the window, her hair falls out and "inundates" Pelleas, who
is below.

He says,

'Regarde, regarde donc, mes mains ne peuvent plus
les contenir . . . Ils me fuient, ils me fuient
jusqu'aux branches du saule . . . Ils s'echappent
de toutes parts . . . Ils tressaillent, ils s'agitent,
ils palpitent dans mes mains comme des oiseaux d'or;
et ils m'aiment, ils m'aiment mille fois mieux que
toil . . . ' (10, p. 72).
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Her hair seems to possess a life and will of its own.
Magic is then present in Pell'as et

4isande as evidenced

by the wedding ring and Melisande's hair, and in The Scarlet
Letter, as evidenced in the "A" itself, the witch (Mistress
Hibbins), and Chillingworth's practice of the black art.
The use of nature to evoke sensations of terror and
foreboding is evident in both works.

When Dimmesdale and

Hester meet in the forest, shortly before his death, there
is a "gloomy sky" and "a threatening storm" (8, p. 197).
And while Dimmesdale, Hester, and Pearl stand on the scaffold
under the cloak of night, a meteor streaks across the sky.
"So powerful was its radiance, that it thoroughly illuminated
the dense medium of cloud betwixt the sky and earth.

The

great vault brightened, like the dome of an immense lamp"
(8, p. 175).

In Dimmesdale's guilt and terror he saw the

meteor as a scarlet letter "A", sent in judgment upon him.
In Pel4eas St M lisande the future of the two is augured at
their first meeting. Pelleas says, "Nous aurons une tempete

cette nuit. Nous en avons souvent

.

.

.,"

and, a little
"

later, he says, "Il aura mauvaise mer cette nuit . . .
(10, p. 66).

Sometime later, when Golaud takes Pelleas to

the underground lake beneath the castle, Golaud says,
"Il y a ici

un travail cache qu'on ne

.

soupgonne pas; et tout le chateau
s'engloutira une de ces nuits, si l'on
n'y prend pas garde. Mais que voulez-vous?
Personne x'aime a descendre jusqu'ici .
(10, p. 73).
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Even the possibility of the castle disappearing into the
earth is terror-filled.
The Sarlet

The examples mentioned here from

Letter and Pellas et

lisande show that both

authors utilized nature and natural phenomena to produce
fear and gloom in the reader.
The presence of armor
Gothic romance.

is the tenth trait of the

In The Scarlet Letter it appears in the

governor's mansion hanging in the hall and in the portraits
of Governor Bellingham's ancestors hanging along the same
wall (8, pp. 145-146).

In Pellas et Melisande the sword

which hangs on the wall of Ark~l's bedroom and with which
Golaud wreaks his vengeance, is the single article which
fulfills the tenth category.
The armor

present in The Scarlet

t

is also seen

as a mirror, the eleventh trait of the Gothic romance.
Hester, watching Pearl's reflection in the armor, .saw
because Pearl was dressed in scarlet, and

owing to the peculiar effect of this convex
mirror, the scarlet letter was represented
in exaggerated and gigantic proportions, so
as to be greatly the prominent feature of her
appearance. . . . That look of naughty merriment
was likewise reflected in the mirror, with so
much breadth and intensity of effect, that it
made Hester Prynne feel as if it could not be
the image of her own child, but an imp who was
seeking to mould itself into Pearl's shape
(8, p. 146).

that,
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The mirror is a useful and integral part of the story.
On several occasions Pearl sees her own reflection in
water.

.

Here and there she came to a full stop,
and peeped curiously into a pool, left
by the retiring tide as a mirror for Pearl
to see her face in. Forth peeped at her,
out of the pool, with dark, glistening curls
around her head, and an elf-smile in her
eyes, the image of a little maid .
(8, p. 183).
The image seems to beckon her to a lower depth.

Later,

Pearl's image is seen in a brook as she points to the
scarlet letter "A" which Hester has thrown away (8,
pp. 208-209).

Water also acts as a mirror in Pelle'jas

et Melisande.

Melisande says of the fountain where

Golaud discovered her,

"Ohl ohl j'ai vu passer quelque

chose au fond de l'eau . .

.

" (10, p. 67).

Whatever

the fountain reflected, it made her refuse Golaud's
embrace.

In both the play and the novel the mirror is

used to reflect the darker side of existence, rather than
light and happiness.
The presence of blood is the twelfth trait of the
Gothic romance.

In The Scarlet

t

there is no evidence

of blood except, perhaps, through the symbolism of the
color red that pervades the novel.

In Elleas et Melisande,

however, blood is present in two specific examples.
Golaud's horse has fallen on him, he is lying in bed.

After
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Mdlisande discovers blood on his pillowcase and offers to
change it.

Golaud says,

J'ai saigne de la bouche.
. .

. " (10, p. 68).

"Non, non; ce n'est pas la peine.
Je saignerai peut-'tre encore

It may also be noted here that, as

was earlier stated, bleeding from the mouth indicates, in
the Gothic romance, that murder has been committed.

Melisande

may have symbolically murdered Golaud's soul when she dropped
her wedding ring in the Fontaine des aveugles.

The second

time blood is evident is after Golaud has killed Pelle'as
and wounded himself and Melisande.

An old servant had

found them outside the door and tells the other servants,
"Il y avait du sang sur le seuil . .

.

" (10, p. 81).

Although The Scarlet Letter does not strictly conform
to the Gothic romance in that there is no evidence of blood,
l

et M

slisande contains two such examples.

Of the twelve traits predominant in the Gothic romance,
he

arlet

eleven.

and Pelleas

Melisande each possesses

The two works show evidence of the castle, the

crime, religion (or mysticism), the

Machiavellian villian,

a deformity, ghosts (or the inference of ghosts), magic,
natural phenomena, armor,

and mirrors.

The only trait the

novel does not have is blood; the single trait not evidenced
in the play is the manuscript.

In both works the Gothic

atmosphere of gloom is always present

and is enhanced

through the use of these traits of the Gothic romance.
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Maeterlinck and Hawthorne were well-aware of the
characteristics of the Gothic romance and used those
characteristics in the creation of Pelleas et M 4 lisande
and The Scarlet Letter. Thus, another striking similarity
of the play and the novel is established.
The third dramatic technique found in the play and
the novel is the use of interior action, as much as
exterior action.

Equally important to the movement in

both works is the development of the mind, or soul.

In

Pelleas et MDelisande, that the two love and die is just as
important as the awakening, recognizing, and fulfillment of
love.

Death is only as important as the knowledge of impend-

ing death.

Hester's sin is as important as how she deals

with its effects in her own mind, and Dimmesdale's guilt
and suffering comprise as much of the action of the novel
as his final revelation.

The interest in Golaud and

Chillingworth alike is not only in vindictive

deeds but

also in the self-degradation of souls that were once good.
It is because the authors' main interests lay in the
development of the inner self that symbolism is so inherent
6 as et M4lisande.
to The Scarlet Letter and Pelle

Through the

use of the symbol, the external reflects the internal.

Thus,

the symbolic and the psychological are inseparable in the art
of the play and the novel, because the symbolic reflects the
inner workings of the mind, or soul.
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For example, in The Scarlet Letter, the "A" is
symbolic not only of the sin which Hester has committed, but
of

the sins of others.

Hester "shuddered to believe, yet

could not help believing, that it gave her a sympathetic
knowledge of the sin hidden in other hearts," because the
letter throbbed as she passed certain people (8, p. 135).
The scarlet letter is also symbolic of Hester's torment.
Hawthorne says that it deeply "seared Hester's bosom"
(8, p. 136).

Like the red letter "A" Melisande's loss

of her wedding ring is symbolic of her sin and of her subconscious desire to break her wedding vows (6, p. 352).
Melisande's torment, though, is symbolized by her hands.
When she first meets Pellas, and they go to the Fontaine
des avengles, she wants to plunge her hands into the fountain.
"On dirait que mes mains sont malades aujourd'hui .
(10, p. 67).

.

. s"

She tells Golaud of her unhappiness, and later,

when he is maltreating her, he remarks,
sont trop chaudes .

.

.

"

(10, p. 77).

"Ahi vos mains
Similar to Melisande,

Dimmesdale's placing of his hand over his heart signifies
the torment in his soul.

"To Hester's eye, the Reverend

Mr. Dimmesdale exhibited no symptom of positive and vivacious
suffering, except that, as little Pearl has remarked, he kept
his hand over his heart" (8, p. 196).
As was discussed earlier in connection with the Gothic

romance, both Golaud and Chillingworth are deformed, and

69
their deformation is symbolic of their lack of feeling, or
sympathy with other people.

Hawthorne says of Chillingworth,

He had begun an investigation, as he imagined,
with the severe and equal integrity of a judge,
desirous only of truth, even as if the question
involved no more than the air-drawn lines and
figures of a geometrical problem, instead of
human passions . . . (8, p. 160).
Chillingworth is, then, a man of intellect, lacking that
feeling for others that humanizes.

Golaud is the same,

for when Melisande tells him she is unhappy and fears that
she will die, he replies, "La joie, on n'en a pas tous les
jours; il faut prendre les choses comme elles sont" (10,
p. 68).

Golaud cannot understand Melisande's feelings,

because he does not himself possess the capacity for those
feelings.
The children in the two works, Pearl and Yniold, are
also symbolic.

They both symbolize innocence.

But Pearl,

dressed in gold and scarlet, is also the living embodiment
of the scarlet letter and so parallels its symbolism.

In

addition,
The warfare of Hester's spirit, at that epoch,
was perpetuated in Pearl. She could recognize
her wild, desperate, defiant mood, the flightiness of her temper, and even some of the very
cloudshapes of gloom and despondency that had
brooded in her heart
(8, p. 137).
Pearl is also used by Hawthorne as a seer of truth.

When

her mother would throw off the scarlet letter, Pearl
demands that she put it on again.

Pearl knows, somehow,
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that the "A' still belongs on Hester's bosom.

And when

for the first time she asks, "But wilt thou promise . .

.

Dimmesdale stands with Pearl and Hester on the scaffold

to take my hand and mother's hand, tomorrow noontide?"
(8, p. 175).

Pearl has accurately determined the inner-

most secret of Dimmesdale's guilt, and it is as if she has
an innate knowledge of the sin as well as the required
expiation.
truth.

Like Pearl, Yniold symbolizes the seer, or

At the beginning of Act III, Yniold rushes into the

room where Melisande and Pelleas are talking.

When she asks

him why he is crying, he exclaims, "petit-pere ne revient
pas, et vous allez partir aussi . .
l'ai vu . .

.

Je l'ai vu . . . je

."(10, pp. 70-71). His words here presage the

deaths of Golaud and Melisande, and symbolize the interior
struggle in both characters.
There is a definite parallel in the symbolism of
Dimmesdale's study and the underground cave where Golaud
takes Pelleas.

In the novel, Chillingworth is constantly

attempting to delve into the mind of the minister, and one
day goes so far as to examine his sleeping victim.

He

discovers the "A" on Dimmesdale's chest, and "had a man
seen old Roger Chillingworth, at that moment of his ecstasy,
he would have had no need to ask how Satan comports himself

when a precious human soul is lost to heaven, and won into
his Kingdom"

(8,p 166). Thus Chillingworth reveals the evil

t,
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in his own nature through his violation of Dimmesdale's
privacy, and the study scene symbolizes the treachery in
the man's soul.
symbolic.

In the play the cave scene is equally

The odor of death that Golaud has brought

Pelleas to smell is the odor of his own death.
tells Pelleas to leaa

Golaud

over a chasm to get a better whiff,

and begins to shake uncontrollably (10, p. 73).

Obviously,

he wishes to let go of his brother and let him plummet to
his death.

This entire scene is symbolic of the treachery

that resides in Golaud's personality.
Mirrors, already mentioned in connection with the Gothic
romance, are also used symbolically in both works as reflections of truth.

What Melisande saw in the water that

made her shun Golaud's touch could only have been the disaster
that she was to experience through him.

Pearl saw in the

water her own elf-smile, and Hester saw Pearl reflected in
the armor

as a reproduction of the scarlet letter.

As has

been noted, Pearl and the letter are symbolically the same.
In a less literal sense, Chillingworth has the truth revealed
to him through a kind of mirror.

"has become a fiend for his

He tells Hester that he

L$immesdaletj

especial torment"

(8, p. 186).
The unfortunate physician, while uttering these

words, lifted his hands with a look of horror,

as if be had beheld some frightful shape, which
he could not recognize, usurping the place of

his own image in a glass.
It was one of those
moments -- which sometimes occur only at the
interval of years -- when a man's moral aspect
is faithfully revealed to his mind's eye.

Not

improbably, he had never before viewed himself
as he did now (8, p. 186).
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It is evident from this passage that Chillingworth's own
words reflected to him the truth of what he had become.
The door, present at the very beginning of both works,
is symbolic of the beginning of a new kind of existence
for all of the major characters.
a negative symbol.

In each instance it is

Hawthorne's door is of a prison; that

Maeterlinck's door cannot be washed clean foreshadows
bloodstains there (10, p. 63).

the

The future as symbolized

by these doors must be, and is, of darkness and tragedy.
Nature symbolism is prevalent in both the play and
the novel.

The earlier discussion of nature in relation

to the Gothic romance indicated several examples.
Scarlet Letter,
scaffold scene.

In The

the impending storm presages the final
The meteor symbolizes Dimmesdale's guilt.

The flower which grows on the rosebush by the prison door
is an important symbol.
Finding it so directly on the threshold of our
narrative, shich is now about to issue from
that inauspicious portal, we could hardly do
otherwise than pluck one of its flowers, and
present it to the reader. It may serve, let
us hope, to symbolize some sweet moral blossom,
that may be found along the track, or relieve
the darkening close of a tale of human frailty
and sorrow (8, pp. 112-113).
The forest itself is symbolic of Hester's personality.
Hawthorne compares the "dark, inscrutable forest" to "the

wildness of her nature" (8, p. 130).

And "the great black

forest" symbolizes "the wildness in Pearl" (8, pp. 205-206)4.
Trees are used to symbolize ugliness.
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A clump of scrubby trees, such as alone grew
on the peninsula, did not so much conceal the
cottage from view, as seem to denote that here
was some object which would fain have been or
at least ought to be, concealed (8, p. 1315.
Trees are used again, but here to symbolize the Puritans.
The pine-trees, aged, black, and solemn, and
flinging groans and other melancholy utterances
on the breeze, needed little transformation to
figure as Puritan elders; the ugliest weeds of
the garden were their children (8, p. 140).
Hawthorne, then, uses nature to symbolize not only
personalities like those of Hester, Pearl, and the Puritans,
but also abstractions, like the desirability of secIusion
for Hester's cottage and her melancholy destiny.
Maeterlinck, too, used nature symbolism.

The earlier

notations of nature symbolism in Pellias et M4isande include
the presence of the impending storm at M4lisandets arrival
in Allemonde.

This symbolizes and foreshadows the storm of

emotions which all the characters undergo, as well as the
final tragedy.

The second symbol mentioned, the underground

lake, is symbolic of the same; the deaths of Golaud and
Pelleas as the only young adult males can be compared to the
sinking of the house (i.e., lineage) into the lake.

Through-

out the play, and especially in the first act, nature is
used to symbolize the ultimate destiny of thw main characters.
Genevieve says,
le soleil,"

"Il y a des endroits ou l'on ne voit jamais

and "la mer est sombre."

une brume sur la mer"

Later,

she says,

"Il y a

(lO,p.66). Pelleas says, "La nuit tombe

tres vite,1 " and "c'est le vent qui s'eleve" (10, p. 66).
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Later, M'lisande observes,

"la campagne semble bien triste
A

A

aussi, avec toutes ses forets, toutes ses vieilles forets
sans lumiere" (10, p. 68).
rosebush as a symbol.

Maeterlinck also uses the

Pelleas says,

"Tiens! on vient d'arroser les fleurs au
pied de la terrasse, et l'odeur de la
verdure et des roses mouille'es s'eleve
jusqu'a nous . . . Il doit etre pres de
midi, elles sont ddj*
dans l'ombre de
la tour" (10, p. 733.
The delicious odor of the roses mingles with the repugnant
odor from the cave.

Thus, just as Hawthorne's rosebush

achieves a certain incongruity through its placement by
the prison door, the rosebush in the play is incongruous
because it is situated near the entrance of the cave where
reigns the odor of death.

Thus, the sad, dark forests

symbolize the darkness in Me-lisande's mind, and all the
nature symbolism reflects the gloom and darkness that all
the major characters experience, as well as their tragic
end.
All of the preceding evidence of parallel symbolism
used by the authors is indicative of the mastery with which
Maeterlinck and Hawthorne employed this literary device.
It has been established that the authors used not only

similar symbols, but, in some instances, the same symbols.
In addition, they utilized many of the same symbols to
denote the same things.

It is difficult to imagine that

these important similarities were accidental, and that
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Maeterlinck had no knowledge of The Scarlet Letter.
utilization

The

by both authors of other dramatic and

literary techniques further substantiate a case for
Maeterlinck's familiarity with the novel.

That both

authors included in their works a preponderance of the
traits of the Gothic romance has been proved; this, together with the evidence of their use of scenes, or
tableaus, and the similarities in the opening scenes and
the scenes built around a central symbol sustains the
assertion that Maeterlinck must have read The Scarlet Letter.
The third principal division in this critical analysis
is the aesthetic intent of the authors in relation to the
major themes in Pelleas et Melisande and The Scarlet Letter.
Aesthetic intent is here defined as the intention of the
artist to create beauty in such a way that personal theories
of reality are infused into his art.

As it is assumed that

all artists desire to create beauty in their art, the nature
of the infused reality is here the main point of investigation.
This reality can best be identified through an examination of
the principal themes in the play and the novel.
One of the major themes in both works is that each
individual is isolated in life and in ultimate destiny
(15, p. 192).

To begin with, the characters are isolated

through the conflict of adultery, which puts them outside
the dimensions of ordinary existence.

In The Scarlet

Letter Hester is forcibly ostracized by the townspeople
through her incarceration and interrogation on the scaffold,
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and most enduringly through the scarlet letter that she
must wear and the child by her side.

Every gesture, every word, and even the silence
of those with whom she came in contact, implied,
and often expressed, that she was banished, and
as much alone as if she inhabited another sphere,
or communicated with the common nature by other
organs and senses than the rest of humankind
(8, p. 133).
Dimmesdale, as a man of God, is isolated from himself, his
God, and his parishioners as a result of his adultery.
His extreme sensibility is also an isolating factor.
Chillingworth, as the cuckolded husband, is no part of
the mainstream of life.

His scholar-like habits, his lack

of feeling, and his desire for vengeance isolate him even
more.

In Pelleas et,

liade,

Melisande is seen at the

beginning of the play alone in the forest.
outcast of her own land.

She is an

A princess, she is isolated, as

are Pelleas and Golaud, in social rank. Her sensibility,
like Dimmesdale's, isolates her, and her love for Pelle/as
removes her from a normal role in life.
is "the eternal exile" (6, p. 56).

She, like Hester,

Golaud, like

Chillingworth, is isolated not only through his cuckoldry
and desire for vengeance, but in his lack of feeling for
other people.

Pelleas is isolated not only because he is

a member of royalty, but also because of his illicit love

for Melisande.

Even Pearl and Yniold are isolated, first

because they are children, and, second, because they are
innocent.

In addition, they both see truths which others

cannot see or will not see.

Hawthorne says,
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Pearl was a born outcast of the infantile world.
An imp of evil, emblem and product of sin, she
had no right among christened infants. Nothing
was more remarkable than the instinct, as it
seemed, with which the child comprehended her
loneliness; the destiny that had drawn an
inviolable circle around her . . . (8, p. 139).
Pearl is also isolated through her own conduct and because
of her mother's sin.

Yniold is withdrawn from the sphere

of normalcy when his father negates his love for Yniold
by using him as a spy.

At the end of the tragedy, Yniold

is left a veritable orphan.

All of the major characters

in the play and the novel are isolated through the conflict,
their position in society, and their personalities.

Finally,

all of the adult characters meet their ultimate destiny,
death, alone.

Another technique which both Maeterlinck and Hawthorne
use to isolate is the historical setting.

Maeterlinck's

fictional country, Allemonde, and its monarchy, like
Hawthorne's seventeenth-century Boston, is far removed from
the audience and is thus isolated in time.

The castle is

isolated with no other living quarters near it, as is
Hester's cottage.

On the outskirts of town, within the verge of
the peninsula, but not in close vicinity to any
other habitation, there was a small, thatched
cottage. It had been built by an earlier settler,
and abandoned, because the soil about it was too
sterile for cultivation, while its comparative
remoteness put it out of the sphere of that social
activity which already marked the habits of the

emigrants.

It stood on the shore, looking across

a basin of the sea at the forest-covered hills,
toward the west (8, p. 131).
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Boston and the castle are surrounded by trees, except
on the side that faces the ocean. Melisande says,
A

At

"Et quelles forets, quelles forests autour des palaisl
.

.

.

"

p. 66).

(10,

Isolation then, is definitely a main theme in both
the play and the novel.

Through the conflict, the

characters' social position and personalities, the
historical setting, and even the geographical setting, the
authors have contrived to lead the characters through the
action to the final isolation of death. It is appropriate
to note here that a shared characteristic of both
Maeterlinckfs

and Hawthorne's genius is found in the use

of only a few individual figures, rather than a crowd, and
in the exhibition of these figures not in their entire
lives,

"but only in that single aspect of their experience

which was absorbing to themselves and constituted the life
they lived in the soul itself" (15, p. 192).
The second main theme present in both The Scarlet Letter
and Pel

ete/as
jtMeisande,

is that every road leads to death;

here the roads are passionate love and vengeance.
the human dilemma.

Death is

With or without the belief in immortality,

each individual has certain knowledge of his own death.
Although this does not constitute the only reality in life,
it is the darker reality (15, p. 203).

This darker reality

is the substance of both the play and the novel.

Hawthorne

says that he turns "different sides of the same dark idea
to the reader's eye" (7, p. 73).

The roads to death are
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many,

but both authors choose the roads of love and
For as Maeterlinck says,

vengeance for examination.

"It is not in death, but indeed in the days and years
that precede it, that we can discover a man's true
happiness or sorrow --

in a word, his destiny"

(9, p. 44).

The idea of the mingling of passionate love and sorrow
is prevalent in both works (4, p. 70; 12, p. 8; 13,
pp. 350-351).

That vengeance has precipitated the deaths

of Dimmesdale and Chillingworth in the novel,

and Melisande,

Pell'as, and Golaud in the play cannot be denied.

Throughout

the action in both works, it is evident that the characters
have presentiments of their final tragedy.

The presentiments

experienced byMe'lisande and Dimmesdale have already been
quoted.
says,

Chillingworth knows that the end will come.

He

"Let the black flower blossom as it mayV ' (8, p. 187).

Hester, too, feels the future when she says,
good for him, --

no good for me, --

There is no good for little Pearli
guide us out of this dismal mazeZ"

"There is no

no good for theel
There is no path to
(8, p. 187).

In the

play, Pelle'as says to Me'lisande,

"Tu es si belle qu'on

dirait que tu vas mourir .

(10, p. 79).

.

.

"

And when

Golaud tells Me'lisande that he has seen the corpse of a
peasant who has died from hunger, he is seeing his own
and M60lisande's

fate.
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Thus, the second major theme is established in both
the play and the novel that life, especially one lived
in passionate love and vengeance, ends in sorrow and
death.
The third major theme found in both Pelleas

t

Melisande and The Scarlet Letter is that passionate love
has its own morality.

This theme is demonstrated pri-

marily through the heroines.

Each of them is the image

of passionate love (6, p. 350).

Melisande's passionate

nature is revealed in all its intensity when her hair falls
from the window and inundates Pelleas.

In a parallel scene,

Hester's passionate nature is fully revealed when she lets
her hair fall free.
By another impulse, she took off the formal cap
that confined her hair; and down it fell upon
her shoulders, dark and rich, with at once a
shadow and a light in its abundance, and imparting
the charm and softness to her features. 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 so long pale. Her sex, her youth, and the
whole richness of her beauty, came back from what
men called the irrevocable past, and clustered
themselves, with her maiden hope, and a happiness
before unknown, within the magic circle of this
hour (8, p. 204).
The love of Melisande, like that of Hester, is more an
abandon than a conquest (6, p. 351; 14, p. 141).

Their

love is also a truth which cannot be denied (6, p. 351).
Even on her deathbed, Melisande admits freely that she loves

Pelleas (10, p. 83).

She feels no guilt, no remorse.
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There is no evidence in the novel that Hester ever repents
of the sin of adultery.

She says, "What we did had a

consecration of its own.
each otherP" (8, p. 200).

We felt it sol

We said so to

Further, the ultimate source

of the final tragedy can be traced back

the acts of

Golaud and Chillingworth who violated the womanhood of
their wives by entering into loveless marriages (15, p. 197).
Golaud, struck by Melisande's beauty and helplessness, wants
to marry her after only a few minutes' conversation.
"Ohl

vous etes belle," he says, the first moment that he

sees her (10, p. 64).

Chillingworth, too, marries Hester

because of her youth and beauty, rather than his love for
her (1, p. 74).

Thus, both authors recognize the moral

views perpetrated by society, but they do not hold their
heroines accountable to that morality.

Hester has escaped

into a "world of larger truth" (15, p. 196).
says,

Hawthorne

"The world's law was no law for her mind" (8, p. 181).

Melisande's love is a function of the soul, and thus cannot
be regulated by the fetters of society (3, pp. 61-62).

That

passionate love has its own morality exists as a third major
theme not only in The Scarlet Letter, but also in Pelleas
et Melisande.
The aesthetic intent of Maurice Maeterlinck and
Nathaniel Hawthorne is best determined through the major
themes in the play ad the novel.

The above discussion
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proves the parallel existence in both works of three major
themes.

The first theme is that every road leads to death,

and here the pathways are passionate love and vengeance.
The second theme is that each individual is isolated, in life
and ultimate destiny.

The coherent truth basic in these two

themes is simply that man must die, and his voyage through
life and death is a solitary one.

As was noted earlier, both

authors recognized that these are not the only realities in
life, but they deliberately chose these realities as the darker
side of human existence with which to form their art.

The

authors chose passionate love and vengeance to intensify the
action which reflects their artistic philosophy.

The third

theme, that passionate love has its own morality, serves to
exalt the characters and remove them from a sphere of guilt
and sin.

Through these themes,

then, a definite parallel has

been established in the aesthetic intent of the authors.
ever,

How-

the final judgment can be made only after an examination

of the central symbol used by each of the authors

in the three

major dramatic

In The

scenes in the play and the novel.

Scarlet Letter the central symbol is the scaffold.
bolizes sin and suffering,
by the Puritan society.

but it

It sym-

is a tool of punishment used

Hawthorne's emphasis is here the

internal strugglings of the soul principally in relation to
that society and its

laws.

Dimmesdale struggles vainly and

dies because he cannot fulfill his role which he has accepted
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as a religious leader.

Chillingworth turns himself into

a vengeful fiend principally because he adheres to the
moral laws ascribed by the Puritans.

As the wronged

husband, he has the implied moral sanction of this society
to avenge himself.

Hester, too, suffers through the laws

of this society, although her suffering is caused by the
maltreatment by the Puritans, rather than belief that she
has transgressed their laws.

Hester is the only character

who may have attained a "new truth" through her experience
(8, p. 240).
In Pelletas etMilisande the central symbol is the
fountain, and in two of the three scenes, it is the Fontaine
des aveugles.

Unlike the scaffold, the fountain has no

significance in relation to either a moral code or society.
Its symbolic function is discoverable through the name
Fontaine des aveugles.

Throughout the play, the major

characters act with accordance to a blind fatality that
controls their destinies (4, p. 18).

Blindly, Golaud finds

Melisande at a fountain and marries her, with no regard for
the wisdom or appropriateness of his actions.

Pelle/as and

Melisande fall in love at the Fontaine des aveugles, and
later meet there where they declare love, and where, finally,
Pelleas dies.

If this symbol reflects truly Maeterlinck's

intent, the conclusion must be drawn that no one is guilty,

not even Golaud, for the characters do not choose their acts;
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they act through a blind fatality.

As King Arkeil says

to Golaud in the final scene of the play "C'est terrible,
mais ce n'est pas votre faute" (10, p. 84).

Golaud cries

out, "Je l'ai fait malgre moi," thus indicating that his
violent acts were beyond his control (10, p. 82).

The

essential difference between the aesthetic intent of
Maeterlinck and Hawthorne would be, then, that Hawthorne
implies a moral responsibility for whatever set of values
one accepts, while Maeterlinck sees morality as irrelevant
to an omnipotent destiny.

However, in an earlier quote

given in this study, Maeterlinck has said that the truly
sublime in art is the illustration of human beings caught
up in an "almost inevitable" destiny.

In addition, it is

possible to accept Chillingworthts view as Hawthorne's when
he says to Hester, "It has all been a dark necessity.

Ye

that have wronged me are not sinful, save in a kind of
typical illusion; neither am I fiend-like, who have snatched
a fiend's office from his hands.

It is our fate" (8, p. 187).

There is no final answer given by either author; Maurice
Maeterlinck and Nathaniel Hawthorne each had a vision of
truth which he incorporated into his art.

That this truth

is ultimately speculative, rather than dogmatic, attests to
the genius of both men in creating a timeless art.
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CHAPTER IV

CONCLUSION

The purpose of this study is, as was previously
stated, to establish the existing parallels in Maurice
Maeterlinck's play, Pelleas et m4lisande, and Hawthorne's

novel, The Scarlet Letter. The secondary purpose is to
demonstrate the similarities in the authors' attitudes

and to note the influence of Transcendentalism upon their
art.

Once established, all of these parallels, as well as

Maeterlinck's knowledge of New England writers and the
availability of The Scarlet

Letter to Maeterlinck, give

credence to the probability that Maeterlinck did read the
novel and was influenced by it.
The first basic and important point of similarity
between the two artists is that their works are classified
as symbolic literature, and that they are both recognized
as masters of the symbolic art.

Furthermore, neither

artist was representative of the current literary movement
of his time.

Hawthorne wrote at a time when Romanticism

was at its zenith in New England.

Although symbolism had

appeared during the last of the nineteenth century,
especially in poetry, it is nevertheless true that
Maeterlinck had been subjected to the naturalistic
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and deterministic influences felt in prose.

It is less

difficult to understand how Hawthorne could produce
symbolism in the midst of a Romantic movement than it

is to understand how, surrounded by naturalistic and
deterministic prose, Maeterlinck produced symbolism in
the "art for art's sake" vein.

Thus, as a symbolic prose

dramatist, Maeterlinck could utilize little contemporary
prose literature, and was forced to look backward in time
to his predecessors.
As has been established, Maeterlinck was extremely
influenced by Transcendentalism.

Ralph Waldo Emerson

was, in Maeterlinck's own words, his "master and greatest
influence."

Thoreau, friend and contemporary of Emerson,

was as important a Transcendental writer as the latter,
though Emerson was the recognized New England leader of the
movement.

It is fairly safe to assume that Maeterlinck

was aware of Thoreau as a Transcendentalist, whether or
not he had read his essays.

As a poet, Maeterlinck had

to know of E. A. Poe, for he was then recognized in France
as a forerunner of the Surrealist movement.

It is known

that Walt Whitman had a direct influence on Maeterlinck's
poetry (1, pp. 14-15).

Thus, Maeterlinck was definitely

acquainted with the American and New England writers,
Whitman, Poe, Thoreau, and Emerson.

Hawthorne, too, was

a member of the New England group of writers and, especially
since both Poe and Emerson wrote critiques of Hawthorne's
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work, it is a logical assumption that Maeterlinck knew of
Hawthorne at least through his membership in this literary
group.

However,

it is of equal probability that Maeterlinck

was introduced to Hawthorne in France, for, as was earlier
stated, Hawthorne was recognized as a major American writer
in France, and The Scarlet Letter was published there three
times before the writing of PellDas et Me'lisande. If,
Maeterlinck was

then,

forced to seek his symbolist brothers, it is

probable that he found one, at least, in Hawthorne.
The similarities in the attitudes of Maeterlinck and
Hawthorne have been established.

That they both sought

solitude is evident in their lives, and is reflected in
characters which they created.
that the artist,

In addition,

in the truth he seeks,

their belief

is isolated from

the rest of humanity, is also seen in the truth that isolates
their characters.

The authors parallel one another in their

idea that the realm of the artist is the "heart of things"
where the soul is examined and truth is discovered.
idea is also reflected in the novel and the play.

This
In their

search for truth, Maeterlinck and Hawthorne were not
dogmatists, but speculators who recognized, as is evident
in both works, that they were intellectually impotent against
death, the final mystery.

And finally, from their acceptance

of the Transcendental "essence of things" they created in
their individual art limited characters involved in limited
life experiences.

It would seem far too contrived to assert
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that the similarities

in their lives and the influence of

Transcendentalism were coincidental in producing a parallel
art.

An element of cohesiveness must be found; that element

is The Scarlet Letter.

That Maeterlinck and Hawthorne held

many of the same attitudes in relation to life, art, and
truth indicates that Maeterlinck was of a personal and
artistic temperament which would have enabled him to profit
artistically from a reading of The ScArlet Letter.
The comparative and comprehensive study of The Scarlet
Letter and Pelle'tase

Melisande has revealed overwhelming

similarities in the three areas designated for investigation.
The first area of study, the literal level of conflict, plot,
characters, and setting, has shown many similarities.

The

conflict that occurs in both works is the eternal triangle.
The plots are similar in that the action is carried by love
and vengeance.

Major characters in both works are the older

husband and the young lovers.

A child is present in the play

as a minor character and in the novel as a major character.
Hester and Pelleas correspond in personality, as do
Dimmesdale and Melisande.

Both works are set in the

historical past, far removed from everyday

life.

The second area of investigation, the dramatic and
literary

techniques of the authors,

important similarities.

The first

has also revealed

technique is a division

of both works into scenes, or tableaus, even though Hawthorne's
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work is a novel.
scene.

The first scene in each work is the door

A central symbol is used by both authors in the

three scenes corresponding to the inception of the action,
the complication, and the climax.

The literary technique

of the Gothic romance is evident throughout both the play
and the novel.

Out of twelve traits named as belonging to

the Gothic romance,

the two works share ten of them, and

the remaining two are divided between them.

The third

technique is the emphasis on internal action as revealed
through the use of symbolism.

Corresponding symbols used

by Hawthorne and Maeterlinck are the "A", Me/lisande's hands,
and Dimmesdale's holding of his hand over his heart ; the
"A" and Melisande's loss of her wedding ring; the deformities
of Golaud and Chillingworth;
study and the cave.

Pearl and Yniold; and Dimmesdale's

In addition, Maeterlinck and Hawthorne

use the same symbols which are invested with the same or
similar meanings.

In this group are included the door,

mirror, and the nature symbols of the storm,

the

trees, and the

rosebush.
The third principal division in the study is the
aesthetic intent of the authors as determined through the
major themes in the novel and the central structural symbol.
The investigation has established three concomitant themes;
first,

that each individual is isolated in life and ultimate

destiny; second, that every road leads to death, and here
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the roads are passionate love and vengeance;

third, that

passionate love has its own morality, as shown through
Hawthorne's treatment of Hester and Maeterlinck's treatment of Melisande.

The second area of investigation with

regard to aesthetic intent is in the meanings with which
Maeterlinck and Hawthorne invest the symbols, the Fontaine
des aveugles and the scaffold.

The final conclusion is

that the truth inherent in Pelle/as et

elisande and The

Scarlet Letter is speculative, rather than dogmatic, but
that the choices posed by the authors are the same.
Thus, the parallels and similarities found in Pelleas
e

Melisande are numerous and comprehensive.
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