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CHAPTER I

HAWTHORNE'S DEVELOPMENT AS A WRITER

Early in his life Nathaniel Hawthorne decided that he

would become a writer. In a letter to his mother when he was

seventeen years old, he weighed the possibilities of entering

other professions against his inclinations and concluded by

asking her what she thought of his becoming a writer. He

demonstrated an awareness of some of the disappointments a

writer must face by stating that authors are always "poor

devils." This realistic attitude was to help him endure the

obscurity and lack of reward during the early years of his

career. As in many of his letters, he concluded this letter

to his mother with a literary reference to describe how he

felt about making a decision that would determine how he was

to spend his life.1 It was an important decision for him to

make, but consciously or unintentionally, he had been pre-

paring for such a decision for several years.

The build-up to his writing was reading. Although there

were no writers on either side of Hawthorne's family, there

was a strong appreciation for literature. Elizabeth Hawthorne,

Julian Hawthorne, Nathaniel Hawthorne and His Wife: ABiography (New York: Harper,-- 1884,TIT8 HeraferTcited~
as Hawthorne and His Wife.
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in a letter written after Hawthorne's death, recalls that

when they were children there were plenty of books available

to them.2 Her statements in the same letter emphasized that

young Nathaniel's reading followed no set plan but was always

for pleasure. One of the first books Hawthorne enjoyed after

he learned to read was Boswell's Life of Johnson. In his

biography of Hawthorne, Robert Cantwell says that Hawthorne

did not understand the book but that he enjoyed it mainly

because the picture it formed in his mind of Samuel Johnson

reminded him of his Grandfather Manning.3

When he was about nine years old, Hawthorne received an

injury to his foot while he was playing ball. His sister

Elizabeth recorded that during the lameness that resulted

from the injury he acquired the habit of constantly reading.4

She recalled that he read while lying on the floor.

Hawthorne had read enough by the time he was twelve years

old that he was able to express a critical opinion on what

he read. He recorded in the diary he kept at this time that

he had read Gulliver's Travels and did not consider it to be

2 Ibid., p. 99.

Robert Cantwell, Nathaniel Hawthorne: The American Years
(New York: Rinehart, 1948), pp. 29-30. ereafter cited as
The American Years.

Hawthorne and His Wife, p. 100.
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witty or interesting. He objected to what he called obscene

wit and wrote that the lies were too false.5

Hawthorne's taste was never confined to any particular

type of book. His interests were broad and varied even in

his youth. When he was around fifteen and sixteen years old,

he read the Gothic, picaresque, and historical novels that

were popular at that time. In a letter dated September 28,

1819, he mentions that he had read The Mysteries of Udolpho,

The Adventures of Ferdinand Count Fathom, Waverley, Roderick

Random, and the first volume of The Arabian Nights.6 In an

autobiographical sketch he wrote for his friend Richard Henry

Stoddard, who was compiling information for an article on him

for the National Review in 1853, Hawthorne tells that while

he was at Raymond, Maine, he read Shakespeare and The Pilgrim's

Progress. It was also during this time that he experienced

one of the most important events of his life:

On March 5, 1820, he went to Boston to see Edmund Kean
in Kin Lear, the greatest of actors in his best role,
at the he-igit of his career--a performance that Coleridge
described as reading Shakespeare by lightning flashes.
Hawthorne said that it would have made him cry if he

Samuel T. Pickard, editor, Hawthorne's First Diary:
With an Account of Its Discovery and Loss (Cambridge:
RTVersde Press ,T877, p. 83. Hereafter cited as Diary.

6 Hawthorne and His Wife, p. 105.

Ibid., pp. 95-96. In Randall Stewart's Nathaniel Hawthorne,
A Biography (New Haven: Yale Univ. Press, 1948, pp. 5-6)7,ihe
states that he moved to Raymond when he was twelve years old
and lived there until he was sent to Salem at the age of fifteen
to go to school.
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had been in a place where he could cry. "It was
enough to have drawn tears from a millstone," he
wrote to his mother. But there were few such
occasions in his life.8

The one book that possibly influenced Hawthorne above all

others that he read was Spenser's The Faery ueen. F. 0.

Matthiessen attributes Hawthorne's fondness for allegory to

the love he had for the works of Spenser and Bunyan in his

childhood. 9 Matthiessen points out in the same passage that

some of the forces that conditioned Hawthorne's art were the

scantiness of material and atmosphere, lack of plastic

experience, and his steady moral preoccupation. Considering

the negative value that these influences have on creativity,

it is easy to see how his early writing efforts were so

strongly influenced by his reading.

American authors also found their place in his reading

during his youth and early manhood. Notable among these were

Washington Irving, James Kirke Paulding, and Charles Brockden

Brown. In his study of Hawthorne's reading, Marion L.

Kesselring found two anthologies of American poets.10 As a

college student, Hawthorne was particularly impressed when

he found a volume of American verse that he had not heard of

The American Years, p. 59.

F. 0. Matthiessen, American Renaissance: Art and
Expression in the Age of Emerson and Whitman (New York: Oxford
Univ. Press, 1941), pp.~243-244.

10 Marion L. Kesselring, "Hawthorne's Reading, 1828-1850,"
Bulletin of the New York Public Library, 53 (February, 1949),
p. 61.
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in the Bowdoin library--Thomas Green Fessenden's Jonathan's

Courtship. After Fessenden's death, Hawthorne wrote a short

biography in which he expressed his admiration for the man

and gave a critical opinion of his work. Of Jonathan's Court-

ship he wrote: "There has never to this day, been produced,

by any of our countrymen, a more original and truly Yankee

effusion."11 He called Fessenden the most noted satirist of

his day12 and loved the old man ". . . because his heart was

as transparent as a fountain; and I could see nothing in it

but integrity and purity, and simple faith in his fellow-man

and good will towards all the world." 1 3  This admiration for

an American author with whom he was acquainted may have had

much to do with the development in his works of a feeling of

the importance of region. Throughout his career, from the

earliest tales to the stories he was working on at the time

of his death, New England history and American patriotism

were prominent characteristics of his work.

Fanshawe, the earliest evidence we have of Hawthorne's

fictional attempts, shows the influence of Scott's Waverley.

As did Scott, Hawthorne went back in time to tell a tale of

adventure, excitement, and tragedy. Matthiessen points out

11 Nathaniel Hawthorne, "Thomas Green Fessenden," The
American Monthly Magazine, 11 (January, 1838), 30.

12 Ibid., p. 36.

13 Ibid., p. 39.



6

that Hawthorne was indebted to Scott for three devices that

he used in Fanshawe and in his later fiction:

. . . the habit of dividing his characters into groups
and of carrying along the actions of each group sepa-
rately; the way of developing his plot by means of a
few spot-lighted scenes, with speeches of an exalted
pitch, as those between Hester and the minister; the
occasional interweaving of oddities of low comedy, as
in Uncle Venner and the frequenters of the cent-shop
in The Seven Gables, or in Silas Foster, the farmer
whose'greatjbroad, bottomless yawn' interrupted the
evening conversations of the cultivated community at
Blithedale.14

According to Elizabeth Hawthorne, however, Fanshawe was

not the first volume that Hawthorne wrote. He had written a

volume entitled Seven Tales of My Native Land which was

inspired by Wordsworth's poem "We Are Seven." The manuscript

of Seven Tales was destroyed, and there is therefore no way

of making a comparison of the two works. Elizabeth recalled

that two of the tales were called "Alice Doane" and "Susan

Grey."15 Robert Cantwell believes that "Alice Doane's Appeal"

is a rewritten version of "Alice Doane." 16

After he graduated from Bowdoin College in 1825,

Hawthorne's reading continued and broadened. In the sketch

he wrote for Stoddard he states that he ". . . read endlessly

all sorts of good and good-for-nothing books. . . ."17 He

14 American Renaissance, p. 203.

15 Hawthorne and His Wife, p. 124.

16 The American Years, p. 103.

17 Hawthorne and His Wife, p. 97.
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returned to Salem at this time where he lived with his mother

and his two sisters in almost total seclusion. He owned a

share of the Salem Athenaeum, and it is in the "Charge Books"

records of this library that we find the most complete infor-

mation available on his reading. Kesselring found that his

reading fell into six main categories: history and biography,

French literature, travel, sermons, American literature and

English literature. Hawthorne did not confine his reading to

books, however; Kesselring notes that Hawthorne withdrew, at

regular sequence, volume after volume of The Gentleman's

Magazine. 18

Appreciation for literature, therefore, became so strong

in Hawthorne that he began early in his life to write. At

the age of sixteen, he was writing poetry. One of his poems,

which has no title and was described by his sister Elizabeth

as not having much merit, appeared in a Boston newspaper. It

resembled some of the poetry of the age in sentiment but it

also revealed his early interest in the supernatural:

He has laid his weary limbs to sleep;
But the dead around their vigil keep,

And the living may not rest.
There is a form on that chamber floor
Of beauty which should bloom no more,

A fair, yet fearful guest.19

18 Kesselring, p. 58.

19 Hawthorne and His Wife, p. 102.
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In a letter dated September 28, 1819, to his sister

Louisa, he tells her that his brain is full of poetry and

". . could vomit up a dozen pages more if I were of a mind

to turn over."20 He includes several verses in this letter

which demonstrate an interest in the morbid or supernatural.

Similar to the one above which was published is an unpublished

poem:

I saw where in the lowly grave
Departed Genius lay;

And mournful yew-trees o'er it wave,
To hide it from the day. 21

In a letter dated March 13, 1821, addressed to his mother, he

tells that he no longer writes poetry.22 Later at Bowdoin,

Horatio Bridge wrote down two of Hawthorne's poems after

hearing them recited. Both were written before Hawthorne

entered Bowdoin. One of the poems was later set to music.23

Some of his writing skill was possibly acquired during

his youth by the writing of letters to his mother, his sisters,

and other relatives. He was separated from them while

attending school in his teen years and throughout his years

in college. During this time his correspondence with them

was regular and informative. Statements in the letters indi-

cate that he kept in close and affectionate contact with his

20 Ibid., p. 106.

21 Ibid.

22 Ibid., p. 108.

23 Horatio Bridge, Personal Recollections of Nathaniel
Hawthorne (New York: Harper, 1893), pp.35-37.
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home. In his biography, Julian Hawthorne includes seven

letters he wrote to his mother and sisters during this period

and one addressed to his aunt.24

We are indebted to Elizabeth Hawthorne for what is known

of Seven Tales of My Native Land and much about Fanshawe. She

indicates that her brother wrote Seven Tales while he was

still in college. She liked them and considered them better

than Fanshawe because there was ". . . more of his peculiar

genius in them than in Fanshawe." She quotes him as saying

that he wanted to write a smaller book to have published

before the publication of Seven Tales. He therefore wrote

Fanshawe and had it published at his own expense. The publisher

to whom Hawthorne had submitted the manuscript of Tales dealyed

publication and finally returned it to him unread.25 The

effect of these two failures was disheartening to him, and

in a letter to Haratio Bridge he expressed his despair by

comparing himself to a doomed man drifting helplessly toward

a cataract.26

Hawthorne was not pleased with most of his early writing

attempts and destroyed them. In the account that he wrote

for Stoddard, he comments that ". . . in the dearth of other

employment, [I] had early begun to scribble sketches and

24 Nathaniel Hawthorne and His Wife, pp. 104-127.

25 Ibid., p. 124. Horatio Bridge (pp. 67-68) gives a
different account of the fate of the two manuscripts. He
relates that Hawthorne burned the manuscript of Tales and
then published Fanshawe.

26 Bridge, p. 68.
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stories, most of which I burned."27  This was the fate of

Fanshawe, but fortunately the book had been published and

several copies of it were sold before he recalled the

remaining copies and burned them. Thus the book survives in

the Hawthorne canon. Seven Tales is lost for all time,

however, because Hawthorne burned the manuscript before it

was published.28

Besides burning these early attempts, Hawthorne con-

tributed to the obscurity of his authorship by keeping his

efforts secret. He made his mother and sisters swear to keep

his writing a secret. Later, Elizabeth wrote that ". . . of

course we did, with one or two exceptions; for we were in those

days almost absolutely obedient to him."29 He was just as

emphatic with the editors of the New England Magazine and the

Token when they published his tales and sketches. One

advantage to his anonymity may be seen in a letter written by

S. G. Goodrich and dated May 31, 1831. Mr. Goodrich comments

that so many pages by one author in the next issue of the

Token would arouse no objection because the author's name was

not used.30

27 Nathaniel Hawthorne and His Wife, p. 97.

28 Bridge, p. 68.

29 Nathaniel Hawthorne and His Wife, p. 124.

30 Ibid., p. 132. The tales Goodrich refers to are "The
Wives of the Dead," "Roger Malvin's Burial," "My Kinsman,
Major Molineaux," and "The Gentle Boy."
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Hawthorne began in his youth to keep a diary in which he

recorded his thoughts, observations, and activities.31 The

book was presented to him by his uncle and contained the

following inscription:

Presented by Richard Manning, to his nephew
Nathaniel Hawthorne, with the advice that he write
out his thoughts, some every day, in as good words
as he can, upon any and all subjects, as it is one of
the best means of his securing for mature years, 32command of thought and language. Raymond, June 1, 1816.

He filled this book with his entries; but, whether by

his uncle's advice or by his own volition, he kept a diary for

most of the remainder of his life.

Some of the entries in the diary show similarity to later

work. For instance, he recounts the Pulpit Rock legend in which

the devil preached to the Indians from the pulpit.33 Later he

used the Pulpit Rock setting in The Blithedale Romance as the

31 Diary. The authenticity of this book was questioned
by Julian Hawthorne in Hawthorne and His Wife (p. 44) because
the original manuscript was neverTFound. Pickard edited the
"Extracts from Diary" chapter from information sent to him by
William Symmes, who had been a boyhood companion of Hawthorne.
During the Civil War, Symmes was in Virginia and met a man
named Small who had grown up in Raymond. Small had acquired
the diary from a man named Frank Redoux who had found the book
when he had moved furniture from the Manning home. Pickard's
opinion (pp. 44-45) is that the ". . . notes show the powers
of close and minute observation which distinguished Hawthorne
as a man and as an author; they were the work of a lad who had
attained individuality without becoming disagreeable."

32 Ibid., p. 37.

Ibid., pp. 74-76.
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place where Coverdale and Zenobia had a dramatic conversation

shortly before Zenobia committed suicide. The effects of

conscience shown in some of his tales, particularly in The

Scarlet Letter and "Egotism; or, the Bosom Serpent" are seen

in this early diary in the entry about the ill-used horse.

This anecdote tells of a personal experience which ends, "I

went home a little uneasy, not feeling sure that the feeding

the man's corn to his own horse was not stealing, and thinking

that if the miller found it out, he would have me taken down

before Squire Longley."34 This passage is an early prediction

in his writing that conscience will come into conflict with

society's mores and that the humane choice must be made.

Another entry in the diary that forecasts Hawthorne's

later work is the story of the haunted house and the bewitched

apple tree.35 He records that the story was told by a peddler

named Dominicus Jordon whom we are to see as Dominicus Pike

in "Mr. Higginbotham's Catastrophe." Hawthorne's comments at

the end of this entry in the diary show his preoccupation even

at an early age with knowing the kind of tale that interests

people: "How strange it is that almost all persons, old or

young, are fond of hearing about the supernatural, though it

produces nervousness, and often fear. I should not be willing

to sleep in that garret, though I do not believe a word of the

story.'"36

34 Ibid., pp. 68-74. 36 Ibid., p. 79.

Ibid., pp. 77-79.
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A key to Hawthorne's own creative process is found in

the journals he kept throughout his adult life. The notebooks

reveal his method of noting his observations and thoughts, and

many of the passages are brief ideas that later became trans-

formed into fiction. Some time after he graduated from Bowdoin,

he began keeping a record of his observations of nature, people,

and localities. He kept them in journal form, using five

volumes from the period of July 5, 1837 until June 9, 1853.

Hawthorne continued to keep journals until shortly before his

death. These journals were an important part of his writing

career not only for practice in writing what he perceived but

also because he often incorporated entries in his fiction.

After his death, Sophia edited the journals and published

them under the title Passages from the American Note-Books.

In 1932, Professor Randall Stewart of Yale University edited

the notebooks, leaving them as close to Hawthorne's original

intentions as possible, and they became known as The American

Notebooks. A new edition by Claude M. Simpson combines

Stewart's work with pages from Sophia's edition excluded by

Stewart as being of dubious authenticity.

The bulk of the journal entries consists of descriptions

of nature and everyday phenomenon in Hawthorne's life. He took

long walks and recorded the events and conversations that took

place. His descriptions of different aspects of nature were

full of detail and included his reactions to them. His friend
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Bridge wrote of him later:

His mental sight was both panoramic and micro-
scopic; and he looked at persons and things with a
discerning and discriminating eye, whether the object
of his attention were a friend or a stranger--a tree
or a flower--a hill or a pebble. 3 7

In an entry dated September 26, 1841, he records that

while on a walk that day he had found several grapevines

intertwining maple and alder trees at the verge of a meadow.

The vines were tangled among the trees and formed a small cave

just large enough that a man could stand in it. He describes

the scene using imagery of marriage, strangling growth and

wreaths.38 Over ten years later he used this scene to describe

Coverdale's hermitage in The Blithedale Romance. He changed

the wording somewhat in Blithedale but included the same

imagery.39 He used many of the journal passages in a similar

way in his fiction. During his stay at Brook Farm he made

several entries that he used later for the setting and char-

acterizations in The Blithedale Romance. These entries gave

a realistic background to his fiction.

Bridge, p. 64.

38 Nathaniel Hawthorne, The American Notebooks, The
Centenary Edition of the Work~~of Nathaniel Hawthorne,~VIII

olumbus: Ohio State~Oniv. Press, 1972), pp. 197-198. Hereafter
cited as Centenary Edition, VIII.

Nathaniel Hawthorne, The Blithedale Romance, The
Centenary Edition of the Works~of Nathaniel Hawthorne,~TII
(Columbus: Ohio State Univ. Press, 1962), pp. 98-99. All
references to Hawthorne's Romances are to The Centenary Edition,
hereafter cited as Centenary Edition.
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Hawthorne used his journals in at least two other ways

in his writing. One of his approaches to writing was to sit

in one place and record his immediate impressions. He made

two such entries in his American journals. On January 26, 1842,

he wrote a minute description of an old man who was selling

nuts and gingerbread at the Salem railroad station. He included

his own conjectures as to how the old man had spent his life

and how he must feel.4 0 He rewrote this entry and it appeared

later as "The Old Apple Dealer" in Mosses from an Old Manse.

Again on July 27, 1844, he sat down at Sleepy Hollow Cemetery

and recorded his observations. He preceded this entry with a

statement that his reasons for doing so were thought out

before he began: "To sit down in a solitary place (or a busy

and bustling one, if you please) and await such little events

as may happen, or observe such noticeable points as the eyes

fall upon around you."41 At the end of the long, detailed

description that followed, he expressed his frustration at

not being able to describe his impressions more fully:

And now how narrow, scanty, and meagre, is this
record of observation, compared with the immensity
that was to be observed, within the bounds which I
prescribed to myself. How shallow and small a stream
of thought, too--of distinct and expressed thought--
compared with the broad tide of dim emotions, ideas,
associations, which were flowing through the haunted

40 Centenary Edition, VIII, pp. 222-226.

41 Ibid., p. 245.
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regions of imagination, intellect, and sentiment,
sometimes excited by what was around me, sometimes with
no perceptible connection with them. When we see how
little we can express, it is a wonJgr that any man
ever takes up a pen a second time.

He tried another method to narrow the gap between what

a writer sees, hears and feels and in what he is able to record.

On August 16, 1851, his entry reads in part:

I have before now experienced, that the best way to
get a vivid impression and feeling of a landscape,
is to sit down before it and read, or become other-
wise absorbed in thought; for then, when your eyes
happen to be attracted to the landscape, you seem to
catch Nature at unawares, and see her before she has
had time to change her aspect. The effect lasts but
for a single instant, and passes away almost as soon
as you are conscious of it; but it is real, for that
moment. It is as if you could overhear and understand
what the trees are whispering to one another; as if
you caught a glimpse of a face unveiled, which veils
itself from every wilful glance. The mystery is revealed,
and after a breath or two, becomes just as much a mystery
as before. I caught one such glimpse 4 his forenoon,
though not so perfectly as sometimes.

The third type of entry consists of brief ideas for

stories, some of which he used later in his fiction. These are

scattered throughout the American journals and, coming from

other than physical stimulus, are perhaps the most creative of

his entries. That he referred to his journals for ideas for

his stories may be seen in numerous instances. For example,

two entries refer to the Unpardonable Sin. The first is brief:

42 Ibid., p. 250.

43 Ibid., pp. 485-486.
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"The search of an investigator for the Unpardonable Sin;--he

at last finds it in his own heart and practice."44 After

adding a short note on another subject, Hawthorne develops

the idea of the Unpardonable Sin and defines it.45 These

entries later became the framework of "Ethan Brand." Hawthorne

writes what amounts to an expanded version of the above journal

passage when he shows Brand reviewing his life and the changes

in it that his quest for the Unpardonable Sin have brought

about:

. . he was now a cold observer, looking on mankind
as the subject of his experiment, and, at length,
converting man and woman to be his puppets, and pulling
the wires that moved them to such degrees of crime as
were demanded for his study.

Thus Ethan Brand became a fiend. He began to be
so from the moment that his moral nature had ceased to
keep the pace of improvement with his intellect.46

There are at least two entries of this type that Hawthorne

used in The House of the Seven Gables. The main theme for the

novel may be seen in this passage from the journal:

44 Ibid., p. 251.

Ibid., p. 251. "The Unpardonable Sin might consist in
a want of love and reverence for the Human Soul; in consequence
of which, the investigator pried into its dark depths, not
with a hope or purpose of making it better, but from a cold
philosophical curiosity,- -content that it should be wicked
in what ever kind or degree, and only desiring to study it
out. Would not this, in other words, be the separation of
the intellect from the heart?"

46 Nathaniel Hawthorne, The Snow Image and Other Twice-
Told Tales, ed. George Parsons~Lathrop, 3 (Cambridge: Riverside
Press, 1883), p. 495. All volumes of Hawthorne's tales and
sketches hereafter will be cited as Works.
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To represent the influence which Dead Men have
among living affairs;--for instance, a Dead Man
controls the disposition of his wealth; a Dead Man
sits on the judgment seat, and the living judges do
but respect his decisions; Dead Men's opinions in
all things control the living truth; we believe in
Dead Men's religion; we laugh at Dead Men's jokes;
we cry at Dead Men's pathos; everywhere and in all
matters, Dead Men tyrannize inexorably over us.47

Hawthorne also expanded this entry and included it in

the novel.48 The other idea is brief: "To inherit a great

fortune. To inherit a great misfortune."49  He reworded these

lines in the romance to read, ". . . would it not be a far

truer mode of expression to say of the Pyncheon family, that

they inherited a great misfortune, than the reverse?"50

The journals were a necessary part of his writing. That

he referred to them when he was creating fiction may be seen

in almost all of his work. As Randall Stewart pointed out

in the long introductory chapter of The American Notebooks,

Hawthorne did most of his creative writing during the winter

months.51 During the other seasons of the year he made

entries in his notebooks from which he could draw the material

for his fiction.

47 Centenary Edition, VIII, p. 252.
48

Ibid., II, 183.

49 Ibid., VIII, p. 293.

50 Ibid., II, p. 20.

51 Nathaniel Hawthorne, The American Notebooks, ed. Randall
Stewart (New Haven: Yale Univ. Press, 1932), pp. xxiii-xxiv.
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The results of all Hawthorne's efforts between the time

of his graduation from Bowdoin in 1825 and the publication of

Twice-Told Tales in 1837 were relatively small. He wrote

about half the total number of his tales and sketches during

this twelve-year span; and though many of them were published,

he was paid very little and his name was not given as the

author. He had written forty-six tales and sketches by the

end of this period. 52 Twenty-two of them had appeared in The

Token, an annual which was published in Boston.53 The New

England Magazine published thirteen of his pieces, eight of

which also appeared in Twice-Told Tales. 5 4 He was poorly paid

for his work even though the editors of these two publications

readily accepted what he wrote. He received only $35 for

"The Gentle Boy," which is one of his longer tales, and $108

for nine pieces that appeared in The Token in 1837. It became

necessary, therefore, for him to supplement his low income by

taking a job as editor of the American Magazine of Useful and

Entertaining Knowledge. This position lasted only six months,

and even though he and his sister Elizabeth did most of the

writing, he had difficulty collecting his salary.55

With the publication of Twice-Told Tales he began to

receive some recognition as a writer. He later summarized,

52 Terence Martin, Nathaniel Hawthorne (New York: Twayne,
1965), pp. 185-187.

Nathaniel Hawthorne: A Biography, p. 30.

54 Terence Martin, pp. 185-187.

Nathaniel Hawthorne: A Biography, pp. 32-33.
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Though not widely successful in their day and
generation, they had the effect of making me known
in my own immediate vicinity; insomuch that, however
reluctantly, I was compelled to come out of my owl's
nest and lionize in a small way. 5 6

Thus, at the end of the twelve-year period of self-imposed

apprenticeship, Hawthorne was beginning to be recognized as a

writer. During this time, his interest in the creative process

was piqued by his reading, his close observation of nature,

and the desire to write a thought as accurately as possible.

He revealed his experiences with the creative process to his

readers in many of his tales and sketches. It was during

this time also that he developed his theories about the artist

and his work. These would appear in the tales and sketches in

the early part of his career and in the prefaces of the

romances he wrote in his last twelve years of writing.

56 Hawthorne and His Wife, p. 98.



CHAPTER II

PREPARATION FOR CREATIVITY: PRELIMINARY

STEPS AND EXTRINSIC CONDITIONS

Explaining the creative process was of interest to

Hawthorne in much of his work. Throughout his career, but

especially during his most prolific years of writing tales

and sketches, he revealed to his readers the conditions and

labors of his mind while in the course of writing. The

earliest tale in which he discussed the process of writing

was "The Devil in Manuscript," written in 1835. From that

time and through the writing of The Marble Faun in 1860, he

used the creative process as a focus of interest in many of

his tales and sketches. And, he recounted his experiences

of creating in the prefaces of all four of his novels.

It was undoubtedly during the years following his

graduation from college when he was teaching himself to

write that he discovered within himself the means by which

he would project his ideas and "open an intercourse with the

world." 1 His purpose in writing was not simply to tell a

story in an interesting way and to teach some moral in the

process; he was more concerned with understanding the mind

as it related to the human condition. There was no lack of

1 Works, I, 17.

21
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material that could be used for fiction in his immediate

environment. The seaport cities of Salem and Boston could

have afforded him ample material for adventure stories if

his ambition had been merely to write,2 but writing tales of

adventure was not what Hawthorne wanted to do. Instead, he

looked inward and wrote not simply about the actions of his

characters, but of his characters as moral illustrations.

This tendency in Hawthorne, to look inward and then record

what he found "in the depths of our common nature," 3 no

doubt is responsible also for the many statements he made

explaining his experiences with the creative process.

Before he wrote The Scarlet Letter, as he explains in

"The Custom House" essay, he went through a long period of

meditation during which he accomplished nothing. The many

hours he spent pacing the floor brought forth only an appetite.

He was impeded by his surroundings, but he also needed more

time in which the idea for his novel could grow.4 In his

psychological study of Hawthorne and the creative process,

Jean Normand separates the development of an idea into a

2Centenary Edition, I, 37.

Works, III, 386.

Centenary Edition, I, 34. Hawthorne wrote The ScarletLetter after he-lost his position at the Custom House. Hewrote that while at the Custom House, he had considered thepossibility of writing the book; "At some future day, it maybe, I shall remember a few scattered fragments and broken
paragraphs, and write them down, and find the letters turn togold upon the page (p. 37)."
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work of fiction by naming four stages. He calls this first

stage a "period of preparation." 5 During this time, he

states, the unconscious alone is at work. Part of this time

is spent in what Hawthorne refers to in at least two of his

works as a state of torpor. In "The Artist of the Beautiful,"

Owen Warland is shown to be in such a condition just before

he works on his ideal butterfly. He destroyed the first

butterfly after his encounter with Robert Danforth. Before

beginning to work on the second butterfly, He "spent a few

sluggish weeks, with his head so continually resting in his

hands, that the townspeople had scarcely an opportunity to

see his countenance." 6 Again, before he completed the third

butterfly: "From one of these fits of torpor, he was aroused

by the entrance of Annie Hovenden. . . . "7 In "The Custom

House," Hawthorne describes his own feelings as being a torpor

in the early stages of thinking out The Scarlet Letter:

The same torpor, as regarded the capacity for
intellectual effort, accompanied me home, and
weighed upon me in the chamber which I most ab-
surdly termed my study. Nor did it quit me,
when, late at night, I sat in the deserted parlor,
lighted only by the glimmering coal-fire and the
moon, striving to picture forth imaginary scenes,
which, the next day, might flow out on the bright-
ening page in many-hued description.8

Jean Normand, Nathaniel Hawthorne: An Approach to an
Analysis of Artistic Creation (Cleveland: T1e Press ofCase
Western Reserve University, 1970), p. 137.

6 Works, II, 512.

Ibid., p. 517.

8 Centenary Edition, I, 35.
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During this period of meditation, some selection of

material to be used takes place. In the first paragraph of

"Drowne's Wooden Image," perhaps Hawthorne's closest exam-

ination of the creative process, Drowne is shown contemplating

the large oaken log that he will use to make the figure-head.

He ". . . discussed within his own mind what sort of shape or

similitude . . . to bestow upon this excellent piece of

timber. . . ." 9 During this time the artist views other

possibilities. Other known works are considered before he

will make an initial effort. Drowne asks Captain Hunnewell:

"And which of these designs do you prefer? Here"--
pointing to a staring half-length figure, in a
white wig and scarlet coat--"here is an excellent
model, the likeness of our gracious king. Here is
the valiant Admiral Vernon. Or, if you prefer a
female figure, what say you to Britannia with the
trident?" 10

Hawthorne made this point again in The Marble Faun.

Among the many specimens in Kenyon's studio, Miriam saw a

grand, calm head of Milton, not copied from any one

bust or picture, yet more authentic than any of them, because

all known representations of the poet had been profoundly

studied, and solved in the artist's mind." 11

The artist will decide at this time also that the final

design, if it is to be an artistic creation and not merely a

Works, II, 347.

10 Ibid.

11 Centenary Edition, IV, 117-118.
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copy of an existing work, will be unique with an individuality

of its own. Captain Hunnewell says to Drowne: ". . . I am

determined she shall have such a figure-head as old Neptune

never saw in his life." 12

The end of this period of meditation is explained by

Hawthorne as coming from sources that cannot be explained

and that may vary from one time to another. Undoubtedly he

is alluding to that all-important, but elusive, synthesizing

power of the creative imagination. After Owen Warland's

third creation was destroyed, he ceased to function for a

while and then began to work again on another butterfly:

. . but in Owen Warland the spirit was not dead
nor passed away: it only slept.

How it awoke again is not recorded. Perhaps
the torpid slumber was broken by a convulsive pain.
Perhaps, as in a former instance, the butterfly came
and hovered about his head, and reinspired him--as
indeed, this creature of the sunshine had always a
mysterious mission for the artist--reinspired him
with the former purpose of his life. Whether it
were pain or happiness that thrilled through his
veins, his first impulse was to thank Heaven for
rendering him again the being of thought, imagination,
and keenest sensibility, that he had long ceased to
be.13

On coming out of this torpor, the artist has the impulse

to express his ideas. He feels compelled to communicate with

the world and bring his idea into visible form. After Owen

Warland's first creation was destroyed, he went into a state

of torpor before attempting to create his second ideal

12 Works, II, 348.

13 Ibid., p. 525.
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butterfly. When he emerged from this state, he

. . . felt the impulse to give external reality
to his ideas as irresistibly as any of the poets
or painters who have arrayed the world in a dimmer
and fainter beauty, imperfectly copied from the
richness of their visions.14

In "The Custom House," "Drowne's Wooden Image," and "The

Artist of the Beautiful," Hawthorne described the first part

of the creative process as being a period during which nothing

seemingly is accomplished. But this period is necessary

because it is a time when the unconscious mind is at work.

Though the artist may not be aware of it, ideas are forming

in his mind, and he is selecting from the ones he will use.

At the end of this time, the artist is compelled to bring

shape to his idea by giving it substance.

Physical conditions were always important to Hawthorne

when he wrote. He required a certain amount of lassitude and

solitude and did most of his writing in the fall and winter

months.1 When he wrote of any place with which he had been

connected, he required distance in either time or space in

order to create ". . . the semblance of a world out of airy

matter. . . . "l6

14 Ibid., p. 516.

15The American Notebooks, edited by Randall Stewart,
pp. xxii-xxiv.

16 Centenary Edition, I, 37.
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Hawthorne's reasons for requiring distance in either

time or space in his writing are explained in the prefaces

of some of his romances. In the preface to The Blithedale

Romance, Hawthorne compares the literary atmosphere of

America with that of older countries. In the older countries,

he says, the writer ". . . is allowed a license with regard

to every-day probability in view of the improved effects

which he is bound to produce thereby." 17 In this country,

however, ". . . the beings of imagination are compelled to

show themselves in the same category as actually living

mortals; a necessity that generally renders the paint and

pasteboard of their composition but too painfully discernable."18

He explains that it is with the idea of overcoming this dif-

ficulty that he is making use of affectionate memories. Ten

years elapsed from the time Hawthorne lived at Brook Farm

until he wrote The Blithedale Romance, which was based, to

some extent, on his experiences there. He used Brook Farm,

he explained in the Preface, ". . . to establish a theatre,

a little removed from the highway of ordinary travel." 19
Hawthorne began writing The Marble Faun while he was

still living in Italy. He later moved to England and finished

the writing of it at Redcar. He found that the gray North Sea

17 Ibid., III, :2.

18 Ibid.

19 Ibid., II, 1.
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and the cold northern wind made such a contrast with his

memories of Italy that his Italian reminiscences became quite

vivid to him.20  Two completely different views as to the

value of the memories to the book are found in the opinions

of James Russell Lowell and Hyatt H. Waggoner. In a review

of the book, Lowell wrote: "The book is steeped in Italian

atmosphere. There are many landscapes in it full of breadth

and power, and criticisms of pictures and statues always

delicate, often profound." 21 Waggoner considers the des-

criptions to be a handicap to the book. He comments, "...

Hawthorne too often simply lifts long passages of description

from the Notebooks, and the passages remain inert in the novel.

There is too much of Rome, and too much about art. They are

a burden the story is simply incapable of carrying." 22 E. P.

Whipple's opinion was much like that of Lowell's. He consid-

ered The Marble Faun Hawthorne's greatest book and thought

the descriptions were the book's finest asset. In his final

assessment of Hawthorne, he wrote,

The most obvious excellence of the work is the vividtruthfulness of its descriptions of Italian life,manners, and scenery; and considered merely as arecord of a tour in Italy, it is of great interest

20 Ibid., IV, 3.

21 James Russell Lowell, "Review of The Marble Faun,"Atlantic Monthly, Vol. 5 (April 1860), 50~~0. Reprinted inThe Redog ition of Nathaniel Hawthorne: Selected Criticism
S~~ice188,edite~J by B. Bernard Cohen (Ann Arbor: Universityof Michigan Press, 1969), p. 78.

22 Hyatt H. Waggoner, Hawthorne: A Critical Study.Revised Edition (Cambridge: Harvard University Press, 1963),p. 223.
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and attractiveness. The opinions on Art, and the
special criticisms on the masterpieces of architec-
ture, sculpture, and painting, also possess a value
of their own. The story might have been told, and
the characters fully represented, in one-third of
the space devoted to them, yet description and nar-
ration are so artfully combined that each assists
to give interest to the other.23

The views of the effects of the Italian descriptions may

be controversial, but the fact remains that the memory of the

Italian landscapes were necessary to Hawthorne in the writing

of the book, and he could not complete it until he removed

himself from the exact setting of the novel. To Hawthorne,

it was always more important to carry a picture in the mind

than it was to see it in "broad and simple daylight." 24

The idea for writing The Scarlet Letter came to Hawthorne

when he was working at the Custom House in Salem, but it was

not until he had been dismissed from his job that he was able

to write the romance. The story was the dominant subject of

his thoughts while he was at work in the Custom House and when

he was on his walks,25 yet he could not write during his
employment there. The materiality of his daily life pressed

intrusively upon him to such an extent that he felt he had

lost his ability to write.26 His duties at the Custom House

23 E. P. Whipple, "Nathaniel Hawthorne," Atlantic MonthlyMay, 1860, v, 614-22. Reprinted in Hawthorne: T CriticalHeritage, edited by J. Donald Crowley, (New York: Barnes and
Noble, 1970), pp. 348-9.

24Centenary Edition, IV, 3.

25 Ibid., I, 35.

26 Ibid.
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were light, and he worked only half a day; so it was not the

lack of time that prevented his writing. He wrote later of

that barren time during his career:

A better book than I shall ever write was there;
leaf after leaf presenting itself to me, just as
it was written out by the reality of the flitting
hour, and vanishing as fast as it was written, only
because my brain wanted the insight and my hand the
cunning to transcribe it. At some future day, it
may be, I shall remember a few scattered fragments
and broken paragraphs, and write them down, and find
the letters turn to gold upon the page.27

The despair over the inability to write during the present

but hope for the ability to come in the future is clearly

shown in this passage. He was too conscious of actual events

and too close to his subject to be able to write about it.

Hyatt Waggoner reasons that Hawthorne's inability to write

of present events is directly related to his sense of moral

values:

... the man who could observe so keenly, with so
much detachment, and more than this, could note his
feelings about what he saw with such perfect candor
could not do his best creative work when writing directly
of his actual present experience of things and external
events.2 8

Hawthorne's sensibility, I think we shall have to
decide, could respond fully only to moral values. When
he could see no moral significance in a fact, he could
not ordinarily use the fact creatively. It followed
that he could do his best work only when he was far
enough from his subject so that the aspects of it to
which he could not respond were not distracting. This
would seem to be one of the chief reasons why his more

27 Ibid., p. 37.

28 Waggoner, p. 43.
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personal sketches are generally the least satisfactorXA
and why in his fiction the past was so useful to him.

Thus, the passage of time and his separation from the

location of the original concept of the story were factors

that entered into setting the mood under which Hawthorne was

able to do his best work. But there were other factors that

influenced his ability to apply himself to his work. Through-

out his career, he required solitude and ennui with the

physical world to be able to work. Randall Stewart gives as

evidence of Hawthorne's need for solitude an excerpt from a

letter written to James T. Fields dated August 23, 1850:

. . . I religiously seclude myself every morning
(much against my will) and remain in retirement
till dinnertime, or thereabouts. But the summer
is not my natural season for work; and I often find
myself gazing at Monument Mountain, broad before my
eyes, instead of at the infernal sheet of paper
under my hand. 3 0

In his tales that show an artist at work, Hawthorne

illustrated the need for solitude during periods of creativity.

Owen Warland ("The Artist of the Beautiful") and Drowne

("Drowne's Wooden Image") worked creatively only when they

were alone. They were able to work at uncreative tasks when

in the company of other people, but when they worked on their

masterpieces, they required solitude. Owen Warland was shown

accidentally destroying one of his butterflies because his

solitude was interrupted by Robert Danforth.31 The piece of

29 Ibid., p. 44.

30 The American Notebooks, p. xxiv. Stewart's footnote
explains~Tfat this letter is in the Columbia University Library.

31
Works, II, 511.



32

timber Drowne was working on gradually took the shape of a

female figure ". . . though Drowne was seldom noticed in the

act of working upon it. . . ." 32

Jean Normand sees an analogy between Hawthorne and the

artists of the tales. He refers specifically to similarities

between the working conditions Hawthorne required and the

conditions required by Owen Warland when he says,

To be free was for Hawthorne an imperious necessity,
the very condition of his creativity; free, absolute
master of his time--free to convert time into a
temporary eternity during which his mind could feel
invulnerable, indestructible.

Nothing conjures up eternity better to the mind
than solitude and silence. In his room in Salem,
Hawthorne found the solitariness and even the exact
quality of boredom that suited him.33

This kind of solitude is necessary, but there is the

solitude also that isolates the artist though he may be sur-

rounded by people. In "The Devil in Manuscript," Oberon

describes one passage in his manuscript as having been written

when "... voices of my companions seemed like faint sounds

of a dream and my visions a bright reality." 34 Normand

gives almost the same description of Hawthorne:

Wherever he went in the world, around him there were
always the walls of an imaginary chamber that made a
screen between him and the external world and created
a zone of calm in which his sensibility could run in
its own closed circuit.35

32
Ibid., p. 351.

Normand, p. 126.

34 Works, III, 578. 35 Normand, p. 112.
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In addition to solitude and distance in time and space,

another factor entered into setting the mood for Hawthorne

to be able to create. Throughout his journals, he discussed

light both metaphorically and physically. His definition of

light to describe the inspiration for creativity that comes

to an artist is discussed in Chapter Three. Two sources of

external light seem to have had considerable influence on

setting a mood for Hawthorne to write: sunlight and fire-

light. The influence of sunlight may be seen in countless

entries, many of which began with a description of the sun-

shine or lack of it. For instance, on April 25, 1843, he

wrote a long entry which began,

Spring is advancing, sometimes with sunny days,
and sometimes--as is the case now--with chill, moist,
sullen ones. There is an influence in the season
that makes it almost impossible for me to bring my
mind down to literary employment--perhaps because
several months' pretty constant work has exhausted
that species of energy--perhaps because, in Spring,
it is more natural to labor actively than to think.
But my impulse is to be idle altogether;--to lie in
the sun, or wander about and look at the revival of
Nature from her death-like slumber;--or to be borne
down the current of the river in my boat. If I had
wings I would gladly fly; yet would prefer to be
wafted along by a breeze, sometimes alighting on a
patch of green grass, then gently whirled away to
a still sunnier spot. But here I linger upon earth,
very happy, it is true, at bottom, but a good deal
troubled with the sense of imbecility--one of the
dismallest sensations, methinks, that mortal can
experience--the consciousness of a blunted pen,
benumbed fingers, and a mind no longer capable of
a vigorous grasp. My torpidity of intellect makes
me irritable. Oh, how blest should I be, were there
nothing to do! Then I would watch every inch and
hair's breadth of the progress of the season; and
not a leaf should put itself forth, in the vicinity
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of our old mansion, without my noting it. But now,
with the burthen of a continual task upon me, I have
not freedom of mind to make such observations, I
merely see what is going on, in a very general way.36

This frustration of needing to write, of being compelled

to write but preferring simply to enjoy the season of the

year, continued through the summer months. On June 23 of that

same year, he recorded,

The sunshine can scarcely be too much or too intense
for my taste: but I am no enemy to summer showers.
Could I only have the freedom to be perfectly idle
now--no duty to fulfil--no mental or physical labor
to perform--I could be as happy as a squash, and much
in the same mode. But the necessity of keeping my
brain at work eats into my comfort as the squash-bugs
do into the heart of the vines. I keep myself uneasy,
and produce little, and almost nothing that is worth
producing. 37

On the other hand, only three months earlier on March 31

he had described the deep snow and the frozen river of a

winter that had lasted longer and was more severe than any

that had been experienced in that region in twenty years.

During that time he had written at least seven tales and

sketches.38 The effect of the lack of sunshine on his mood

and his ability to write may be seen in that entry, made at

the Old Manse in the early years of his marriage:

36 Centenary Edition, VIII, 379.

Ibid., pp. 387-388.
38 Randall Stewart, ed., American Notebooks, p. 319.

In a footnote reference, Stewart lists the following as having
been written during the winter months preceding the notebook
entry: "The Old Apple Dealer," "The Antique Ring," "The Hall
of Fantasy," "The New Adam and Eve," "The BirthmarR," "Egotism;
or, The Bosom Serpent," and "The Procession of Life."
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The Winter will not have been a day less than five
months long; and it would not be unfair to call it
seven. A great space, indeed, to miss the smile of
Nature, in a single year of human life. Even out of
the midst of happiness, I have sometimes sighed and
groaned; for I love the sunshine and the green woods,
and the sparkling blue water; and it seems as if the
picture of our inward bliss should be set in a
beautiful frameof outward nature. . . . . . . . . . .

As to the daily course of our life, I have written
with pretty commendable diligence, averaging from two
to four hours a day; and the result is seen in various
Magazines. I might have written more, if it had
seemed worth while; but I was content to earn only
so much gold as might suffice for our immediate
wants. . . .39

The effect of the seasons on Hawthorne's ability to write

is therefore shown in the contrasts of these journal entries.

As the sunlight and warmth of spring and summer had a dimin-

ishing effect on his ability to write during those seasons,

quite the reverse is true during the winter and fall. The

cold, sunless days seemed to bring about vigorous creative

activity in Hawthorne.

Not quite as numerous as his references to sunlight, but

scattered throughout the journals, nevertheless, are refer-

ences to firelight. On October 13, 1848, after picturing the

effect of moonlight and firelight on the familiar items of

the room, he described the mood that is set by the mingling

of firelight with the light from the moon:

Then the somewhat dim coal-fire throws its unobtru-
sive tinge through the room- -a faint ruddiness upon
the wall--which hasar unpleasant effect in taking

Centenary Edition, VIII, 366-7.



36

from the colder spirituality of the moonbeams.
Between both these lights, such a medium is created
that the room seems just fit for the ghosts of per-
sons very dear, who have lived in the room with us,
to glide noiselessly in, and sit quietly down, with-
out affrighting us. . . . It is strange how utterly
I have failed to give anything of the effect of moon-
light in a room.

The fire-light diffuses a mild, heart-warm influ-
ence through the room, but is scarcely visible,
unless you particularly look for it--and then you
become conscious of a faint tinge upon the cieling
[sic], of a reflected gleam from the mahogany fur-
niture; and if your eyes fall on the glass, deep
within it you perceive the glow of the burning
anthracite.40

Two years later, when he wrote "The Custom House" intro-

duction for The Scarlet Letter, Hawthorne referred back to

this entry, expanded it, and added another dimension. He

called the interplay of moonlight and firelight on the floor

of the room "a neutral territory, somewhere between the real

world and fairyland where the Actual and the Imaginary may

meet, and each imbue itself with the nature of the other.' 41

Thus it was that Hawthorne, observing the interplay of two

realities, each one taking on some of the characteristics of

the other and each then becoming less real, gained inspiration

for writing.

This mingling of firelight and moonlight becoming a

neutral territory may also be regarded as a symbol of the

style used by Hawthorne in his romances. He was aware of the

influence of light on his ability to create and included it

40 Ibid., VIII, 283-284.

41 Ibid., I, 36.
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in his work. In the preface to The Blithedale Romance, he

calls Blithedale ". . . not [a] very faithful shadowing of

Brook Farm. . . .42 And, he refers to Brook Farm as being

" . essentially a day-dream, and yet a fact--and thus

offering an available foothold between fiction and reality."43

Hawthorne began his preface to The House of the Seven

Gables with a discussion of the responsibilities involved in

writing a romance. The writer may, he included in the lat-

itude that should be given to a writer, ". . . so manage his

atmospherical medium as to bring out or mellow the lights

and deepen and enrich the shadows of the picture." 44 In

the preface to The Marble Faun, he used light as a symbol of

the complexities involved in his writing:

No author, without a trial, can conceive of the
difficulty of writing a Romance about a country
where there is no shadow, no antiquity, no mystery
no picturesque and gloomy wrong, nor anything but
a common-place prosperity, in broad and simple
daylight, as is happily the case with my dear native
land. 45

The romances were written between the years 1850 and 1860,

but Hawthorne had recognized the importance of light on the

creative impulse before that time. In 1844, when he wrote

"The Artist of the Beautiful," Hawthorne dramatized, with

light, Owen Warland's struggle to find a mood that was suit-

able for creativity:

42 Ibid., III, 1. 43 Ibid., p. 2.

44 Ibid., II, 1. 45 Ibid., IV, 3.
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The night was now his time for the slow progress
of re-creating the one Idea, to which all his intel-
lectual activity referred itself. . . . Daylight, to
the morbid sensibility of his mind, seemed to have
an intrusiveness that interfered with his pursuits.
On cloudy and inclement days, therefore, he sat with
his head upon his hands, muffling, as it were, his
sensitive brain in a mist of indefinite musings; for
it was a relief to escape from the sharp distinctness
with which he was compelled to shape out his thoughts
during his nightly toil.46

Owen Warland has been called, in some degree, Hawthorne

himself;47 but this description of his sensitivity to light

is similar enough also to the passages in The American Note-

books and "The Custom House" to make "The Artist of the

Beautiful" autobiographical.

Later, in The Marble Faun, Hawthorne demonstrated the

effect of light on art. Kenyon, on observing the radiance

of light on pictured glass, commented:

"It is a woeful thing--a sad necessity, that any
Christian soul should pass from earth, without once
seeing an antique painted window, with the bright
Italian sunshine glowing through it! There is no
other such true symbol of the glories of the better
world, where a celestial radiance will be inherent
in all things and persons, and render each continually
transparent to the sight of all." 48

46 Works, II, 516-517.

Richard Harter Fogle, Hawthorne's Fiction: The Light
and the Dark (Norman: University ofOklahoma Press,~195
p. 86T Fogle's statement reads: "Hawthorne's intention
clearly is to present Owen Warland as the spiritual norm of
his tale and to proclaim through him the superior significance
and intensity and the greater value of the artist's experience
and interpretation of reality. As we have seen, however,
Warland does not always show up well in his environment. This
fact is a tribute to Hawthorne himself, and therefore it is
all the more necessary that he avoid manipulating the fictional
truth in his fiction."

48 Centenary Edition, IV, 304.



39

It may be seen, therefore, that in order to write Haw-

thorne required an atmosphere that was agreeable to his par-

ticular sensitivity. He needed distance in time or space

from his subject in order to view the situation from a per-

spective that was more amenable to both himself and the

subject. He needed a solitude free from distractions. And

he needed both the light of inspiration and a physical light

that was not too bright in order to create a mood within him

that would reflect the "neutral territory"?49 that was his

goal when he created his tales and romances.

49 Ibid., I, 56.



CHAPTER III

CREATIVITY: CONDITIONS OF THE MIND

It was crucial to Hawthorne's ability to create to find

the right atmosphere in which to mingle the real and the

imaginary. This was not always easy to do. It has been

pointed out in Chapter Two that he needed to have certain

physical conditions that would create within his own mind a

sanctum that was impervious to outside distractions and

sensitive to revelations of ". . . our common nature . .

for the purposes of psychological romance. . . ."l The

inability to create a "neutral territory" at will delayed the

writing of The Scarlet Letter by several months. He explains

in "The Custom House" that an ". . . entire class of suscepti-

bilities, and a gift connected with them,--of no great

richness or value, but the best I had,--was gone from me."2

Earlier in the same passage, he had described the different

kinds of light that were available but stated that none of

them were of any use to him. He simply had not been able to

put his mind to the task of writing the romance. He does add,

however, that had he been interested in the writing of any

other subject he would have been able to do so. On looking

1 Works, III, 368.

2 Centenary Edition, I, 36.

40
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back to that time, he analyzes,

The wiser effort would have been, to diffuse thought
and imagination through the opaque substance of to-day,
and thus to make it a bright transparency; to spirit-
ualize the burden that began to weigh so heavily; to
seek, resolutely, the true and indestructible value
that lay hidden in the petty and wearisome incidents,
and ordinary characters, with which I was now conver-
sant. The fault was mind. The page of life that was
spread out before me seemed dull and commonplace, only
because I had not fathomed its deeper import.3

Hawthorne thus recognized that it is the writer who creates

the condition of his own mind, and this state of mind dictates

the final form the work will take. When the mind is receptive,

then the ideal, or, ". . . the depths of our common nature,"

will reveal itself to the writer. But, there is no certain

way of achieving such a state of mind. Hawthorne's work shows

at least three means by which the idea is revealed to the

artist. The idea may come to the artist suddenly, as in a

flash of light, or it may come only after the artist has

worked diligently to find it. But the most reliable tool the

artist has is his imagination.

Hawthorne used different ways of describing the idea

that comes to the artist unbidden. In a notebook entry dated

April 9, 1843, he recorded, "This forenoon, I began to write,

and caught an idea by the tail, which I intend to hold fast,

though it struggles to get free. As it was not ready to be

put on paper, however, I took up the Dial, and finished the

article on Mr. Alcott." 4 In this autobiographical passage,

Ibid., I, 37.

Ibid., VIII, 373-4.
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it may be seen that the impulse that motivates action is

elusive. It is difficult to describe in its own terminology,

but Hawthorne makes a symbolic association. In "The Haunted

Mind," on the other hand, he compared the idea with death and

sleeping:

What a singular moment is the first one, when you
have hardly begun to recollect yourself, after starting
from midnight slumber: by unclosing your eyes so
suddenly, you seem to have surprised the personages of
your dream in full convocation round your bed and catch
one broad glance at them before they can flit into
obscurity. Or, to vary the metaphor, you find yourself,
for a single instant, wide awake in that realm of
illusions, whither sleep has been the passport, and
behold its ghostly inhabitants and wondrous scenery,
with a perception of their strangeness such as you
never attain while the dream is undisturbed. 5

This awe for inspiration that comes spontaneously and un-
solicited appears in Hawthorne's work throughout his career.

After Oberon, of "The Devil in Manuscript," had burned his

manuscript to ashes, he turned to the narrator of the story

and said,

"Even thought, invisible and incorporeal as it is,
cannot escape it. In this little time, it has anni-
hilated the creations of long nights and days, which
I could no more reproduce, in their first glow and
freshness, than cause ashes and whitened bones to
rise up and live. . . ."6

5 Works, I, 343. In Hyatt Waggoner's opinion, Hawthorne's
best writing comes out of the haunted mind. In his first
chapter, "The Material of Art," Waggoner says: "Hawthorne the
artist often did his best writing when he wrote not of what
he 'believed,' or wanted to believe, or thought he should
believe, but of the 'phantoms' that came unsought and 'haunted'
him. "The Haunted Mind" can give us a clue here. To the
'passive sensibility' halfway between sleep and waking the
spectral shapes of shame and death appear; when we get fully
awake and the conscious mind takes control, they vanish."
Hawthorne: A Critical Study, p. 26.

6 Works, III, 581-2.
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Hawthorne wrote "The Devil in Manuscript" in 1835. Nine

years later in "Drowne's Wooden Image" he still had this

feeling of awe. It permeated the story and, in an authorial

comment, he says toward the end:

Yet who can doubt that the very highest state to which
a human spirit can attain, in its loftiest aspirations
is its truest and most natural state, and that Drowne
was more consistent with himself when he wrought the
admirable figure of the mysterious lady, than when he
perpetrated a whole progeny of blockheads? 7

In his last important work, The Marble Faun, published in

1860, Hawthorne identifies the source of inspiration that

comes in this way:

There is an effluence of divinity in the first sketch;
and there, if anywhere, you find the pure light of
inspiration, which the subsequent toil of the artist
serves to bring out in stronger lustre, indeed, but
likewise adulterates it with what belongs to an
inferior mood.0

Further along in the story, Hawthorne used Kenyon and

his work to illustrate the elusiveness of that moment of

inspiration:

Kenyon's genius, unconsciously wrought upon by Hilda's
influence, took a more delicate character than hereto-
fore. He modelled, among other things, a beautiful
little statue of Maidenhood, gathering a Snow-drop. It
was never put into marble, however, because the sculptor
soon recognized it as one of those fragile creations which
are true only to the moment that produces them, and are
wronged, if we try to imprison their airy excellence in
a permanent material.

Works, II, 362.

8 Centenary Edition, IV, 138.

Ibid., pp. 374-5.
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Hawthorne sees the artist's mind as being receptive to

influences that come from beyond his own ability to choose

and reject. Any use he makes of the idea that comes to him

in this way will change it to some extent, but the first use

he makes of it will be closer to the original inspiration.

The spontaneity with which these ideas come to the writer

makes the work unique. This means of getting material to be

used in the creative process, however, has its limitations.

The artist has no power over ideas that come in this way:

they may not come at a time when he can use them, or they may

not come at all. He should therefore rely on other means for

inspiration. Hawthorne had many such inspirations, as may be

seen in The American Notebooks. Entire pages of his journals

may be filled with brief ideas, or, perhaps one of these ideas

will appear as an interruption to another type of entry. In

some instances, the initial idea will be followed by a fuller

explanation, as in the case of the idea for the tale that

became "Ethan Brand." The first entry was short: "The search

of an investigator for the Unpardonable Sin;--he at last finds

it in his own heart and practice."10 After another brief

sketch, he develops the idea of the Unpardonable Sin more

fully:

The Unpardonable Sin might consist in a want of
love and reverence for the Human Soul; in consequence

10 Centenary Edition, VIII, 251.
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of which, the investigator pried into its dark depths,
not with a hope or purpose of making it better, but from
a cold philosophical curiosity,-.content that it should
be wicked in what ever kind or degree, and only desiring
to study it out, Would not this, in other words, be the
separation of the intellect from the heart?11

There are many instances such as these in which Hawthorne

developed fiction from some sudden insight. In addition, he

mentioned using at least two other means of creating fiction

from "airy matter,"1 2 one of which requires the writer to

work to find an idea that is deeply buried. Oberon speaks

of this method in "The Devil in Manuscript." In his despair,

he sees no difference in the passages written ". . . coldly,

and those fervid flashes of the mind. "13 He explained to the

narrator:

"And then the various moods in which I wrote! Sometimes
my ideas were like precious stones under the earth,
requiring toil to dig them up, and care to polish and
brighten them; but often a delicious stream of thought
would gush out upon the page at once, like water
sparkling up suddenly in the desert; and when it had
passed, I gnawed my pen hopelessly, or blundered on
with cold and miserable toil, as if there were a wall
of ice between me and my subject." 14

The idea may be perceived suddenly in its complete develop-

ment or it may come slowly and require the writer to labor.

This passage is similar to an entry Hawthorne made in his

journal eight years later which reads:

11 Ibid. 12 Centenary Edition, I, 37.

13 Works, III, 579. 14 Ibid.

15Centenary Edition, VIII, 370.
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The forenoon was spent with the pen in my hand; and
sometimes I had the glimmering of an idea, and
endeavored to materialize it in words; but, on the
whole, my mind was idly vagrant, and refused to work
on any systematic purpose.'S

Hawthorne was making a conscious effort to write at this

time, but creative work did not come easily. The body may be

put through the motions of writing, but the reaction of the

mind to discipline is limited. It was, therefore, the third

means of perceiving creative thought that he relied on more

consistently.

Early in his career, Hawthorne developed the habit of

using his imagination as a mirror and then recording the

images he found there. That this was a conscious habit may

be seen throughout his work. In 1835, one of his most pro-

ductive years for writing tales and sketches, he wrote "The

Haunted Mind." On one level of meaning, he wrote of awakening

from slumber as being analogous to perceiving creative thought:

But sometimes, and oftenest at midnight, these dark
receptacles are flung wide open. In an hour like this,
when the mind has a passive sensibility, but no active
strength; when the imagination is a mirror, imparting
vividness to all ideas, without the power of selecting
or controlling them, then pray that your griefs may
slumber and the brotherhood of remorse not break their
chain.16

F. 0. Matthiessen sees Hawthorne's work as being not an

act of will and calls the above passage a description of

Hawthorne's own creative process. Matthiessen describes

Hawthorne's approach to the creative process as ". . . the

Centenary Edition, VIII, 370.

16 Works, I, 345-6.
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relaxed indolence that alone is receptive to the inwelling of

fresh impressions," 1 7 In "The Haunted Mind," more than in

any of his tales or sketches, Hawthorne described how he used

the imagination in writing.

In discussing the problems that initially prevented his

writing The Scarlet Letter, Hawthorne tells of trying some of

the methods he had used in the past to stimulate the creative

process. In his "Custom House" essay, he makes an analogy

between looking at images in a mirror and using the imagination

to turn thoughts into words:

Glancing at the looking-glass, we behold--deep within
its haunted verge--the smouldering glow of the half-
extinguished anthracite, the white moonbeams on the
floor, and a repetition of all the gleam and shadow
of the picture, with one remove farther from the
actual, and nearer to the imaginative. Then, at such
an hour, and with this scene before him, if a man,
sitting all alone, cannot dream strange things, and
make them look like truth, he need never try to write
romances.

Hawthorne's dependence upon using the imagination as a

mirror may be seen in the despair he felt at not being able to

write The Scarlet Letter while he was still working at the

Custom House.

Hyatt Waggoner devotes several pages in his book to

Hawthorne's use of the imagination. He gives "Night Sketches:

Beneath an Umbrella" as an example of art as ". . . a kind of

knowledge--which must never pretend to finality, never lose

17American Renaissance, p. 23.2

18 Centenary Edition, I, 36.
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its sense of mystery--and a kind of dream--which must keep in

touch with reality."'9  Waggoner further discusses this sketch

as an example of Hawthorne's imagination being responsible

in its play against irresponsible daydreams. He finds that

Hawthorne put into practice in his tales the statement he

made in the Preface to The House of the Seven Gables that

.a novel . . . is presumed to aim at a very
minute fidelity, not merely to the possible, but
to the probable and ordinary course of man's
experience. The former--while, as a work of art,
it must rigidly subject itself to laws, and while
it sins unpardonably, so far as it may swerve aside
from the truth of the human heart--has fairly a right
to present that truth under circumstances, to a great
extent, of the writer's own choosing or creation.20

Waggoner agrees with Hawthorne that the artist may dis-

regard what he cannot see as meaningful fact,21 and offers

"The Old Apple Dealer" as an example of how the artist can

mistakenly assume to know his subject.22 He emphasizes here

the point Hawthorne made in the sketch when he said: "I have

him now. He and the steam fiend are each other's antipodes.

. 23 Waggoner summarizes the mistake a writer may make

in drawing the conclusion that his opinion of the subject is

the ultimate truth:

19 Waggoner, p. 34.

20Centenary Edition, II, 1.

21 Waggoner, p. 38.

22 Ibid., p. 35.

23 Works, II, 502.
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So in the end Hawthorne makes his last confession;
whatever his success in describing the old man
behavioristically, he did not "have" him when he
compared him, the stationary machine, to the steam
engine, the active machine, This is the deeper sense
in which the old man is the antipodes of the engine.
To confuse the io is the ultimate error, for both
artist and man.

Hawthorne recognized, therefore, that there is a factor

to be considered in relying on using the imagination as a

mirror and that the writer must be responsible for the images

he records. He must not assume that he is taking from the

images responsible fact.

It would appear, though, that using the imagination as

a mirror was the method Hawthorne relied on most consistently

for turning thoughts into fiction. Those thoughts that came

quickly, without any apparent stimulus, and then vanished just

as suddenly, could not be commanded by the will and thus could

not always be used. Similarly, those thoughts that were like

"precious stones under the earth, requiring toil to dig them

up," were just as rare. But the one resource Hawthorne had

that he could depend upon was his imagination; and when he

used it responsibly, he found the material he needed for

fiction.

Hawthorne recognized that even after physical and mental

conditions were right for the artist, other factors entered

into bringing his work into actuality. It may be seen in

several passages of Hawthorne's work that the artist is most

24 Waggoner, p. 34.
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creative when he feels himself to be at one with the universe.

Oberon, for example, wrote his meaningful pages, scenes, and

tales as the result of knowing himself to be part of the

universe and allowing himself to be the medium through which

his stories were written. As he was about to destroy his

manuscripts, he told the narrator:

"This scene came into my fancy as I walked along a
hilly road, on a starlight October evening; in the
pure and bracing air, I became all soul, and felt as
if I could climb the sky, and run a race along the
Milky-Way. Here is another tale, in which I wrapt
myself during a dark and dreary night-ride in the
month of March, till the rattling of the wheels and
the voices of my companions seemed like faint sounds
of a dream, and my visions a bright reality. That
scribbled page describes shadows which I summoned to
my bedside at midnight: they would not depart when I
bade them; the gray dawn came, and found me wide
awake and feverish, the victim of my own enchantments." 2 5

When Oberon composed the tales under these influences,

however, he was unaware that any conditions were different.

The physical conditions were not changed, and he was not

exercising any particular mental control over his subject.

He simply put himself in unison with the universe and wrote

what seemed to come as a natural consequence to the feelings

he had at the time.

The belief that the artist's mind becomes an entity with

the universe carries with it the belief that the work to be

brought into actuality already exists and that it is the

artist's task to present it. Hawthorne frequently pointed

25 Works, III, 578.
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this out in his work. After the narrator of "The Devil in

Manuscript" tells Oberon that he had a desire to turn novelist

after reading his tales, Oberon replies: "Then, indeed, my

devil has his claw on you! You are gone! You cannot even

pray for deliverance!?26 The writer, Hawthorne believed, has

no choice. He must write. There were times when Oberon had

no control over what he wrote. Often a delicious stream of

thought would gush out upon the page at once.27 When this

happens, Hawthorne observed, the writer is only the medium

through which the work is brought into existence. He brought

out this point again in "P's Correspondence" when he wrote,

Daily and nightly there come scraps of poetry humming
in my intellectual ear--some as airy as bird notes,
and some as delicately neat as parlor music, and a few
as grand as organ peals--that seem just such verses as
those departed poets would have written had not an
inexorable destiny snatched them from their inkstands.
They visit me in spirit, perhaps desiring to engage my
services as the amanuensis of their posthumous pro-
ductions, and thus secure the endless renown that they
have forfeited by going hence too early.28

Hawthorne recognized that this gleaning of artistic

inspiration is not confined to literature. It applies to other

fields of art as well. The sculptor's task, for example, is

similar to the writer's in allowing the work to be done through

himself. Hawthorne illustrated this with Drowne when he said:

26 Ibid., p. 575.

27 Ibid., p. 579.

28 Works, II, 427-8.
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"The figure lies within that block of oak, and it is my

business to find it."29 Later, in an authorial statement,

Hawthorne wrote of Drowne's progress: ". . . gradually, by a

magic touch, intelligence and sensibility brightened through

the features, with all the effect of light gleaming forth

from within the solid oak." 30

Kenyon, the sculptor in The Marble Faun, worked with

marble. The description of his progress in creating his work

is similar to that od Drowne's:

As the skilful workman gave stroke after stroke of
the chisel, with apparent carelessness, but sure
effect, it was impossible not to think that the
outer marble was merely an extraneous environment;
the human countenance, within its embrace, must have
existed there sigje the limestone ledges of Carrara
were first made.

When asked how he had created the work, Kenyon answered:

"It is the concretion of a good deal of thought,
emotion, and toil of brain and hand. . . . But I
know not how it came about, at last. I kindled a
great fire within my mind, and threw in the material--
as Aaron threw the gold of the Israelites into the
furnace--and, in the midmost heat, uprose Cleopatra,
as you see her." 32

Kenyon had difficulty getting the right expressions on

the clay bust he was modeling of Donatello, but one day he

briefly had the experience of some mysterious spirit controlling

his hands. For that short period of time, the results he

obtained were what he wanted:

29 Ibid., p. 353. 30 Ibid., p. 354.

31 Centenary Edition, IV, 116.

32 Ibid., p. 127.
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Hopeless of a good result, Kenyon gave up all pre-
conceptions about the character of his subject, and let
his hands work, uncontrolled, with the clay, somewhat
as a spiritual medium, while holding a pen, yields it
to an unseen guidance 'other than that of her own will,
Now and then, he fancied that this plan was destined to
be the successful one, A skill and insight, beyond
his consciousness, seemed occasionally to take up the
task. The mystery, the miracle, of imbuing an inanimate
substance with thought, feeling, and all the intangible
attributes of the soul, appeared on the verge of being
wrought. And now, as he flattered himself, the true
image of his friend was about to emerge from the facile
material, bringing with it more of Donatello's character
than the keenest observer could detect, at any one
moment, in the face of the original. 33

But such moments are briefand a touch that is destructive

may come in just the same way. A few moments later,

Some touch, whereby the artist thought to improve or
hasten the result, interfered with the design of his
unseen spiritual assistant, and spoilt the whole.
There was still the moist, brown clay, indeed, and the
features of Donatello, but without any semblance of
intelligent and sympathetic life. 34

The conviction that the work brings itself into actuality

is seen again in a statement toward the end of The Marble

Faun:

The fierce Egyptian queen had now struggled almost
out of the imprisoning stone; or, rather, the workmen
had found her within the mass of marble, imprisoned
there by magic but still fervid to the touch with
fiery life, the fossil woman of an age that produced
statelier, stronger, and more passionate creatures,
than our own. You already felt her compressed heat,
and were aware of a tiger-like character even in iher
repose. If Octavius should make his appearance, though
the marble still held her within its embrace, it was

Ibid., p. 271.

34 Ibid.
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evident that she would tear herself forth in a
twinkling, either to spring enraged at his throat,
or, sinking into his arms, to make one more proof
of her rich blandishments, or falling lowly a 5 his
feet, to try the efficacy of a woman's tears,

To Hawthorne, the work is not so much wrought by the

artist as by the striving of a truth to reveal itself. The

artist is only the instrument used to present that truth.

Hawthorne surely experienced his many times in his work.

After he finished writing The Scarlet Letter, he wrote a

letter to Horatio Bridge in which he described the book as

"h-11-fired.",36

E. P. Whipple wrote several criticisms of Hawthorne's

work during his life-time and recognized this quality in a

review of The Marble Faun:

His great books appear not so much created by him as
through him. They have the character of revelations,
--he, the instrument, being often troubled with the
burden they impose on his mind. His profoundest
glances into individual souls are like the marvels
of clairvoyance. It would seem, that, in the pro-
duction of such a work as "The Blithedale Romance,"
his mind had hit accidentally, as it were, on an idea
or fact mysteriously related to some morbid sentiment
in the utmost core of his nature, and connecting itself
with numerous scattered observations of human life,
lying unrelated in his imagination. In a sort of
meditative dream, his intellect drifts in the direction
to which the subject points, broods patiently over it,
looks at it, looks into it, and at last looks through
it to the law by which it is governed.37

Ibid., pp. 377-8.

36 MS., Houghton Library, Harvard University. Dated 4
February 1850. Quoted in Hawthorne: The Critical Heritage,
p. 151.

Hawthorne: The Critical Heritage, pp. 347-8.



55

Thus, Hawthorne's purpose to burrow ". , , into the

depths of our common nature. ,.38 was recognized by one

of his contemporaries as having been achieved,

When external conditions are agreeable, when the artist's

mind is united to the universe and he knows his concept to

represent a universal truth, then the idea needs a catalyst

to bring it into existence. That catalyst, Hawthorne affirms

in his work, is love. To Drowne, ". . . there came a brief

season of excitement, kindled by love. It rendered him a

genius for that one occasion. . ."39 Commenting on this

passage, Richard J. Jacobson expressed the opinion that love

transports the artist beyond mere mechanical skill:

The artist is perhaps most individual, and most
"himself," when he is transported through love to
a sympathetic identification with the objects of
his art. Hawthorne seems to imply, in a typically
romantic way, that in the apex of creative intensity
the artist goes beyond his superficial layers of
personality, inspired by love and sympathy, to reach
something more basic in himself and in the experience
he seeks to describe. The resulting work of art
embodies "beauty" in a way that has the highest
meaning for Hawthorne: "It is love, and therefore
includes both truth and good." 4 0

Hawthorne had been married only a short while when he

wrote "Drowne's Wooden Image." Millicent Bell attributes the

38 Works, III, 386.

Works, II, 362.

40 Hawthorne's Conception of the Creative Process. The
LeBaron Russell Briggs Prize Honors Essays in EnglishF(Harvard
University Press, 1965), p. 25. The quotation from Hawthorne
is from Hawthorne and His Wife, I, 209.
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emphasis Hawthorne placed on love in the story to the honey-

moon Hawthorne and Sophia shared at the Old Manse. It was

during this most prolific period of writing that Hawthorne

made many of his statements concerning the importance of love

to the creative process. His most didactic pieces about art,

"Drowne's Wooden Image" and "The Artist of the Beautiful,"

were written in 1844. In 1845, he wrote "P's Correspondence."

Writing as a deranged critic bringing literary figures of ages

past into the present, he remarked that Shelley ". . . has

learned to dip his pen oftener into his heart. . . .42 In

this work, P's criticisms were aimed at improving the different

writers' work. P. also suggested accomplishments the writers

might have attained in literature had they lived longer.

Shelley's work has become, P. wrote, ". . . warmer with human

love . . . ,"43 and this ". . . has served as an interpreter

between his mind and the multitude." 44 By dipping ". . . his

pen oftener into his heart . . . ," he had ". . . avoided the

faults into which a too exclusive use of fancy and intellect

are wont to betray him." 4 5

Just as Drowne had created his finest work when he was

inspired by love, Kenyon, in The Marble Faun, created the

41 Millicent Bell, Hawthorne's View of the Artist (State
University of New York, 1963), p. 127. ~~

42 Works, II, 420. 43 Ibid.

44 Ibid. 45 Ibid.
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duplicate of Hilda's hand so inspired by love that ". . . the

palm really seemed to have a tenderness in its very sub-

stance."46

Love is most important to the creation of the work, and

ideally, brings an understanding between the artist and those

who try to interpret his work. Hawthorne does not under-

estimate the value of love in "The Artist of the Beautiful,"

but he does see it from a more realistic viewpoint. In this

work, Hawthorne saw love as being of the utmost importance

to the artist and his work, but as being little understood or

appreciated by those around him.

Love was the impetus that reinspired Owen Warland each

time one of his creations was destroyed. He had loved beauty

as an ideal within itself when he was a child, but he was no

more understood by the people around him then than he was later

by Peter and Annie Hovenden and Robert Danforth. As a child

he had not been like other boys his age:

Those who discovered such peculiarity in the boy as to
think it worth their while to observe him closely,
sometimes saw reason to suppose that he was attempting
to imitate the beautiful movements of Nature as exem-
plified in the flight of birds or the activity of little
animals. It seemed, in fact, a new development of the
love of the beautiful, such as might have made him a
poet, a painter, or a sculptor, and which was as com-
pletely refined from all utilitarian coarseness as it
could have been in either of the fine arts. He looked

46 Centenary Edition, IV, 120.
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with singular distaste at the still and regular
processes or ordinary machinery. Being once carried to
see a steam-engine; in the expectation that his
intuitive comprehension of mechanical principles
would be gratified, he turned pale and grew sick, as
if something monstrous and unnatural had been presented
to him.4 7

The peculiarity, love of beauty, remained with Owen after

he became an adult; and it kept him from abandoning his

pursuit when his efforts were destroyed. After Peter Hovenden

had come into the shop and had been instrumental in destroying

his work, Owen stopped working for a while and ". . . wasted

the sunshine . . . in wandering through the woods and fields

and along the banks of streams. There, like a child, he

found amusement in chasing butterflies. . . ."48 Finally, the

love of beauty sought to find expression in creativity:

The chase of butterflies was an apt emblem of the
ideal pursuit in which he had spent so many golden
hours: but would the beautiful idea ever be yielded
to his hand like the butterfly that symbolized it?
Sweet, doubtless, were the days, and congenial to the
artist's soul. They were full of bright conceptions,
which gleamed through his intellectual world as the
butterflies gleamed through the outward atmosphere,
and were real to him, for the instant, without the
toil, and perplexity, and many disappointments of
attempting to make them visible to the sensual eye.
Alas the artist, whether in poetry, or whatever other
material, may not content himself with the inward
enjoyment of the beautiful, but must chase the flitting
mystery beyond the verge of his ethereal domain, and

47 Works, II, 507.

48 Ibid., p. 515.
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crush its frail being in seizing it with a material
grasp. Owen Warland felt the impulse to give external
reality to his ideas as irresistibly as any of the
poets or painters who have arrayed the world in a
dimmer and fainter beauty, impe fectly copied from
the richness of their visions.

When Annie suggested that Owen was concerned with the

spiritualization of matter, he deluded himself briefly that

she shared his love of beauty. But, this was not to be; for,

in the next instant, she destroyed his creation with a touch

of her needle. In an authorial intrusion, Hawthorne says:

"Even Annie Hovenden, possibly, might not have disappointed

him had she been enlightened by the deep intelligence of love." 50

After this incident with Annie, Owen gave up in his

pursuit of the beautiful and spent the winter ". . . doomed to

inutility as regarded the world, and to an evil destiny on

his own part."51 He was aroused from his state of inutility

by the sight of a real butterfly and once again began work on

the creation of his ideal butterfly. After he presented it to

Annie and she asked if it were real, he replied,

"Yes, Annie; it may well be said to possess life, for
it has absorbed my own being into itself; and in the
secret of that butterfly, and in its beauty,--which is
not merely outward, but deep as its whole system,--is
represented the intellect, the imagination, the sensi-
bility, the soul of an Artist of the Beautiful! Yes;
I created it. But"--and here his countenance somewhat

49 Ibid., p. 516.

50 Ibid., p. 519.

51 Ibid.
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changed--"this butterfly is not now to me what it was
when 11 beheld it afar off in the daydreams of my youth." 52

Contrary to the reaction that might have been expected

when the butterfly was destroyed, Owen

. . . looked placidly at what seemed the ruin of his
life's labor, and which was yet no ruin. He had caught
a far other butterfly than this. When the artist rose
high enough to achieve the beautiful, the symbol of
which he made it perceptible to mortal senses became
of little value in his eyes while his sirit possessed
itself in the enjoyment of the reality. 3
This was the one butterfly that Owen Warland completed

and was able to see acknowledged. The work had been destroyed

but the ideal had become a reality momentarily.

If the artist does not love the thing he is trying to

create, then the end result will be lacking in that "magic

touch" mentioned by Hawthorne in "Drowne's Wooden Image." 54

At the same time, however, the artist may love the thing he

is trying to create; but if other conditions necessary to

creativity are absent, he will not be able to accomplish this

purpose. There was no lack of love when Hawthorne was trying

to write The Scarlet Letter, but other conditions needed for

creativity were absent. Hawthorne discussed this difficulty

in "The Custom House." His characters ". . . would take

neither the glow of passion or the tenderness of sentiment,

52 Ibid., p. 531.

53 Ibid., pp. 535-6.

Works, II, 354. Hawthorne gives a description of the
almost-completed carving: "The face was still imperfect; but
gradually, by a magic touch, intelligence and sensibility
brightened through the features, with all the effect of light
gleaming forth from within the solid oak. The face became alive."
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but retained all the rigidity of dead corpses, and stared me

in the face with a fixed and ghastly grin of contemptuous

defiance." 5 5 This was a difficult time in Hawthorne's career,

but this record of his difficulties makes known the conditions

upon which he relied for stimulus to work. In this situation,

no amount of love could produce the work because the story was

not ready to be written. The passages do show, however, the

importance Hawthorne attached to love as the catalyst for

bringing the work into existence.

According to Hawthorne, love generates an impulse in

the writer to put some part of his own being into the work.

The importance of this idea to Hawthorne may be seen in the

fact that he frequently included a discussion of the soul in

his work. This discovery came early to Hawthorne, possibly

during the years following college when he was teaching him-

self to write. As early as 1835, he wrote, "This scene came

into my fancy as I walked along a hilly road, on a starlight

October evening; in the pure and bracing air, I became all

soul, and felt as if I could climb the sky, and run a race

along the Milky-Way."56 Drowne explained that he created his

masterpiece in a similar way: "A well-spring of inward wisdom

gushed within me as I wrought upon the oak with my whole

strength, and soul, and faith." 57  In "P's Correspondence,"

Centenary Edition, I, 34.
56 Works, III, 578.

Works, II, 355.



62

Hawthorne delineated the difference between writing that

emanates from the soul and writing that does not. Hawthorne

had always enjoyed Sir Walter Scott's work but, as P., the

deranged critic, he was able to point out Scott's limitations:

Were he still a writer, and as brilliant a one as ever,
he could no longer maintain anything like the same
position in literature. The world, nowadays, requires
a more earnest purpose, a deeper moral, and a closer and
homelier truth than he was qualified to supply it with.58

It is in the short pieces which are concerned principally

with the creative process and his artistic theories that

Hawthorne emphasized the necessity for the writer to feel

strongly about his work. But the idea is found in other works

also. The Blithedale Romance sets forth some of Hawthorne's

views on social institutions, but his theories and what he

learned about the creative process by experience are so much

a part of the subject matter of his collective works that they

are found here also. In the final conversation between Zenobia

and Coverdale, Zenobia urges Coverdale to record her grief in

a ballad: ". . . and put your soul's ache into it, and turn

your sympathy to good account, as other poets do, and as poets

must, unless they choose to give us glittering icicles instead

of lines of fire." 59 That Hawthorne put this theory into prac-

tice has been recognized by F. . Matthiessen, who described

Ibid., p. 416.

Centenary Edition, III, 223.
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his work as being ". . . a record of unconscious depths whose

source was beyond his control."6 0

Throughout his career, Hawthorne felt that a sympathetic

relationship between the artist's ability and his innermost

being brings forth in the created object an expression of the

artist's soul. In his last important work, The Marble Faun,

three of the four main characters are artists. Miriam, an

artist with a mysterious past, painted a self-portrait in

which she recorded ". . . some of the intimate results of her

heart-knowledge into her own portrait. . ."61 This, to

Hawthorne, was more important than painting a photographic

likeness. Hawthorne interrupts the scene between Miriam and

Donatello to discuss and illustrate the importance of drawing

upon inner feelings:

We know not whether the portrait were a flattered
likeness; probably not, regarding it merely as the
delineation of a lovely face; although Miriam, like
all self-painters, may have endowed herself with
certain graces which other eyes might not discern.
Artists are fond of painting their own portraits;
and, in Florence, there is a gallery of hundreds of
them, including the most illustrious; in all.of which
there are autobiographical characteristics, so to
speak; traits, expressions, loftinesses, and amenities,
which would have been invisible, had they not been
painted from within. Yet their reality and truth is
none the less.62

Hawthorne emphasized that it is the application of the

artist's inner self, the expression of his soul, that

60 American Renaissance, p. 232

61 Centenary Edition, IV, 49.

62 Ibid., p. 49.
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distinguishes one artist's work from that of another. With

mechanical ability only, one skilled artist's work would

resemble that of any other. In his frequent examinations of

the creative process, Hawthorne found that the artist must

lose himself in his work, as did Drowne, Oberon, Kenyon, and

Miriam, in order to go beyond his normal ability.

Satisfactory as it may be to the artist to finish his

work, though, Hawthorne did not consider it completed until

the artist himself had evaluated it. When all physical and

mental conditions have been favorable to creativity and the

artist has created a work of inspiration, the completed work

is superior to work he may have done with mechanical skill

only; but, to Hawthorne, it remained inferior to the ideal.63

Oberon tells the narrator of "The Devil in Manuscript":

"I find no traces of the golden pen with which I
wrote in characters of fire. My treasure of fairy
coin is changed to worthless dross. My picture, painted
in what seemed the loveliest hues, presents nothing but
a faded and indistinguishable surface. I have been
eloquent and poetical and humorous in a dream,--ang
behold! It is all nonsense, now that I am awake." 4

The sculptor, Kenyon, in The Marble Faun, expressed

similar feelings. After he finished the statue of Cleopatra,

he commented,

"That inevitable period has come,--for I have
found it inevitable, in regard to all my works,--
when I look at what I fancied to be a statue, lacking

63 Works, III, 579.

64 Ibid.
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only breath to make it live, and find it a mere
lump of senseless stone, into which I have not really
succeeded in moulding the spiritual part of my idea.
I should like now,--only it would be such shameful
treatment for a discrowned queen, and my own offspring
too, I should like to hit poor Cleopatra a bitter blow
on her Egyptian nose with this mallet."65

Again, in The Marble Faun, Hawthorne compared the writing

of a scene to the idea the artist has before he begins his

work. There is a conversation between Miriam and Donatello

in which Hawthorne tells his readers that he must only guess

at what the two people said to one another:

In weaving these mystic utterances into a continuous
scene, we undertake a task resembling in its perplexity
that of gathering up and piecing together the fragments
of a letter which had been torn and scattered to the
winds. Many words of deep significance, many entire
sentences, and these possibly the most important ones,
have flown too far on the winged breeze to be recovered.
If we insert our own conjectural comments, we perhaps
have a purport utterly at variance with the true one.
Yet unless we attempt something in this way, there must
remain an unsightly gap, and a lack of continuousness
and dependence in our narrative; so that it would arrive
at certain inevitable catastrophies without due warning
of their imminence.66

Even though there is a difference between what the artist

has in mind before he begins and what the finished creation

resembles, the artist still must bring his work into reality;

because if he does not, even that small part of the original

thought would be lost.

Thus, in passages throughout Hawthorne's work, but

especially in the tales and sketches concerning the various

65Centenary Edition, IV, 378.

66 Ibid., p. 92.
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forms of art, Hawthorne's interpretations of how the creative

process works are found. Perhaps :it was Hawthorne's tendency

to look inward and then record what is common among men that

also compelled him to explain different aspects of the

creative process. At any rate, by studying the various state-

ments made by him about his experiences with the creative

process, a clearer idea may be formed not only about how

Hawthorne himself worked but also about how the creative

process functions.



CHAPTER IV

HAWTHORNE ON THE NATURE OF ART AND ARTISTS

Hawthorne seems to have formulated many of his artistic

theories in the twelve years after college when he was teaching

himself to write. His theories appear in many of the tales

written during this period of his life and remain unchanged,

although perhaps more fully explained, in his later work.

With the exception of Twice-Told Tales, originally published

in 1837, he included prefaces or introductions to all of his

works. In these prefaces he shared with his readers some of

the problems he encountered in the writing of the work along

with some of his theories of writing. Fourteen years after

the publication of Twice-Told Tales he wrote a preface for a

new edition of the book in which he explained to his readers

that he had written the tales to ". . . open an intercourse

with the world." 1 The failure of the tales to win "an exten-

sive popularity" 2 was compensated for by the fact that the

few who read and liked them and conceived ". . . a sort of

kindness for the book which a person naturally feels for a

discovery of his own." 3

1 Works, I, 17.

2 Ibid.

3 Ibid., p. 18.

67
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This design, to find and explain what is common to the

feelings of the individual, may be found throughout Hawthorne's

work and perhaps accounts, to a large extent, for the acknowl-

edgement his work has always received. The artist, he believed,

must always use integrity in utilizing his creative power, and

he must interpret responsibly. In making a responsible inter-

pretation, Hawthorne believed that the artist must work

according to his own ideal and make his own criticism of the

work.

To interpret the verities that he found meaningful,

Hawthorne used existing literary forms, such as tales and

sketches, and gave them emphasis by the use of symbolical,

allegorical, or Gothic methods. Millicent Bell believes that

he made use of Gothic style in his tales concerning art

". . as a device . . . useful not only as a sensational

effect but because it might suggest the 'living' qualities of

art and its power for good or evil." 4 Much more has been

said about Hawthorne's use of allegory, however. While many

who study his work consider him to be an allegorist, some

take an opposing view. Robert Kimbrough is one who bases his

admiration for Hawthorne's work on the claim that Hawthorne

did not write allegory.5 He affirms his stand with Hawthorne's

4 Hawthorne's View of the Artist, p. 122.

Robert Kimbrough, "'The Actual and the Imaginary':
Hawthorne's Concept of Art in Theory and Practice," Wisconsin
Academy of Sciences, Arts and Letters, 50 (1961), 293.
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definition of his own work by stating, "His particular under-

standing of the nature of man led him to a parallel, but

elevated view of the artist as one who lives and works among

the Actual and Imaginary for the purpose of giving the ordi-

nary man a greater appreciation of life." 6 This mingling

of the Actual with the Imaginary is the basis of the form

Hawthorne called Romance.7

Some form of the Actual may be seen in all of his work,

the most prominent aspect of which is his use of the past.

In the prefaces to his romances he reveals that the past and

his own experiences were the most important influences on

his writing.

The setting for The Scarlet Letter was seventeenth-

century Salem, and, as Hawthorne explained in "The Custom

House" introduction to that book, his awareness of one

ancestor's persecution of the Quakers and another's severity

6 Kimbrough, p. 277.

Centenary Edition, II, 1. Hawthorne makes a distinction
between the novel and the romance. The novel, he writes, aims
at ". . . a very minute fidelity, not merely to the possible,
but to the probable and ordinary course of man's experience."
His definition of a Romance is more detailed: ". . . while,
as a work of art, it must rigidly subject itself to laws,
and while it sins unpardonably so far as it may swerve aside
from the truth of the human heart--has fairly a right to
present that truth under circumstances, to a great extent, of
the writer's own choosing or creation. If he think fit, also,
he may so manage his atmospherical medium as to bring out or
mellow the lights and deepen and enrich the shadows of the
picture. He will be wise, no doubt, to make a very moderate
use of the privileges here stated, and especially, to mingle
the Marvellous rather as a slight, delicate, and evanescent
flavor, than as any portion of the actual substance of the
dish offered to the public. He can hardly be said, however,
to commit a literary crime even if he disregard this caution."
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toward a woman accused of witchcraft had some influence in

his writing the book.8 He mingled an awareness of the past

with his own experiences at the Custom House. As narrator,

he claimed to have found further inspiration for writing the

story by discovering a scarlet A in an old trunk. In his

imagination he placed it on his breast, and experienced

". . . a sensation not altogether physical, yet almost so,

as of burning heat. . . ."9 Again as narrator, he claimed

to use the scarlet letter and the short explanation written

by the fictional surveyor, Jonathan Pue, to write his own

interpretation of the discovery. In the introduction he

justifies his method of handling the material:

I must not be understood as affirming, that, in the
dressing up of the tale, and imagining the motives
and modes of passion that influenced the characters
who figure in it, I have invariably confined myself
within the limits of the old Surveyor's half a dozen
sheets of foolscap. On the contrary, I have allowed
myself, as to such points, nearly or altogether as
much license as if the facts had been entirely of my
own invention. What I contend for is the authenticity
of the outline.10

The past continued to haunt Hawthorne when he wrote The

House of the Seven Gables. In the preface to the book he

tells that the curse incurred by his ancestors was the inspiration

8 Centenary Edition, I, 9. The impact of the past on
Hawthorne's writing may be seen in the statement he made here:
"The figure of that first ancestor, invested by family tra-
dition with a dim and dusky grandeur, was present to my boyish
imagination, as far back as I can remember. It still haunts
me, and induces a sort of home-feeling with the past, which I
scarcely claim in reference to the present phase of the town."

9Ibid., p. 32.

10 Ibid., p. 33.
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for the moral ". . . that the wrong-doing of one generation

lives into the successive ones, and, divesting itself of every

temporary advantage, becomes a pure and uncontrollable mis-

chief." 11 Hawthorne fictionalized this belief by relating

the disintegration of the Pyncheon family. An early Pyncheon

ancestor had unjustly taken the property of Matthew Maule and

built his home there. Maule pronounced a curse on the Pyncheon

family that touched every generation of the Pyncheons for two

hundred years.

In addition to the past, Hawthorne used his own experiences

as a form of the Actual in creating fiction. In the preface to

The Blithedale Romance, he tells that he used Brook Farm as a

setting for his novel. His purpose was to ". . . establish a

theater, a little removed from the highway of ordinary travel,

where the creatures of his brain may play their phantasmagorical

antics, without exposing them to too close a comparison with

the actual events of real lives." 12 He had kept a journal of

his observations and experiences while he was living in the

Brook Farm community and used many of the entries in The

Blithedale Romance. The most significant difference between

the brief accounts shown in his notes and the fuller development

Centenary Edition, II, 2. In recalling some of the
activities of his ancestors in "The Custom House" introduction
to The Scarlet Letter, he wrote: ". . . I, the present writer,
as their representative, hereby take shame upon myself for
their sakes, and pray that any curse incurred by them--as I
have heard, and as the dreary and unprosperous condition of
the race, for many a long year back, would argue to exist--
may be now and henceforth removed."

12 Ibid., III, 1.
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shown in the romance may be found in the characterizations of

the people. In writing his book, he fictionalized all of the

people at Brook Farm with perhaps the exception of Silas

Foster, who resembled, to some degree, the farmer at Brook

Farm.

In writing The Marble Faun, Hawthorne used numerous

observations he recorded in his journals while he was in

Italy. These served as a background for the action of his

story. His characterization of Donatello is a particularly

good example of Hawthorne's use of the Imaginary in creating

his fiction. The inspiration for Donatello came to him as he

viewed marble statuary in the museums of Rome. In the con-

cluding chapter of the book, he discussed the authorship

and justified his use of the Imaginary:

He designed the story and the characters to bear,
of course, a certain relation to human nature and
human life, but still to be so artfully and airily
removed from our mundane sphere, that some laws and
proprieties of their own should be implicitly and
insensibly acknowledged.

The idea of the modern Faun, for example, loses
all the poetry and beauty which the Author fancied
in it, and becomes nothing better than a grotesque
absurdity, if we bring it into the actual light of
day. He had hoped to mystify this anomalous creature
between the Real and the Fantastic, in such a manner
that the reader's sympathies might be excited to a
certain pleasurable degree, without impelling him
to ask how Cuvier would have classified poor Donatello,
or to insist upon being told, in so many words, whether
he had furry ears or no. As respects all who ask such
questions, the book is, t that extent, a failure.13

13 Centenary Edition, IV, 463-464.
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The theories that appear in Hawthorne's tales and romances

are explicit enough; but, in his prefaces, he goes further by

sharing with his audience his own reasons for interpreting as

he did.

As far as the works of fiction themselves are concerned,

some of Hawthorne's earliest statements about the artist as

interpreter may be found in "Edward Randolph's Portrait" and

in "The Prophetic Pictures," both of which are Gothic in

style and appear in Twice-Told Tales. "Edward Randolph's

Portrait," written in 1835, was the second story told in

"Legends of the Province House." In this tale Hawthorne

illustrated dramatically the effect that art has on the

beholder. Edward Randolph had been a very early American

patriot who felt that America should be independent of British

rule. The portrait that had been painted of him became

darkened and obscured with the passage of time, but when his

features were temporarily revealed by the artist, Alice Vane,

the very expression on his face was enough to influence the

governor from leading the state toward British dominance.14

In this earliest comment on the artist may be found Hawthore's

belief that since art has influence on those who view it, the

artist must give his work an interpretation that is responsible.

"The Prophetic Pictures," written the following year, is

concerned with the influence of art on the beholder, but the

14 Works, I, 291-306.
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focus is upon the artist as one who possesses a special insight

In his paintings, the artist recorded expressions of his sub-

jects that foretold the course their marriage would take.

Just before Walter Ludlow attempted to kill his wife,

The painter seemed to hear the step of Destiny
approaching behind him, on its progress towards its
victims. A strange thought darted into his mind. Was
not his own the form in which that destiny had embodied
itself, and he a chief agent of the coming evil which
he had foreshadowed?l5

In her analysis of "The Prophetic Pictures," Millicent

Bell finds that ". . . the artist's power is a potential

curse." 16 She looks beyond ". . . the truth-telling, pro-

phetic faculty of the painter in the tale which gave such

sinister significance to the portraits he painted of Walter

and Elinor Ludlow." 17 Bell concludes that the artist of

"The Prophetic Pictures" is a man

of great perceptive gifts, but of cold emotions.
His relation to life is the relation of the portraits
to the sitters--the relation of impersonal study
to its object. And such a relation damages because
it excludes affection. So art itself, the portraits
themselves, are instruments of harm--they can reveal
the future, they can warn, but they cannot assist.18

"The Prophetic Pictures" sets forth other statements of

Hawthorne concerning the artist using his insight to interpret.

For example, early in the tale Walter Ludlow described the

15 Ibid., p. 206.

16 Hawthorne's View of the Artist, p. 81

17 Ibid.

18 Ibid.
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artist who was to paint the portraits of himself and Elinor

as ". . . adapting himself to every variety of character,

insomuch that all men . . . shall find a mirror of themselves

in this wonderful painter."1 9 Further along in the conver-

sation, he tells Elinor:

"They say that he paints not merely a man's features,
but his mind and heart. He catches the secret
sentiments and passions, and throws them upon the
canvas, like sunshine--or perhaps, in the portraits
of dark-souled men, like a gleam of infernal fire." 20

When the paintings were finished, Elinor was frightened

by the facial expression the artist had depicted. The artist

sadly explained to her that he had painted what he saw.

"The artist--the true artist--must look beneath the
exterior. It is his gift--his proudest, but often
a melancholy one--to see the inmost soul, and by a
power indefinable even to himself, to make it glow
or darken upon the canvas, in glances that express
the thought and sentiment of years.21

It was only after the artist had gone away and communed

with nature that he lost his cold intellectual approach to

observing art. He then realized that man cannot reproduce

on canvas God's creation but that the purpose of art is to

reflect that creation and to reflect it with responsibility.

He thereupon returned to the Ludlows in an effort to rectify

any effect his painting may have had on their lives. Along

the way he articulated his new approach to art:

19 Works, I, 192.

20 Ibid., p. 193.

21 Ibid., p. 202.
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"0 glorious Art!" thus mused the enthusiastic
painter as he trod the street, "thou art the image
of the Creator's own. The innumerable forms, that
wander in nothingness, start into being at thy beck.
The dead live again. Thou recallest them to their
old scenes, and givest their gray shadows the lustre
of a better life, at once earthly and immortal.22

Hawthorne's use of the Gothic in writing this tale empha-

sizes his belief that art has the capacity to influence. As

Millicent Bell notes in her analysis of "The Prophetic Pictures,"

". . .Hawthorne was interested in the theme of the power of

art and was not merely employing the magic-portrait device as

a bit of Gothic machinery." 23

It was early in his career, then, that Hawthorne recog-

nized the influence of art and the obligation of the artist

to give his work moral expression. This conviction would

appear later in all his works relating to art.

After Hawthorne's marriage in 1842 to Sophia Peabody, he

lived at Concord in the Old Manse. Here he met Emerson,

Thoreau, and other leading American Transcendentalists. Al-

though Sophia was a Transcendentalist also, Hawthorne's think-

ing had matured and he was not strongly influenced by the new

way of viewing man's relationship with God. His religious

beliefs remained mostly unchanged, and he wrote "The Celestial

Railroad" describing Transcendentalism as being obscure.

Hawthorne's interest in interpreting art was particularly

22 Ibid., p. 207.

23 Hawthorne's View of the Artist, p. 83.
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strong during this three-year period. His awareness of the

influence of literature may be seen in the statement he made

in "The Celestial Railroad" that ". . . literature is ethe-

realized by assuming for its medium the human voice; and

knowledge, depositing all its heavier particles, except,

doubtless, its gold, becomes exhaled into a sound, which forth-

with steals into the ever-open ear of the community." 24

"The Celestial Railroad" was written in 1843. During the

following year Hawthorne wrote two of his best known tales

about artists. Through Owen Warland in "The Artist of the

Beautiful," and Drowne, in "Drowne's Wooden Image," Hawthorne

defined the artist as one who is inspired by love and who

creates by pursuing an ideal. Owen Warland's struggle to

create was dramatic because he was opposed by influences that

were hostile to creativity.

He knew that the world, and Annie as the representative
of the world, whatever praise might be bestowed, could
never say the fitting word, nor feel the fitting senti-
ment, which would be the perfect recompense of an
artist who, symbolizing a lofty moral by a material
trifle--converting what was earthly to spiritual gold--
had won the Beautiful into his handiwork.25

After several of his attempts were destroyed, Owen War-

land eventually created his work by holding to his ideal.

Drowne worked in an atmosphere that was more conducive

to creativity that did Owen Warland, and his image, much like

24 Works, II, 226.

25 Ibid., p. 532.
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Warland's butterfly, was his only creative masterpiece. The

tale implies that drowne achieved his unique work of art

through love of the model that he used. Near the end of the

tale, a beautiful, exotic woman walked through the town. The

inhabitants observed, "This fair stranger must have been the

original of Drowne's wooden image." 26

In her study of his work, Millicent Bell found that there

is a duality in Hawthorne's view of the artist. She illus-

trates this by contrasting the theories found in "The Prophe-

tic Pictures" and "Drowne's Wooden Image":

In "The Prophetic Pictures," art is shown to be an
instrument of evil, the egotistical fruit of cold
curiosity. In "Drowne's Wooden Image," we are told
that the true work of genius is inspired by love
and reverence for its subject. Curiously, the de-
monic, "black magical" aspects of art are nearly
always represented by painting, while sculpture
tends to symbolize the living works of Romantic
genius that are divine in origin.27

Bell concludes the contrast of the two tales by stating,

In a word, Drowne is not a Faust. He has not
exchanged love for art; for him, indeed, art is
the result of love, a development of Heart rather
than of Head. To Hawthorne's honeymoon in the
Old Manse we can attribute, probably, this deli-
cate and tender little piece in which the claims
of life and art are not antithetical, but identical.28

Another of Hawthorne's theories concerning the artist

appears in "Drowne's Wooden Image." Appearing throughout his

26 Ibid., p. 354.

27 Hawthorne's View of the Artist, p. 84.

28 Ibid., p. 127.
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work is the belief that the inspired artist would create his

work from his own ideal rather than by rules that could inhibit

his creativity. Drowne chose to paint his creation with vivid

colors rather than follow the advice of the artist who admired

his work.29 The flowers on her hat had a "natural truth," and

all the jewelry Drowne put on the figure would have shocked

". . . none but a judgment spoiled by artistic rules30 but

the arrangement was made by Drowne with taste and looked nat-

ural to the figure.

Hawthorne later stated in the introduction to Twice-Told

Tales that the artist's opinion of his own work is what mat-

ters.31 In a similar way, Kenyon, in The Marble Faun, suc-

ceeded in interpreting a truth that transcended mere beauty.

He fashioned a marble duplicate of Hilda's hand with such

loving care "that the palm really seemed to have a tenderness

in its very substance." 32 To Miriam, he explained:

The hand is a reminiscence. After gazing at it
so often--and even holding it once, for an instant,
when Hilda was not thinking of me--I should be a
bungler indeed, if I couldjot now reproduce it to
something like the life."

Later, Kenyon refused to finish the bust of Donatello

because, in Hilda's words, "A few more strokes of the chisel

might change the whole expression, and so spoil it for what

it is worth."

29 Works, II, 354. 30 Ibid.
31 Works, I, 15. 32 Centenary Edition, IV, 120.

33 Ibid., p. 121. 34 Ibid., p. 381.
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To interpret what is common to all men, the artist must

reach beyond earthly superficialities and try to grasp a

spiritual truth. Hilda, the painter of The Marble Faun, had

early painted ". . . scenes delicately imagined, lacking,

perhaps, the reality which comes only from a close acquaintance

with life, but so softly touched with feeling and fancy that

you seemed to be looking at humanity with angel's eyes."35

But, as she studied work which was on display in the galleries

in Rome, she lost the ability to make an original interpre-

tation in her work. Instead, she began to interpret the work

of other artists: "All that she would henceforth attempt--

and that most reverently, not to say religiously--was to

catch and reflect some of the glory which had been shed upon

canvas from the immortal pencils of old." 36 She had become

a copyist and reproduced details that she found of interest

in great works. Hawthorne finds no fault with this. Hilda

seemed to have found that her skill as an artist should be

used to bring forth work of the masters that might otherwise

have gone unnoticed.

Since the beauty and glory of a great picture are
confined within itself, she won out that glory by
patient faith and self-devotion, and multiplied it
for mankind. From the dark, chill corner of a gal-
lery--from some curtained chapel in a church, where

35Ibid. p. 55.

36 Ibid., p. 57.

Ibid., pp. 57-58.
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the light came seldom and aslant--from the prince's
carefully guarded cabinet, where not one eye in
thousands was permitted to behold it--she brought
the wondrous picture into daylight, and gave all its
magic splendour for the enjoyment of the world.
Hilda's faculty of genuine admiration is one of the
rarest to be found in human nature; and let us try
to recompense her in kind by adducing her generous
self-surrender, and her brave, humble magnanimity
in choosing to be the handmaid of those old magi-
cians, instead of a minor enchantress within a circle
of her own.38

Hilda had chosen the details she wished to copy with

sincerity and, to Hawthorne, this compensated for the lack

of original composition.

Finding a proper setting for his novels was a problem to

Hawthorne until he wrote The Marble Faun. In his preface to

The Blithedale Romance, written eight years earlier, he ex-

plained that he had used the Brook Farm Community

. . . to establish a theatre, . . . In the old
countries, with which fiction has long been con-
versant,a certain conventional privilege seems
to be awarded to the romancer; his work is not
put exactly side by side with nature; and he is
allowed a license with regard to every-day prob-
ability, in view of the improved effects which he is
bound to produce thereby. Among ourselves, on the
contrary, there is as yet no such Faery Land, so
like the real world, that, in a suitable remoteness,
one cannot well tell the difference, but with an
atmosphere of strange enchantment, beheld through
which the inhabitants have a propriety of their own.
This atmosphere is what the American romancer needs.
In its absence, the beings of imagination are com-
pelled to show themselves in the same category as
actually living mortals.39

38 Ibid., p. 60.

Ibid., III, 1-2.
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In Rome Hawthorne found the Faery Land that was missing

in his native country. In his essay "The Marble Faun: Haw-

thorne's Faery Land," Gary J. Scrimgeour defends Hawthorne's

abundant use of art objects and Italian background in the

book.

There is little doubt that he deliberately selected
Italy's most widely publicized monuments, sculptures,
and paintings:for inclusion, and we can understand
his reasoning if we see the problem he faced in the
American romances. There, to create his romantic
atmosphere, he had to take objects that were stolidly
actual and invest them with connotations which, in
most cases, they did not already have. In The Marble
Faun, on the other hand, in choosing the mostfamous,
the-most conventional, the most frequently discussed
objects, he was choosing things that were already
both actual and romantic, that, because of their
traditional connotations, existed in both the real
world and Faery Land. Thus Italy resolved his recurs
ring dilemma between novel and romance by enabling
him simply to copy observations recorded in his
journals. To make the same point another way,
Hawthorne's choice of art objects is banal from the
viewpoint of art but exceptionally fit for communi-
cation with the reader.4 0

The Marble Faun, written late in Hawthorne's career, sums

up many of the theories he held about the artist. In his

chapter entitled "An Aesthetic Company," he describes Rome as

a center for artistic pursuit:

If anywise interested in art, a man must be difficult
to please, who cannot find fit companionship among a
crowd of persons, whose ideas and pursuits all tend
towards the general purpose of enlarging the world's
stock of beautiful productions.41

40 Gary J. Scrimgeour, American Literature, 36 (November,
1964), 272-273.

41 Centenary Edition, IV, 131.

4z Ibid., p. 133.
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An artist in "An Aesthetic Company" is shown as one whose

particular interests center around interpreting beauty for the

enjoyment of others. He is gifted with special feelings that

enable him ". . . to reproduce [nature] in landscapes that

seem the reality of a better earth, and yet are but the truth

of the very scenes around us, observed by the painter's in-

sight and interpreted for us by his skill." 42

One of the members of the Aesthetic Company was a

sculptor who was ". . . endowed with a beautiful fancy" 43

but he misused his ability by applying color to his nude

figures.

Gifted with a more delicate power than any other
man alive, he had foregone to be a Christian reality,
and perverted himself into a pagan idealist, whose
business or efficacy, in our present world, it would
be exceedingly difficult to define. And, loving and
reverencing the pure material in which he wrought,
as surely this admirable sculptor did, he had never-
theless robbed the marble of its chastity by giving
it an artificial warmth of hue. Thus, it became a
sin and shame to look at his nude goddesses. They
had revealed themselves to his imagination, no
doubt, with all their deity about them; but, bedaubed
with buffcolour, they stood forth to the eyes of the
profane in the guise of naked women.44

When he was in Italy, Hawthorne met a sculptor named

Hiram Powers whom he liked very much. Powers was didactic

in his opinions on all things concerning art and was highly

critical of many of the pieces of statuary that Hawthorne

42 Ibid., p. 133.

Ibid., p. 134.

Ibid., pp. 134-135.
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admired; but they did agree, however, on the question of

staining marble. Hawthorne recorded in his journal that

". . . everything in intellect or feeling can be expressed

as perfectly, or more so, by the sculptor in colorless marble,

as by the painter with all the resources of his palette.?? 45

Hawthorne's appreciation for beauty may be seen throughout

his Italian journals. He made numerous trips to the museums

to view paintings and sculpture and then recorded his impres-

sions. He particularly admired the statue of Venus di Medici

and returned to study it several times. In his journal he

recorded that ". . . the Venus is one of the things the charm

of which does not diminish on better acquaintance." 46 He

further added, "She is a miracle. The sculptor must have

wrought religiously, and have felt that something far beyond

his own skill was working through his hands." 4 All of his

friend Powers' arguments against what he called the imper-

fections of the statue did not diminish Hawthorne's awe for

the work. Inspired by the Venus, Hawthorne viewed paintings

in the gallery that day and added to the entry: "It seems to

me that a work of art is entitled to credit for all that it

makes us feel in our best moments; and we must judge of its

merits by the impression it then makes, and not by the cold-

ness and insensibility of our less genial moods." 48

45 Works, X, 285. 46 Ibid., p. 302.

47 Ibid., pp.302-303. 48 Ibid., p. 303.



85

Hawthorne's appreciation for beauty did not include

nudity in art, as may be seen both in his journals and in

The Marble Faun. He marveled that the statue of Pauline, the

sister of Bonaparte, maintained ". . . artificial elegance in

spite of simplicity she could find in almost utter nakedness.

The statue does not afford pleasure in the contemplation." 49

Hawthorne believed that an artist must portray his subject

truthfully and that the truth would portray the subject as

he is seen in real life. Using George Washington as an

example, he asked: "Did anybody every see Washington nude?"

His answer to this was: "His costume, at all events, was a

part of his character, and must be dealt with by whatever

sculptor undertakes to represent him." 50 He described the

statue of Giuliano di Medici, sculptured by Michel Angelo as

a figure of simplicity and dignity. He felt that ". . . no

such grandeur and majesty has elsewhere been put into human

shape." 51 He had viewed so much art portraying nudity,

always offensive to him, that he was especially pleased to

study this statue. He recorded in his journal:

How wonderful! To take a block of marble, and con-
vert it wholly into thought, and to do it through
all the obstructions and impediments of drapery;
for there is nothing nude in this statue but the face
and hands. The vest is the costume of Michel Angelo's

Ibid., p. 168.

50 Ibid., p. 274.

51 Ibid., p. 324.
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century. This is what I always thought a sculptor
of true genius should be able to do,--to show the
man, of whatever epoch, nobly and heroically,
through the costume which he might actually have
worn. 52

After seeing an Eve in one sculptor's studio ". . . comely

in some points, but with a frightful volume of thighs and

calves," 53 he wrote in his journal: "Man is no longer a

naked animal; his clothes are as natural to him as his skin,

and sculptors have no more right to undress him than to flay

him." 54 Throughout The Marble Faun similarity between Haw-

thorne and Kenyon may be seen, but it was through Miriam

that he expressed his objections to nudity in art:

"Now-a-days, people are as good as born in their
clothes, and there is practically not a nude human
being in existence. An artist, therefore,--as you
must candidly confess,--cannot sculpture nudity
with a pure heart, if only because he is compelled
to steal guilty glimpses at hired models. The marble
inevitably loses its chastity under such circumstances.
An old Greek sculptor, no doubt found his models in
the open sunshine, and among pure and princely maidens,
and thus the nude statues of antiquity are as modest
as violets, and sufficiently draped in their own
beauty. But as for Mr. Gibson's coloured Venuses,
(stained, I believe, with tobacco-juice,) and all
other nudities of to-day, I really do not understand
what they have to say to this generation, and would
be glad to see as many heaps of quick-lime in their
stead!" 5
The artist's special insight, Hawthorne believed, obligated

him to reveal to the observer aspects of his subject that might

otherwise be hidden. As Kenyon contemplated the bust of

52 Ibid. 53 Ibid., p. 171.

54 Ibid. 55 Centenary Edition, IV, 123-124.
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Donatello, he brooded ". . . much and often upon his host's

personal characteristics. These it was his difficult office

to bring out from their depths, and interpret them to all

men, showing them what they could not discern for themselves,

yet must be compelled to recognize at a glance, on the sur-

face of a block of marble." 56 Hawthorne had earlier expressed

this view in "The Prophetic Pictures" by describing the artist

as painting not merely a man's features, but his mind and

heart.57 But this he found true of any artistic endeavor.

He expressed the same requirement for a writer in "P's Cor-

respondence" when he wrote that an author's ability to write

had improved when he had ". . . learned to dip his pen oftener

into his heart." 58

Hilda's awareness of sin brought about a change in her

attitude towards the work of the masters. Because of her own

innocence, she ". . . purified the objects of her regard by

the mere act of turning such spotless eyes upon them." 59
Visual beauty became less important to her, and she began to

look more for truth in the works she studied.

She began to suspect that some, at least, of her
venerated painters, had left an inevitable hollowness
in their works, because, in the most renowned of them,
they essayed to express to the world what they had
not in their own souls. They deified their light

56 Ibid., p. 270.

Works, I, 193.

58 Works, II, 420.

Centenary Edition, Iv, 338.
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and wandering affections, and were continually
playing off the tremendous jest, alluded to above,
of offering the features of some venal beauty to be
enshrined in the holiest places. A deficiency of
earnestness and absolute truth is generally dis-
coverable in Italian pictures, after the art had
become consummate. When you demand what is deepest,
these painters have not wherewithal to respond. They
substituted a keen intellectual perception, and a
marvellous knack of external arrangement, instead of
the live sympathy and sentiment which should have
been their inspiration. And hence it happens, that
shallow and worldly men are among the best critics
of their own works; a taste for pictorial art is
often no more than a polish upon the hard enamel of
an artificial character. Hilda had lavished her whole
heart upon it, and found (just as if she had lavished
it upon a human idol) that the greater part was
thrown away.6 0

To portray what is merely beautiful is not enough, accord-

ing to Hawthorne; the artist must have a deeper understanding

of his subject and use it to portray the beauty that is vis-

ible to some context of truth. One painter in particular

fulfilled these requirements. "Fra Angelico . . . must have

breathed a humble aspiration between every two touches of his

brush, in order to have made the finished picture, such a

visible prayer as we behold it, in the guise of a prim angel,

or a saint without the human nature. Through all these dusky

centuries, his works may still help a struggling heart to

6b1
pray.,,6

Hawthorne used one particular painting of Sodoma's to

mirror Hilda's feelings during her transition from purity to

awareness of sin. The painting of Christ bound to a pillar

produced a striking effect of loneliness.

60 Ibid.,. 338--339., 61 Ibid., p. 339.
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This hallowed work of genius shows what pictorial
art, devoutly exercised, might effect in behalf of
religious truth; involving, as it does, deeper mys-
teries of Revelation, and bringing them closer to
man's heart, and making him tenderer to be impressed
by them, than the most eloquent words of preacher or
prophet.6 2

Hilda gained understanding of human nature and of art

from having witnessed the murder. Introspection and further

study of the works of the masters enabled her to interpret

Kenyon's bust of Donatello. When the sculptor questioned

her comments on the expression he had depicted, she answered:

"I hardly know how to define it. . . . But it has
an effect as if I could see this countenance gradually
brightening while I look at it. It gives the impres-
sion of a growing intellectual power and moral sense.
Donatello's face used to evince little more than a
genial, pleasurable sort of vivacity, and capability
of enjoyment. But, here, a soul is being breathed
into him; it is the Faun, but advancing towards a
state of higher development."63

A spectator of rare perception, Hawthorne comments, sub-

sequently might see the same mysterious quality:

What perplexes him is the riddle that he sees pro-
pounded there; the riddle of the Soul's growth, taking
its first impulse amid remorse and pain, and struggling
through the incrustations of the senses. It was the
contemplation of this imperfect portrait of Donatello
that originally interested us in his history, and
impelled us to elicit from Kenyon what he knew of
his friend's adventures.64

62 Ibid., p. 340.

63 Ibid., p. 380.

64 Ibid.
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Terence Martin maintains that Hawthorne failed in his

efforts to create a neutral ground in The Marble Faun. 6 5

He acknowledges, however, that Hawthorne succeeded in depict-

ing the fortunate fall as the theme of the book:

The Marble Faun marks Hawthorne's final attempt
to win through to a redemptive vision. Life, death,
resurrection; the archetypal trip through hell to
earn one's reward; man's fall from innocence into
the wonder of the human condition--literature has
perennially celebrated such a pattern. Hawthorne
endured all the aspects of Rome that he detested,
all the unhomelikeness of Italy, to come to terms
with this theme.66

Hawthorne saw that the main function of the artist is to

interpret what he has found to be a universal truth and to

give it visible form whether it be in sculpture, in painting,

or in writing. To Hawthorne, the artist is the intermediary

between the two worlds of reality and spirituality. The artist

must take a spiritual truth and create an earthly symbol of

that truth. The viewer, on beholding that symbol, should

thereupon become aware of that spiritual truth. The artist,

Hawthorne believed, must create his symbol of what is truth,

not from rules set forth by other artists, but from rules of

his own that seem right at the time he is working.

65 Terence Martin, p. 163: "When he tried by invoking
the ponderous reality of the past to create a fairy precinct
or neutral ground in the present, he could not transmute or
wish away shabby streets, dreary houses, beggars, smells, the
aroma of corruption."

66 Ibid., p. 176.
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CONCLUSION

Hawthorne is one among the few American writers who have

dwelt on the subject of the creative process throughout his

works. Through introspection and then skillfully enumerating

the necessary elements of artistry, Hawthorne educated his

audience in the progression of creating a piece of work. He

examined sculpturing and painting in addition to writing and

found that the same principles applied to all of them.

Needed by an artist of any medium, Hawthorne found, is a

love of the subject and an ideal on which to base the work.

Prior to beginning the work, the artist will have a period of

meditation and thought, during which he will determine the

final result. In his study of the creative process, Hawthorne

found that the artist who creates his work in an attitude of

ease, even of seeming carelessness, rather than trying to

force an effect, usually achieves a work that is recognized

as superior. By long study and practice, an artist could

develop the mechanical skill necessary to producing an ac-

ceptable piece of work; but the artist who works in harmony

with the forces within himself will produce a creative, unique

work that will stimulate the finer feelings of its audience.

91
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In his own work Hawthorne found it necessary to have solitude

and detachment, either in time or distance from his subject.

Hawthorne recognized that anxiety is a part of the creative

process and that an artist might, at times, lose faith with

himself. But he taught that an artist must isolate himself

from forces that negate his work and then pursue his own ideal

until he has given it substance, even though in Hawthorne's

own case, the necessary isolation from society brought with it

another painful anxiety since he felt strongly that man's place

is with other men. Hawthorne was frequently discouraged in

the response to his early work, as may be seen in the trials of

Oberon in "The Devil in Manuscript." In the Preface to The

Snow Image he asked, "But was there ever such a weary delay in

obtaining the slightest recognition from the public, as in my

case?"1 His first published work, Fanshawe, drew scanty atten-

tion before he recalled all the volumes from the publisher and

destroyed them. The book was read by one critic, however, who

prophesied, "The mind that produced this little, interesting

volume, is capable of making great and rich additions to our

native literature, and it will, or we shall be sadly mistaken."2

Only six volumes of Hawthorne's writings were published in the

eighteen years that followed. The prophecy waited more than

twenty years to be fulfilled; but with the publication of The

1 Works, III, 382.

2 William Leggett, from a review in the Critic, 22 November,
1828, I, 53-5. Reprinted in Hawthorne: The Critical Heritage,
p. 45.
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Scarlet Letter, Hawthorne was firmly established as one of the

great figures in American literature.

During his early years of writing Hawthorne disclosed

theories of art that he used throughout his career. His view

that the artist's function is to interpret universal truths

carries with it the responsibility of the artist to find the

best means by which to interpret that truth. Hawthorne

believed that an artist is endowed with the peculiar talents

of his profession and has an obligation to use those talents.

Owen Warland, in "The Artist of the Beautiful," continued to

labor after repeatedly being discouraged. He worked at his

task, though, until he had achieved the ideal butterfly. Central

to Hawthorne's views on the artist was the belief that the

artist has a destiny to fulfill. Hawthorne projects this idea

just before Owen Warland begins his final creation:

Yet, strong as he felt himself, he was incited to toil
the more diligently, by an anxiety lest death should
surprise him in the midst of his labors. This anxiety,
perhaps is common to all men who set their hearts upon
anything so high, in their own view of it, that life
becomes of importance only as conditional to its
accomplishment. So long as we love life for itself,
we seldom dread the losing it. When we desire life
for the attainment of an object, we recognize the frailty
of its texture. But, side by side with this sense of
insecurity, there is a vital faith in our invulnerability
to the shaft of death, while engaged in any task that
seems assigned by Providence as our proper thing to do,
and which the world would have cause to mourn for,
should we leave it unaccomplished.

3 Works, II, 525-526.
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In his own work Hawthorne relied upon the use of the past

and upon his own experiences. He used existing literary forms

in his work; but the lack of a long literary history in this

country forced upon him the necessity of managing his "atmos-

pherical medium"4 and mingling "the Marvellous . . . as a

slight, delicate, and evanescent flavor."5 He was therefore

forced to adapt his work to time and circumstances.

From his experiences in writing, Hawthorne developed a

philosophy that art is created by the artist looking inward

and then reflecting in his work universal truths that are

found in the depths of the conscience. By discussing in his

work the process of creating a work, Hawthorne shed much light

on this complex subject. But there is still something elusive

about the creative process that defies description, though

perhaps it is safe to call it the power of the creative

imagination. It is that elusive quality that sets the inspired

artist, the man of genius, apart from the one who produces a

work that is done mechanically. Hawthorne came closest to

recognizing this when he wrote about the artist as the medium

through whom the work is created. Oberon, Drowne, and Kenyon

did their finest work when they were not conscious of their

labors. This elusive element was the ingredient that was

Centenary Edition, II, 1.

5 Ibid.
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missing when Hawthorne was working at the Custom House and

struggling with the idea of writing The Scarlet Letter. There

was no absence of any of the skills he had otherwise described

as being necessary to creating fiction: by that time he had

been writing for over twenty years and had written most of

his tales and sketches. But when this elusive element finally

worked through him, he created a masterpiece that many critics

consider his finest achievement. This elusive quality is

reflected in Hawthorne's work and was described several years

after his death by Anthony Trollope:

.. Hawthorne, when you have studied him, will be very
precious to you. He will have plunged you into a
melancholy, he will have overshadowed you with black
forebodings, he will almost have crushed you with
imaginary sorrows; but he will have enabled you to
feel yourself an inch taller during the process. Some-
thing of the sublimity of the transcendent, something
of the mystery of the unfathomable, something of the
brightness of the celestial, will have attached itself
to you, and you will all but think that you too might
be sublime, and revel in mingled light and mystery.

Hawthorne was one of the first in America to articulate

artistic theory as it pertains to creativity. His ideas are

universal, being reflected in later American writers such as

Henry James who commented on the treatment of art and the

problems of the artist, and William Faulkner, who shared

Hawthorne's insistence that literature must not ignore

unchangeable truths of the human heart. Faulkner seems to

6 "The Genius of Nathaniel Hawthorne," North American
Review (Sept., 1879) cclxxiv, pp. 203-22. Reprinted in
Hawthorne: The Critical Heritage, p.515.
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echo Hawthorne's prefatory statement in The House of the Seven

Gables that a Romance sins unpardonably if it swerves aside

from the truth of the human heart7 when he said in his Nobel

Prize acceptance speech that the writer should leave ". .

no room in his workshop for anything but the old verities

and truths of the heart, the old universal truths lacking

which any story is ephemeral and doomed--love and honor and

pity and pride and compassion and sacrifice." 8

Among others who have noted the similarities in the

novels of Hawthorne and James, R. W. B. Lewis finds influences

of Hawthorne's four major works in The Bostonians, James'

single novel that is set entirely in America and populated

exclusively by American characters. He finds that these works

bring into view an American theme which is a touchstone for

human behavior and social organization to which human relation-

ships have been identified to appeal.9 A few years after

Hawthorne's death, the durability of his work was predicted

by Henry James:

His work will remain; it is too original and exquisite
to pass away; among the men of imagination he will

SCentenaryEdition, II, 1.

8 "Man Will Prevail," Great Essays by Nobel Prize Winners,
eds. Leo Hamalian and Edmond L. Volpe(New York, 1960), p. 85.

9"The Tactics of Sanctity: Hawthorne and James," Hawthorne
Centenary Essays, edited by Roy Harvey Pearce (Ohio State Uni-
versity Press, 1964), pp. 271-273.



97

always have his niche. No one has had just that vision
of life and no one has had a literary form that more
successfully expressed his vision.10

Many changes have taken place in literature since

Hawthorne's time, but the basic principles set forth in his

theories still hold true. More recently, Terence Martin is

among those who recognize the endurance of Hawthorne's work:

A revolution in novelistic technique has occurred
since Hawthorne's time, in the light of which his
longer work appears somewhat more ponderous than it
must have appeared before. But the economy and
brilliance of The Scarlet Letter and of the best of
his tales have come undisturbed through the revolution
to command the respect given only to triumphs in form.
We recognize that Hawthorne came early and did much.
That significant later writers have found it important
and even necessary to do similar things is the fullest
tribute to the enduring quality of his achievement.11

Earlier, Martin had listed some of the unique characteristics

of Hawthorne's work that contribute to that lasting quality:

Hawthorne's interest in the past, his concern over
the danger of abstractions, and his treatment of the
artist and society have constituted a significant legacy
for American fiction. The effect of any such legacy is
difficult to formulate precisely. But we have learned
that ideas can pervade a culture in protean forms; we
have validated the idea of influence in a broad,
inclusive sense.12

Hawthorne's theories of art and his analysis of the

creative process are surely among his most important contri-

butions to literature. In the absence of a long national

10 Hawthorne (London, 1879), pp. 144-5. Reprinted in
Hawthorne: The Critical Heritage, p. 526.

11 Hawthorne, p. 180.

12 Ibid., p. 178.
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literary history, he mingled the Actual with the Imaginary

and adapted his work to a form of the novel called Romance.

With materials he could find concerning the short history of

his country, he showed how past events influence the present.

He examined the creative process that took place in his own

work and shared with posterity the conditions under which he

created.
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