THE MARBLE FAUN AND A WRITER'S CRISIS

It has often been intimated that the failure of Nathanicl
Hawthorne’s The Marble Faun as a work of fiction may be
attributed to that loss of creative encrgy which often seems
to affect the unknown sources of human artistic power !, This
intimation seems however rather facile, especially in Haw-
thorne's case where there is reason to believe that there were
external causes for this failure, namely his seven years abroad
in Fngland and in Italy 2. Indeed the fact that Hawthorne
was still at his best in The Marble Faun whencver he moved
on the same symbolic level of tragic complexity as experien-
ced in his previous romances and stories, proves that his ar-
tistic powers were still functioning whenever they were not
distracted by heterogeneous clements derived from a different
level of experience. It scems, therefore, that there were ex-
ternal causes for Hawthorne’s failure, and T am inclined to
believe that they may be found in the European influcnce to
which he was exposed before and during the time of compo-
sition of his last romances. T am especially alluding to a « te-
chnical »° reason for Hawthorne’s failure in the manipula-
tion of his fictional material; and in this respect there are a
few factors to be kept in mind. In the seven years spent in
Burope, for instance, Ilawthorne’s creative productivity was
limited: he completed only one romance, The Marble Faun,

1. See especially Jomn T. Frawacas, « Point of View in The Marbie
Faun », Dic Nemren Spracke, X1, Series 2, (Heft 5, Mal 1962), 218-224.

2. See Rawpart Strwart’s fundamental biography of Hawtherne,
Natbanicl Hawthorne; A Biography, New Haven, 1948,

3. As supgested by Epwarp M. Ciay in « The Dominating Syinbol

in Hawthorne’s Last Phase», AL, XXXRIX (Jan, 1968), sob6-516; s07.
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published in 1860. Besides that, he wrote a first draft of rwo
other romances which were left unpublished at his dcath,
The Ancestral Footstep, composed between April and May
of 1858, and eventually published after TTawthore’s death
by his son Julian in 1882; and Dr. Grimshawe's Secret, com-
posed between 1860 and 1861 and published posthumously
in 1882;he also left unfinished two other romances, Septimius
Felton, on which he worked between 1861 and 1863 and
which was eventuslly published in 18v1-72, and The Dolliver
Romance, begun berween 1863-1864 °.

All these works of the last period of Hawthorne's life
show a considcrable uncasiness on his part in handling cha-
racters, plots, and narrative structures. Even recurring secon-
dary motifs — like the importance of tradition in English
socicty, ot the impact of figurative arts? and Catholic reli-
gion ® on the Ttalian scene, ete. — instead of creating a tight
centripetal coordination with the main narrative theme of

4. See Fowows Hurcmws Davivsow, Hawtborre's Lase Phase, New
Haven, 1949,

5. CUn this subject there are many interesting works, such as MILLI
CeNT BELL, Hamwborse's View of 2he Ardst, New Yorlk, pobz; (GENE AL
Barwerr, «Art as Settingw», Arts snd Letiers, LIV (7063), 231-247: Parr.
Browekrars, Jr., e Art Allepory in The Marble Famn», PMLA LXEVIT
{June 1962), 254-267; Vax Wyck Brooks, « Rome: Hawthorne s, in The
Dream of Arcadia, {176c-1015); T Croonr, « Hawthorne = Melwille a
Romaw, in Serittori Tnglesi e Americqnt, Milana, 1o62; I, rz7-rso:; Hawey
Levi, «Statues from Iraly: The Marble Fauw», in Refractions: Dssavs in
Comparative Literature, Ouford 1066, rgz-211; Magto Prav, « Impressiond
aliane di Americani dell'Soo», Stadi  Americani, IV, 8s-107; (GIUSEFFE
Prezzoine, « GH IHawthorne a Roma», Nuowa Antologia, Seitembre 1o%0,
0g-78; and Harorn McCarthy, « Hawthorne's Dialogue with Rome: The
Marble Faunw, Sindi Americani, XIV, yr-112.

6. This topic is amply treated by Hexky FAIRBANKs in « Hawthorne's
Catholic Church », Boston Unipersity Stadics of English, 1 (Aunt. 1953), 148-
105; and in The Lasting Lonelivess of Nathawiel Hawibarne, Abany, 1965,
Sce also Jamms K. Torsosm, Mas's Accidents and God's Purposes: Multi-
plicity in Hawtborse's Tiction, New Haven, 1963; Enxnico Newcroni, « Na-
taniele Hawthorne », in Sagpi critici di Letterature Inglese, FPirenee, 18o7:
434-436; SALVATORE Rosavi, L'Owmbra dei padri. Studi sulla letteratura anto-
ricand, Roma, 1058: 23-34.
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each romance, become elements of disturbance and often of
disintegration of the fictional unity of the stories. So that,
while recognizing a praiscworthy curiosity on the writer’s
part for new forms of lifc and culture’, their unassimilated
presence also underlines Iawthorne’s awkwardness in handling
unusual fictional material. Hawthorne’s method of writing
becomes rigidly stratified, rather than remaining dialectically
ambiguous as in his best works, and loses sight of that ty-
pically Hawthornian quality aptly called by John C. Stubbs,
«structured complexity » ®. This narrative quality — the dia-
lectical ambiguity or « balance of opposites » typical of Haw-
thorne’s best wtiting — is especially evident in the artistic
process of transforming outside reality into literary form.
Although Hawthorne had time and again stated his belief in
the need for a close relationship between what R, K. Gupta
called « the world of reality and the world of art » 9, his best
romances have demonstrated that the artist as such has to ar-
rive at « the blend of the ideal and the real » © by transfor-
ming reality with the help of the imagination. Tt is in fact the
« poet’s haunted » imagination that can bring into existence
« beings and abjects grander and more beautifu! than we can
anywhere find in reality » 1. Tt seems, however, that in the

7. 8 GENE A. BarverT has pointed out: ap. cif. p. 247. See also
Marto Praz, «Cid che gl stranieri vedono pell'Italin», in La Casa della
Fama, Milano, 1952: 163-164.

8. Jomw C. Srumms, « Hawthorne's The Scarler Leceer: The Theory
of the Romance and the Use of the New England Situation », PMLA,
LEXXTIT (Oct. 1968), 1439-1447; 1440, See alsn Aucusro Guint, « Le Am-
biguith di Hawthorne», Stadi Americani, 1, 125-143.

v. R. K. Gurra, « Hawthorne’s Theory of Arts, AL, 40 {Nov. 1968],
309-324; 312,

I0. STURRS, 6p. cif, p. 144. For a sound and exhaustive discussion
of another of Hawthorne’s last works, the collection of sketches called Our
Old Heome, see the very interesting article of PreTro SPINTCCI, « Hawthorne
fra presente e passato: Quwr Old Home s, in Stads Americani, XIV, 113-163.

17. [n Hawthorne’s own words describing Miriam’s studio in chapter
WV of The Marble Faun, NaTianier, HAwTHORNE, The Marbic Faun, or The
Romance of Monte Besmi, Houghton, Miflin. and Co., [Boston, 888), Vol
VI. [Henceforth refetred o as TMF].
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last phase of his creative production, Hawthorne’s imagination
did not work on these premises at all times. The world of
reality as seen in real life, and also recorded in his notebooks,
is ahsorbed directly into the world of art of his last romances
without too many efforts towards attistic transposition being
attempted by his imagination.

The reasons for this lack of artistic ability to rework
fictional material may be found in the world of reality used
by the writer as background ro the plots of his last romances.
It iz a world unusual for 1awthorne, providing very different
settings from thar all-American New England situation which
he had adopted as the ideal background for his previously
aptly constructed romances . These new settings are Luro-
pean — Italian in The Marble Faur — and as such they are
not so well understood or emotionally accepted as is his own
New England world, and consequently they remain merely
journalistic descriptions heavily hindering the fictional strue
tures of the romances ¥,

Hawthorne’s first contact with Furope was in England,
where he arrived with his whele family and his faithful friend
and publisher William D. Ticknor in July 1853, to act as
American consul in Liverpool. His mission kept him very busy
during the {our ycars of his appointment and he often com-
plained about his heavy schedule which made it impossible
for him 1o devote any time to writing, However, if we take
a look at the voluminous notebooks that he wrote in those
years, we wonder about the sincerity of that statement, It
seems more probable that Ilawthotne was just taking his
time, collecting material for future romances to which he in-
tended to dedicate his whole time once free from his public
engagements. He was then discovering a new world, new
idcas and purposes of life, new and fascinating legends of a

Ta. . SPETNG0p, B P SR
13. See Joux Huzzarp, « Hawthorne's The Marble FPoun », Iralics,
XXAV (Tone 1958), rro-raq).
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past that he, as an American, could only hear of but never
pOSSESS.

As it is easy to see from a few letiers writicn by Haw-
thorne from England to friends in the States ™ and from
many passages in his English Notebooks ¥, Hawthorne reacted
to Pngland sometimes with bitterness and aversion ' espe-

clally against their British national pride and their continuous

criticism of American social and political behaviour 77,

Although from a wtilitarian point of view IIawthorne
preferred his own country to England and to any other Eu-
ropean place he visited, if we look a little deeper into the
English Notebooks and his letiers, we can see that Haw-

thorne’s attitude towards Lingland was not simply dictated by

biased prejudices, as hinted by Henry James '8,

Because of the questioning quality of his intellectual ap-
proach to life, Hawthorne could not accept England so com-
pletely as Heniy James did. But he did not reject it completely
either, He could find in English society and culture some va-
Iues that he could never have {ound in America and he ap-
preciated them sincerely, After a visit to Charlecote Hall,
Hawthorne wrote in his journals:

14, Carovine Ticxwor, Hawtborae and bis Publicher, Houghion, Mif-
flin Co., (Boston, ro13), p. 143.

5. WarHamier Hawrwowsne, The English Nolebooks, ed., Baxparsn
Stewart, MLAA (New York, ro41), p. or. [Henceforth referred to as ENJ.

16. Randall Stewatt sees in this attitude of Hawthorne’s a proof of
his patriotism and lifelong active participation in American social and poli-
tical affairs. According to Mr, Stewarty, this atdiude is the result of that
ultranationalistic pride that « cxpressed itself in judements which are ofien
biased, always unimpeachably patriotic, and sometimes cven  chauvinistic ».
see « [Hawthome in England: The Patriotic Motive in the Notebooks », The
New Fupland Cuarterly, VIII (March, 1953}, 3-13.

Tre (LICENODR, af. b, B34t 355= BN cgp

8. James is specifically concerned with swhat sectned to him an open
hostility against I'oglish social and political customs as Hawthorne represents
them in Owr Old Home, the collection of English sketches that he published
in 1562 in the Adlantic Monthly, Tor James, llawthorne s «an outsider ...
a stranger ... a man who remains to the end a mere spectator (something
less cven than an observer) ...» in Hawthorre, Ithaca, 1o56; 120,
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Loaking at this estate, it seemed very possible for those who
and inherit [it], and the many in England similar to it, to lead
noble beautiful lives, guietly doing good and lovely things, and
deeds of simple greatness, should circumnstances require such. Why
should not the ideal of humanity grow up, like ideal trees, amid
such son and culture, (1IN, 136).

This appreciation of the past for the power it has to
beautify the present and to elevate the future is tinged how
with admiration and now with an uncontrollable feeling of
frustration arising from his own conviction of «not helong
ing ». This is one of the most interesting aspects of Haw-
thorne’s attitude towards England and Furope in gencral. We
can find many instances of it in the English Notebaoks wherein
it becomes clear that Hawthorne did recognize and appreciate
the advantages of the English conservative attitude towards
life, and especially their belief in the continuous presence of
the past, of tradition, in all the things of the present, and
their feeling of belonging, through the continuity of the past,
to some trustful and wvaluable human achievements. At the
same time, Hawthorne was not able to accept that way of [if
for himself, especially because of his deeply rooted democra-
tic convictions and his beliefs in progress and evolution, as
well as in an active way of [ife. His romantic longings for the
dreamy and peaceful atmosphere of the old country, full of
mystetious Fascination, were in shrill contrast 10 his clear re-
cognition of the advantages that a democratic republic like
America could offer in social matters 12,

19, Lawrence Hall convenicntly summatizes Hawthorne's attitude in
this respect: « On the one hand there wras England, standing for the secu-
tity of traditions; and on the other, facing into the futuce toward an ideal
state of soclety, was young America. Unlike Henty James, Havwthorne comld
net set his scal upon the former, and lacking the glandular mysticism of che
prepressible Whitman, he was nnable to refoice unteservedly in the latter), |
On the basis of a hereditary attachment and historical divergence, he was
tempted to visualize, through a grafting of the traditionalism of England o
the progressiveness of America, something like a heiter social arrangeinent
for mankind nsofar as it was peacticable an carth ». Hawitborne, Critic of
Society, New Haven, T044: B5-86. See also the revaluation of this Very pro.
blem in Harorp MacCantay ap. cff., 100-103.
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In Hawthorne’s reaction to England, therefore, we are
confronted with an uneasy fecling of attraction-repulsion, mo-
tivated on the one hand by an intense desire for belonging-
ness, for the past, and on the other by an unrestrainable de-
mocratic beliel in evolution, in the future. In the meantime,
Hawthorne’s attitude toward English life and culture, his
pointing out both positive and negative qualities, his cnthu-
siasm [ollowed by severe outbursts of criticism, suggest also
that pervasive quality of his skeptical mind which brings him
to approach and discuss from a dialectical point of view cvery
aspect of life or art he comes in contact with. Such a form of
approach is that of scientific speculation, applied in Hawthor-
ne’s case to psychological and moral problems. Tt provides
the most active ingredients for intellectual awareness, but it
requires in its turn a sound clarity of vision in order to keep
complexity from becoming confusion,

In his two unfinished romances, The Aucestral Footstep
and Dr. Grimshawe’s Secret, Hawthorne tried to use the samc
method of dialectical procedure in order to transform into i
terary achievements his emotional and intcllectual experiences
in England. In boih works he tried helplessly to give exptes-
sion to the American longings for a connective link between
past and present. The protagonists — Middleton of The An-
cestral Footstep and Etheredge of Dr. Grimshawe's Secret —
are two abstract impersonifications of the same character of
the young American who goes back to England, the home of
his ancestors, to claim his rights to the old family’s title and
inheritance, The samc legends (like that of the bloody foot-
print that the author himself saw in Smithel] Hall), the same
characters (the Italianate villain, the New England girl, and
the autobiographical dramatis persoma of the protagonist of
the story), and the same places (such as the ITamilston Ho
spital) recur in both works, of which one was jotted down
in about six weeks while Hawthorne was in Ttaly in April 1858,
and the other elahorated at different periods of time in 1860-
67, when he was back in the Wayside at Concord,

From Fdward H. Davidson’s study of the seven drafts
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of Dr. Grimshawe's Secret ™ it is possible 1o realize that the
main problem Hawthorne had to face and try to solve was
to conciliate the clements present in the two different back-
grounds of the story, the English and the American; the for-
mer representing the past, alias the Inglish tradition, the lat-
ter the present, alias the American progressivism. As an arti-
stic experience, this contrast was never resolved.

From Hawthorne's former production, we know in fact
that his creative faculties had always worked at their best
through an artistically balanced dialectic of opposites, where-
by images and symbols would assume different meanings
and implications, thus enriching the narrative texture of the
storics, The black wveil of a minister, for instance, could sym-
holize the hopeless Puritan belief in an unmerciful God, as
well as the sin of pride which isolates the individual from
the society of men?, The midnight walk of Young Goodman
Brown, on the other hand, might foreshadow an alliance with
evil #, while inferring at the same time an ambiguous journey
undertaken by mankind through the darkness of evil in a
helpless search for regeneration ®. In Rappaccini’s Daughier,
then it is the ambivalent irony developing out of the interre-
lationship between the dialectical forees of good and evil, in-
nocence and temptation, benevolence and pride, that creates
the powerful thematic ambiguity of characters, background,
and plot #. Hawthorne's technique, in brief, consists mainly of

20.. Davinsow, o eif, Chps, IT & IIT.

2r. See especially Pavn, Guopniay, « The Minister’s Black Vel », in
The Struciure of Literature, Chicago University Press, 1934, (253-257) and
GirserT VoreT, « The Meaning of * The Minister’s Black Vel '», CE, XITI
(Mar. 1952}, 337-338; Guint, op, cit., p. 130.

22, Pavn J. Hurrey, « Young Goudman's Brown’s Heart of Dark.
ness», AL, XXXVIIT {Jan, 1966), 410-410; BarBara MUrcHIORI, « Scenografie
di Hawthorne ¢ il dilemma dell’actista », Stwdé Americani, 11, GBI,

23. See Wrreen L. Guenmy, Eawre G, Lavor, Lee Morgay, Jomuw
R, Wirrmvenam, 4 Howdbook of Critical Approwches to Literature, New
York, 1966; 35-44; 357-65; Ioo-Tos: T3grqr; 163172,

24. Ses, among many, the followisg specific discussions of this shore
stoty: Jonw F. Avanas, «llawthorne’s Symbolic Gardens » Texas Studies in
Literature and Language, V (Swmmer, 1963), 242-234: Coawncss Bopwe,
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a complex dialectic of suggesiions about life in general and
the moral and aesthetic problems in particular, and it is often
based on the device of multiple choice by which Hawthorne
intensifies the dramatic irony of his writing.

This narrative technique — the spontancous outcome of
Hawthorne’s intellectual and psychological complexity — has
always offered the advantage of increasing the internal dyna-
mistn of his storics and providing them with a depth of per-
spective. [t presupposes, however, a clear vision of the over-
all picturc and of the interrelationships among all the ele
ments contributing to the complex texture of the natrative.
Without such a clarity of perspective, the writer will fail to
achicve that artistic reconciliation of opposites which is es
sential to any woork of art. In Hawthorne’s las works, and
especially in The Marble Faun, Hawthorne lacks this overall
clarity of perspective, namely because of the new experiences
of life which constitute the fictional backgrounds of his works.

After he lefr Ingland, Hawthorne took up the role of a
tourist diligently engaged in appreciating the natural and ar-
tistic beauties of Europe, and especially of Italy, The Italian
episode in Hawthorne’s life has often been considered an un-
eventful expericnce of secondary importance in his artistic de-
velopment. Julian Hawthorne probably helped to diffuse this
impression when he suggested that his father did not care at
all for a civilization and a way of life so completely different

« Rappaccini’s Garden », AL, XXX (Mar. 1958), 37-40: Ovriver Fwans, « Al
lepory and Incest in ‘ Rappaccinis Daughter ’ », Nimeteenth Century Tiction,
KIX (Sept. 1964), 185-195; Brewarn McCaue, « Mareative Technique in
‘ Rappaccini’s Daughter*», MLN, LXXIV (Mar. 1g59), 213-218; Epwarn H.
Rosuxserry, « Hawthornes Allepory of Science: “Ruppacing's Danghier’w,
AL, KEXIL (Mar. 1960), 30-46, Mure general studies of Hawthorne's art and
technigque may be lound in: Ricwawe H. Foore, Hawthorse's Tiction: The
Light and the Dark, University of Oklahoma Press, 1964; Rov Marp, Haw-
thorne's I'ragic Virion, University of Texas Press, 1057; Groren MOLGUIoRI,
« Tradizfone Americana e Romanzo Inglese », Siwdi Americani, 1, 55-71; Rox
Haevey Pearcs, Hawthorne Centenary Hysays, Ohlo State University DPress,
1964; Hvarr Waccower, [lawtharne: A Critical Study, Harvard University
Press, 1063, See also the discussion in Romexr L. WHITE, « Rappaccini's
Dunghter, the Cenci, and the Cencl Legend », Studi Americani, XIV, G3-B6.
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from his own New England background, deeply rooted in a
Puritan tradition direcely transplanted {from Old England %
Hawthorne himself in a few passages of his lialien Nofe-
books % expresses his preference for Fnglish and American
civilization, art, customs and even nature, in many of the com-
patisons he draws between Latin and Anglo-Saxon culture
and life. But, as noticed in the English Notebooks, Hawthor-

25, Jurien Hawrnowne, Natbaniel Hawthorne and His Wife, Hough-
ton, Miflin, and Co., (Mew Yatk, 1984), I, 170

a6, Morman Hornees Prazson, ¢ The Tfalfan Netebooks of Natha
niel Hawthotne », unpublished Doctoral Dissertation ar Yale University, 1o42.
{Henceforth the Fiafisn Notebonks will be relerved to as INL The IN were
first transeribed {or publication by Mrs, Hawthotne in 187077, and repu-
blished by her soninlaw, George P Lathrop in 1885 [or the Riverside Edi
tion with the title Passapes frome the Tresch and lializn Nolebooks, Both
publications heing incomplete, the only unabridged preseniation of the Tra-
lian journals can be found in Mr. Pearson’s doctoral dissectation. If one
compares the latter work with the Riverside edivion, one realizes to whal
extent the editor’s hand had solished the wrriter’s notes with the evident
intection of piving an image of the romancer suitable to the taste of the
editor hersell and of the 19th century readers. We lind, for instance, that
the mozalistic tendency of Mrs, Hawthorne encoursged her to omit words
and sentences which seemed a Tirtle too stronz for the sguemish mentality
of het century, o 0 substiture milder expressions for them. As is the case
in: Mr. Bryant’s «animal and emoional namme s (TN, sryo) is refined to
« His emotional nature » (Lathrop, 207k Mrs, Browning’s « pipe » becomes
« voice » and the remark sbout het way of speaking, « It is as if a grasshop
per should spoak » (TN, 358) is omitted (Lathiop, 295); and so s Hawihor-
ne’s remark about Tinan's Magdalen ready to e offer hor nude front to the
aext comer » (1N, 410} [Lathrop, 337). When Hawthorne comments on Mr.
Kitkup's appearance, the adjeciive «uncleans (IN, 4%5) did not seem too
respectul and s changed 1o« unlidy » (Lathrop, 386) and his remark about
the old tman being «as deaf a3 a post» (IN, 285) is refined to « Finally,
he s wvery deaf ». (Lachrop, 387). Sometimes nhservations about family life
are omitted, which are probably innocent instances of some namwral feclings
of momentary bovedom on Hawthorme's part {as in IV, 468; amimed in
TLathrop, 334: or in {N, s94; Lathrop, 467). Othet times, some of Hawrhot-
ne's unorthodox comments on art are omitted {(IN, 443: Lathrop, 336) as
well a5 some of his halt gloomy, half fronical allusions to death [IN, s574;
Lathrop, 2331, Another group of comments omitced by Mrs, Hawethorne,
deals with the fictional elements which were to find a definite place in The
Marbie Faur, such as the references to the Carnival in Home, the Faun in
the Capital Museum, the tower of the willa of Mootsuto, descriptions of wil-
lages, city gates, statues, paintings, and so on.
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ne’s statements ate often contradictoty, being the offspring of
a skeptical mind continuously projecting different views and
interpretations of the same problem. We will recognize that
the same thing is true for the Italian Notebooks 7.

What strikes a modern reader while skimming the IN,
is that Hawthorne’s attitude toward the economical and hi-
storical situation of the Iraly of his times was that of a com-
pletely passive spectator, Except for the few entries in his
journals relating to the excessive dirtiness, beggary and po-
verty in Rome and everywherc in the country, and his few
comments on the presence of French soldiers in Rome, one
cannot find even a slight allusion to the most significant phase
of modern Italian history, the Risorgimento, which took place
in the 1oth century. In the same years of Hawthorne’s resi.
dence in Rome and Florence, the northern forces of the coun
try were trying to snatch Tuscany away from the Bourbons
and Rome away from the I'rench troops of Napoleon III,
whose protection had been requested by the Pope himself,
Such interference by the Pope in political mattors ought to
have offered a very good point of attack to Hawthorne's an-
ticlericalism, And yet he missed it or made no comments on
it. From the correspondence of Miss Shepard, the American
governess of Hawthorne’s children, it has been learned on the
other hand that the news of the war around the city was
cnown to the family and discussed at mealtime, especially to-
ward the end of their stay in Rome. (IN, Appendix B) The
family was thercfore acquainted whith what was happening
in the country at that time. The lack of intcrest, however, for
the internal calamities of a country whose main attraction to
the foreigner seems to lie even now in its past, may be par-
tly ascribed to Hawthorne’s inability to communicate with
people interested in such matters due to his limited know-

27. See James D). Hapr, < HMawthorne's Ttalion Diary », A, XXXIV
tlan. 10631, s62-567 whers enlightcning information is given on Hiawthorne's
a Litrle Ttalian Diary». The same point is stressed also by Towirp CIFELLE,
in «lawthotne and the Ttalian », Stwdi Americani, A1V, 87-06; 8g-go.
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ledge of the Italian language. He did not make any Italian
acquaintances — besides maids, veffurini, hotel managers and
beggars and he was apparently unacquainted with any of the
Ttalian men of letters of his day. Ilawthorne’s appreciation
of Italian writers and artists, in fact, does not go beyond the
Renaissance period with some sporadic, unfavorable comments
on sculptors like Canova and Bernini, and when in Santa
Croce in Florence, a very casual allusion to the tomb of Vii-
torio Alfieri, who as early as the eighteenth century had
enthusiastically praised the newly born American Republic,
as he compared it to the tyrannical European monarchies,

It is important to realize, however, that if in our times
this actitude of Hawthorne’s toward a foreign country is easily
condemned, in the XIXth century the romantic tradition of
the pilgrimage to Italy as the « countty of the soul » as Byron
called it, was sdll so strong as to shadow the reality of a
gloomy present in the reflected glory of an illustrious past.
The many books written on the subject testify to such a taste
and to such a vogue of the cultural journey to Ttaly, Looked
at not as a modern country fighting {or a righteous position
of equality among the other European countrics, but as an
admired relic of a reverential past, Italy was to be discovered
in museums and galleries, places and ruins, with a Murray’s
guidebook under the traveler’s arm. Hawthorne was a man
of his times and followed the path traced by his predecessots,
accepting what his precious Murray suggested and what his
enthusiastic wife never tired of practicing, giving vent now
and then to a few rebellious remonstrances against the exces-
sive quantity of statues, pictures and ruins daily forced upon
him by the Tialian scenery.

At a first look the seven manuscript volumes of the [#s-
lian Noiebooks seem nearly all dedicated to descriptions of
sizht-sceing, visits to museums or to studios of modern pain-
ters and sculptors, discussions about art and similar subjects.
No wonder if a more sophisticated and Europeanized American
like Henty James commented on the Hawthorne of the [t
lian Journals as « the ptimitive type of man of letters ».
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Once more, hovewer, it is necessary to point out that a
more discriminating approach to Hawthorne’s work would
recognize, under an apparent simplicity of expression, the
complexity of his understanding and perceptions.

Let us accept the suggestion that Hawthorne went to
Ttaly to satisfy the demands of a fashionable cultural mode
which required a sentimcntal journey through the shadows
of a splendid past as the indispensable medium of refinement
for an artistic sensibilicy. What we have to add is that, in
the specific case of Hawthorne, this Italian experience did a
little more than refine his taste for paintings and sculpiures,
It touched the most wvital part of his creative faculties, put
them into motion after a long period of inactivity, and stimu-
lated them to give birth to a romance, the Romance of Monie
Beni, which is the only complete work of the last period of
his life, The background of The Marble Faun, The Romance
of Monte Beni, is built up on Hawthorne’s direct experience
in Rome and Tuscany and plays such an important part in
the book that the reader is inclined to question the statement
that makes of Hawthorne simply an old-fashioned American
engaged in the Grand Tour of Furope.

Bven his previous European experience must have taught
IHawthorne very little about how to approach a foreign coun-
try, since England was rather a second home to him, and
France, where he spent no longer than three weeks on his
way to [taly, did not provide him with much material for me-
ditating on the complexity of human relations.

Italy became, therefore, the most stimulating of expe-
riences for Ilawthorne the writer, a country where Roman
ruins were still powerfully blended into the living atmosphere
of the present time, where the Catholic faith in its religious
rites and ceremonials still conserved century-old traditions,
and where past and present, tradition and modernity, religious
bigotry and indifference, poverty and wealth, generosity and
cgoism, were so intrinsically intermingled as to excite his
deepest interest.

While in England, as the consular representative of the
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American government, Hawthotne developed an interest for
social and political matters; but it was in Italy, as a private
man cnjoying the freedom of being himsell again, that his
attitude returned to that of a writer, and specifically of a
writer of romances.

Before undertaking a critical discussion ot The Marble
Faurn, we will briefly consider the central themes and ideas
developed in the IN, so to see their relationship with the
{ictional material of the romance.

There are two main themes in the lzafian Notebooks,
interwoven with a few less important ones: (1) the figurative
arts and (2) religion.

‘The objects that mostly atiracted Hawthorne's attention
in Italy were the artistic productions of the old Italian ma-
sters and of the modern American painters and sculptors, who
at that time had made Rome their adopted home. The daily
contact with what Rome, Florence and Siena had to offer
him in the artistic field intensified Hawthorne’s concern for
the present-past relationship, which involved in its turn que-
stions about life and art, moral and att, and artistic criticism
in gencral.

The many remarks about his own weariness and dullness
in front of a long line of pictures tepeating over and over the
samne subjects of the nativity, crucifixion, martyrdom or my-
thological scenes are often taken as an example of Hawthor-
ne’s unrcfined taste in art, which he himself did not deny:

My receptive faculty is very limited; and when the utmost of
its small capacity is full, T become perfectly miserable, and the
more so, the better worth seeing are the things 1T am forced to
reject. {IN, 61; Rome, January 24th, 1858),

Hovewer, through a slow process of refinement, that
« very sturdy Goth » (IN, 1o1; Rome, April vath, 1858)
camc to enjoy and appreciate what at a first approach had
seemed to him simply unbearable, and his improvement in
artistic appreciation is clearly traced in the many entries of
the [talian Notebooks, when onec compares the standardized
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and hurried judgments of the first Roman peried with the
thoughtful reflections of his later Florentine experiences. As
an instance, we will quote the few words of comment Haw-
thorne had to say in front of Michelangelo’s Pietd in St. Pe-
ter’s in Rome, one of the most dramatic expressions of tragic
nobility in sorrow, « Here T looked at Michael Angelo’s Pietd,
a representation of the dead Christ, naked on his mother's
lap ». (IN, 116; Rome, February 2oth, 1858). A {ew months
later, when he is confronted with another work by the same
artist, the statue of Giuliano de Medici in the New Sacristy
of the Church of San Lotenzo in Tlorence, a nearly comple-
tely new sensibility seems to have dictated a more decply
felt comment:

It is all a miracle; the deep repose, and the deep life within it:
it is as much a miracle to have achieved this as to make a statue
that would rise and walk ... This statue is one of the things that
T Iock at with highest enjoyment but also with grief and impatience,
because I {esl that I do not come at all [to that] which it involves,
and that by-and-by I must go away and leave it forever. How
wonderful. To take a block of marble and convert it whally into
thought . . . IN, 402; Florence, June roth, 1958).

After many hours of trial, failure and success spent in
museums, galleries, and old palaces ar direct contact with in-
numerable works of art, Hawthorne came to the conclusion
that « as regards the interpretation of ... any ... profound
pictures there are likely to bc as many intcrpretations as there
are spoctators ». (IN, 411; Florence, June 27st, 1858). S0 every
work of the figurative arts for him « like all works of the
highest excellence ... suggests far more than it shows ». (IN,
t29; Rome, February 23rd, 1858),

This belief in the infinity of suggestions and meanings
that onc can find in a work of art, brinpgs Hawthorne to ex-
press a critical statement which reflects the basic pattern of
his creative faculties, A work of art is for him « a great sym-
bol, proceeding out of a great mind; but if it means one thing,
it seems to mean a thousand and ofien opposite things ». (IN,
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412; Florence, June 21st, 1858). That was the case of the
symbolic meaning of the letter A on the bosom of Iester
Prynne, the purple shrub in Dr. Rappaccini’s garden, the stone
heart of Ethan Brand and the artificial butterfly of the Arziss
of the Beautiful. Hawthorne used those symbols and others
to give expression to the dramatic complexity he experienced
in himself and in the world outside. The works of art of the
past made him aware of the presence of the same element in
the productions of other artists and widened his wision of
lite, intensifying his concern for an adequate way of expres-
sing the irreconciliability of opposites with an artistic me-
dium, which alone would give it a universality of meaning
through a symbolical representation and svnthesis of its dif-
ferent elements. Tle savs of Michelangelo:

The conceptions of this grear seolptor were so podlike that
he seems to have been discontented at not likewise possessing the
godlike attitude of creating and embodving them with an instan-
tancous thought, and thercfore we often find sculprures from his
hand left at the critical point of their strugale to get out of the
marble. (IN, 461; Tlorence, Tulv 13, 1858).

The same thing might have happened ro Tawthorne in
his unhappy struggles for giving expression to ideas in embryo
auring the last years of his life, and The Marble Faun itsclf
presents a great variety of ideas-symbols which have not
found an artistic synthesis in their creator’s mind, although
their representation in terms of fictional technique is extre-
mely accurate. This accuracy of description, that had been be-
fore one of Hawthorne's stylistic devices in order to give a
realistic representation of the psychological processes of hu-
man attitudes, is evident in The Marbfe Fann, where most
of the often lengthy cntries of the Italian Nozebooks are in-
serted  without discriminating sclection. This last romance
scems thus to be the result of g widening of artistic horizons
in Hawthorne, acquired, however, through a dangerous wea-
ker:nng of powers of synthesis, Hawthorne succeeded in
doing what he most admired in Gothic architecture and in
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Dutch and Flemish paintings, that is, the detailed reproduction
of a faithful image of life; but he missed that grand power of
synthesis that he appreciated in the Raphael of the Transfi-
garation or in the Michelangelo of the statue of Giovanni de
Medici,

In order to realize fully the extent of the influence of
the Italian Notebooks on the romance, let us attempt a de-
tailed analysis of the passages dealing with the figurative arts
present both in the Italisn Notebooks and in The Marble
Faun. The appreciation of the statue of Giovanni de Medici
introduces an instance of Hawthorne’s criticism of the nude
in sculpture, based on his conviction that art has to « be
used for idealizing the man of the day to himself ». (IN, 247;
Florence, May oth, 1858). Hawthorne is convinced that, since
« man’s no longer a naked animal ... sculpture has no more
tights to undress him than to flay him ». (IN, 205; Rome,
April 22nd, 1858). Unlike Mark Twain, Hawthorne never
approved of nudes* and the position he took in the problem
of the nude in sculpture has often been considered as a proof
of the influence exercised by a Puritanistic morality on the
writer: it is possible, instead, to suggest from the many en-
tries on the subject that Hawthorne looked at it as a violation
of the truthfulness to reality required in a work of art, more
than as an offensive violation of rigidly moralistic rules.
This conviction finds a voice in The Marble Faun in Mi-
riam’s critical temarks to Kenyon:

Every young sculptor seems to think that he must give the
wotld some specimen of indecorous womanhood and call it Five,
Venus, a Nymph, or any name that may apologize for a lack of
decent clothing. I am weary, even more than ashamed, of sccing
such things. Nowadays people are as good as born in their clothes,

28 Ihis attitude has been imputed to Hawthorne's provincial and
even parochial » culrure «fed on the skim milk of a theological rather than
humanistic tradition » by Rocer Asseuwest, in ¢ Hawthorne abroad », in
[Hawshorne Centenary Essays, op. cit, pp. 367-383; p. 370.

T
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and there is practically not a nude human being in existence.
(TMF, p. 2z08).

There are a few paintings and sculptures that particu-
larly impressed Hawthorne and which he uses in the romance
cither as topics of critical discussion or as suggestive symbols,
The statuc of the Dying Gladistor, always in the same acr of
dying (IN, o1}, brings forth Kenyon’s questioning and critical
explanation.

« If he is so terribly hurt, why does he not sink down and die
without Further ado? Flitting moments . . . ought not to be incrusted
with the ectemal repose of marble; in any sculptural subject, there
should be a moral stand-still, since thete must be of necessity a
physical one ». (TME, 37)

William Story’s statue of Cleopatra that Hawthorne
greatly admired {(IN, o91) and which becomes Kenyon's crea-
tion in the romance, is carefully described as diffusing a sensc
of repose

as complete as if she were never to stir hand or oot againg
and yet, such was the creaturc’s latent energy and fierceness, she
might spring upon you like a tigress, and stop the very breath that
YOU Were now dlﬂ. ing midway in your throat, [TMF, 152).

Guido Reni's painting of Beatrice Cenci #® (IN, 116} with
her enigmatic look that might suggest either sorrow or guilt,
bocomes an interesting symbolic element in the narrative in
relation both to Miriam and to Hilda. When Miriam sces
Hilda's perfect copy of the painting she perceives only sor-
row, not guilt, in Beatrice’s look,

Beatrice’s sin may not have been so great; perhaps it was no
sin at all, but the best virtue possible in the circumstances. If she
viewed it as a sin, it may have been because her nature was too
feeble for the fatc imposed upon her. (TME, 85).

29. For a historical study of the whele Cencd problem, legends and
facts, see Comrann Ricor, Beatrice Cemed, (New York, 10235), 2 vols.
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With these words Miriam seems to hint at her own fate
too, suggesting a parallel between Beatrice’s and her own my-
sterious past. This possible but vague relationship between
the painting and Miriam has been developed by Mr. Hasel-
mayer, who sees in Beatrice’s portrait « a kind of leit-motif
throughout the novel ... curiously associated with the past
life of Miriam and her sensc of guilt for her own sin »¥, The
portrait’s function, however, has a wider range, since later in
the book Hawthorne suggests the same connection between
Beatrice and Hilda, after the young gitl has been the invo-
luntary witness of Donatello’s and Miriam’s crime. Hilda,
looking at herself in a mirror, « fancied ... that Beatrices
expression, secn aside and vanishing in a moment, had been
depicted in her own face likewise, and flitted from it timo-
tously ». (TMF, 239). The portrait of Beatrice with her my-
sterious look becomes, therefore, a symbaolic allusion to sin.
Miriam has experienced sin, knows of its existence in human
life, and accepts its consequences. Hilda has simply witnessed
an act of sin and is momentarily shocked by the recognition
of its existence which she had never been able to accept. Iler
innocence, however, protects her from any further knowledge
of it, and Beatrice’s expression does not last Jong on her face.
This portrait, together with the statue of the Faun (IN, 207-
8), of which Donatello is the living image in the romance,
arc two of the most vivid symbols in The Marble Faun.

Besides these, many are the passages in the romance
dealing with architectural structures which are taken nearly
word by word from the Iiadian Notebooks, such as the two
towers, one in Rome (IN, 256-7), and the other in the wvilla
of Montauto (IN, 471), which become respectively Hilda’s
tower (I'MF, 68-9) and Donatello’s tower at Monte Beni
(TMF, 377); and the statue of Pope Julius III in Perugia
(IN, 372-14), which is used as symbol of the divine approval

30, Lours A. HaspLmavir, « Hawthorne and the Cenci», Neophilo-
loges, XXVII (1o41), pp. 50-65; p. 63, Also 1lary Levin has discussed this
point of theenigmatic smile of Beatrice Cenci’s portrait in op. ¢, 201-4.
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of the reunion of Donatello and Mitiam. (TMF, 357; 371).

Confronted with sacred scenes painted by the old Ita-
lian painters, [Hawthorne often wondered about the influence
that paintings ad sculptures had had in the past over the de-
votional part of our naturc and made comparisons with the
present decayed condition of works of art and of religious
feelings as well in modern men, The problem of the relation-
ship between morality and art introduces the other main ele-
ment of interest for Hawthorne, expressed both in the Ifa-
Lian Notebooks and in the romance, that is, the Cathelic re-
ligion. During his sightsecing tours of Italy, he had often
the chance to wvisit Catholic churches and to obsetve the ri-
tuals and forms of devotion proper to the Catholic faith, The
mode of devotion of the Iralians offered him a good topic for
amused comments on their way of shouting implorations to
a beloved saint from one corner of the church to the other,
or on their sudden transformation from fervent devotces into
insistent beggars. In general, however, he seems 1o have ap-
preciated their humility in asking the mediation of a saint
instead of addressing God directly in their prayers, and what
he most liked was their habit of frequent wisits to churches
and especially their individuality in making their devotions.

Evervhody seemed so devout, and in frame of mind so suited
to the day and place, that it really made me feel a little awkward
not to be able to kncel down along with them. Unlike the
worshippers in our churches, each individual herc seems to do his
own individual acts of worship, and I cannot hut think it better
so than to make a joint-stock concern of it, as we do, (IN, 123-24;
Rome; February Ist, 1958).

Hawthorne’s interest in Catholicism has produced a ten-
dency to overestimate his response to it. He was said to have
been converted to it as his daughter Rose was, later in her
life. The opposite theory saw in his reaction only the scorn
and indignation that a true Puritan should feel at the direct
contact with the corruption of the Church of Rome. Neither
of these two different points of view is correct, and we should
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remember that neither faith, the Catholic or the Protestant,
is spared by Hawthorne, whose distaste for any form of or-
thodox cult is cleatly manifested in his whole work and
actions.

Hawthorne’s ironic comments on Catholicism deal espe-
cially with superstitious practices, like the kissing of the foot
of the statue of St. Peter, or of the cross in the Coliseum,
for the hope of having remitted a few years of purgatorial
punishment as a reward for such a reverential act. Even the
Pope does not escape Hawthorne’s attacks, full of irony and
humour in the matter of the malocchio, or Twvil Eye.

Pio Nono (perhaps as being the chief of all monks and other
religious people) is supposed to have an Ewvil Eye of tenfold mali-
gnity; and its effects have been scen in the ruin of all schemes for
the public good, so soon as they are favored by him ... A litdle
while ago, there was a Lard Clifford, an English Catholic nobleman,
residing in Italy; and happening to come to Rome, he sent his
compliment to Pio Nono, and requested the favour of an interview.
The Pope . .. could not see his lordship, but very kindly sent him
his blessing ... Sure cnough, the very ncxt day, poor old Clifford
was dead. TTis T1oliness had better construe the scriptural injunction
literally, and take to blessing his enemies. (IN, 481; Florence,

August 3rd, 1858}

Hawthorne’s attitude towards Catholic priests is similar
to the anticlericalism that is shared by many Catholics who
realize the unworthiness of those divine ministers, who, as
Hawthorne puts it, « should be more than human in order to
keep alive the holy flame of religion in their devotees and in
themselves ». (IN, 114). The need for a more than human at-
titude in priests is strictly connected with the sactament of
Confession, which is considered by Hawthorne as one of the
greatest advantages of Catholicism, inasmuch as it offers the
opportunity of lightening one’s soul from the burden of sin
and regaining a purc conscience.

If T had a murder on my conscience or any other great sin, T
think I should have been inclined to kneel down there and pour
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it into the safe sccrecy of the confessional. What an institutinn that
is. Man needs it so, that it scems as if God must have ordained it
{IN, 73-4; Rome, Tebruary 7th, 1858)

Hawthotne is conscious, however, of the weariness and
boredom connected with the ritual of Confession. « It must
be very tedious to listen, day after day, to the minute and
commonplace iniquities of the multitude of penitents, and it
cannot be often that these are redeemed by the treasure-trove
of a great sin ». (IN, 573; Siena, October gth, 1858).

Gilbert P. Voigt summarizes Hawthorne's attitude to-
ward Catholicism as follows:

Hawthorne's attitude towards Catholicism ... was not the
bitter tolerance of Kenyon, nor was the complete conversion of his
daughter Rose, who became an avowed Roman Catholic, Rather
was it Ililda’s grateful appreciation of cerlain features of Mother
Church, an appreciation by no means strong enough, however, to
become allegiance to the Catholic credo and code of ethics 31,

In The Marble Faun the advantages offered by the Ca-
tholic faith are largely exploited in Hilda's quest for her peace
of mind, troubled by the knowledge of Miriam and Donatel-
lo’s crime. Hilda fecls that the Catholics

« can always [ind, ready for their need, a cool, quiet, beautiful
place of worship. They tay enter its sacted precincts at any hour . . .
And, most precions privilege of all, whatever perplexity, sorrow,
guilt, may weigh upon their souls, they can {ling down the darken
burden at the foot of the cross and go forth . .. to live again in the
freshness and elasticity of innocence ». (TMF, 404).

The theme of confession is fully developed in Chapter
XXXIX, where the anguish and later relief of Hilda are de-
scribed.

The many opportunities a Catholic can find to come inta

3t. Cneserr P. Voier, « Hawthorne and the Roman Catholic Chutch s,
New EBagland Ouwarterly, XIX (Sept. 1046), 304-7: 397.
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contact with his God and saints are suggested in the de-
scription of the many shrines that Hawthorne found on his
way te Florence (IN, 291), as Donatello and Kenyon on their
way to Perngia (T'MF, 342). Sometimes Hawthorne sces Ca-
tholicism as the religion of the past, well expressed by the
old frescoes in churches, which « might be looked upon as the
symbol of the living spirit that made Catholicism a true reli-
gion, and glorified it so long as it did live; now the glory and
beauty have departed from onc and the other ». (IN, 302;
Perugia, May 28th, 1858). Such a position toward Catholi-
cism is the same that Hawthorne takes in The Marble Faun
in the character of Kenyon. The conviction that the present
has to deal with new forms of art and religion suggests im-
plicitly Hawthorne's idea of evolution in life that he had ex-
pressed in the Ewnglish Notebooks, in relation to political and
social matters, and that he now sees materialized in art and
religion,

In painting, as in literature, T suspect, there is something in
the productions of the day that takes the fancy more than the works
of any past age; —not greater merit, not nearly so great, perhaps,
as former artists and writers have professed, but better suited to
this very present time. (IN, 162a; Rome, March 11th, 1858).

Also his appreciation of democracy was based on the
same belief of its greater suitability to the way of life of the
present times,

Beside these two main themes of the figurative arts and
of religion, there are a few other clements that Hawthorne
took from his Ifalian Notebooks to insert in his romance. The
church of St. Peter in Rome, for instance, (IN, 67; 73; 74-8;
T14; 125-26; 162 574) occupies a great mumber of pages of
description in The Marble Faun, for the attention paid either
to its outside (TMF, 397-98), or to its inside (TMF, 405), or
to its spiritual importance as the world’s cathedral (TMF, 403-
20). The Roman Carnival (IN, 84-8 626-29) occupics a large
section in the last part of the book (TMF, 497; 503-04), as
well as the description of Tialian towns and villages that Haw-
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thorne visited during his stay in Italy (IN, 304), descriptions
which are reported in The Marble Faun nearly word by word
(TMF, 346-48; 337-29). For Kenyon’s studio (T'MF, 139),
Hawthorne has used his notes on Miss Lander’s studio, a stu-
dent of the English sculptor John Gibson who was working
with him in Rome. The scene of the dead monk, alias Mi-
riam’s persecutor, in the Church of the Capuchins in Rome
(TMF, 213-14) is taken from a similar experience Hawthorne
and his wife had in the same church, during one of their sight-
seeing tours of the city (IN, 99-101). A party Hawthorne at-
tended at the home of the American sculptor Launt Thomp-
son (IN, 162a-c) gives him the idea for Chapter XV, where
he describes the life of Anglo-Saxon artists in Rome and di-
scusses also the reason for their preference for that city (IN,

98 ),

One of the chiefest cascs that made Rome the favorite resi-
dence of artists ., . is, doubtless, that they there find themselves
in force, and are numerous enough to create a congenial atmosphere.
In every other climate, they arc isolated strangers; in this land
of art, they are free citizens, (TMF, 158-59),

A moonlight walk with his wife through Rome (IN, 209-
r2) is used by IHawthorne for Chapter XVI « A Moonlight
Ramble » (I'MF, 170-84), and his trip from Rome to Florence
(IN, 277-347) becomes Donatello and Kenyon’s ramblings
from Monte Beni to Perugia (TMF, 332-62).

As evidenced by this short outline of the motifs repea-
ted in The Marble Faun, the Italian Notebooks can easily he
considered the point of departure for the romance, Hawthor-
ne’s last finished work. The method the writer used to work
out an idea in his journals was to hint at many possible re-
presentations and interpretations of it, so that he would have
been able later on to choose the one he felt could easily be
transformed into a symbiosis of all.

Unfortunately the same technique of scattering loose frag-
ments of ideas here and there, without drawing them to 2
final resolution, appears also in The Marble Faun, with the
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result that the work is reduced to an interesting, but loose
agglomeration of realistic details, symbolic allusions and ro-
mantic episodes, each of them often vividly impressive by it-
self, but unable to reach a harmonious balance with the whole.

The first idea of a story centered around a creature like
a Taun, cmbodying both human and animal characteristics,
came to Hawthorne while visiting the art gallery of the Capi-

tol in Rome as early as April 1858. He wrote in his Italian
Notebooks:

It seems to me that a story, with all sorts of fun and pathos:
in it, might be contrived on the idea of their species become inter
mingled with the human racc; a family with the faun-blood in them
having prolonged itself from the classic era till our own days. The
tail might have disappeared by dint of constant intermarriages with
ordinary mortals; but the pretty hairy ears should occasionally
reappear in members of the family; and the moral instinets and
intellectual characteristics of the faun might be most picturesquely
brought out, without detriment to the human interest of the StOry..
Fancy this combination in the person of a young lady. (IN, 207-8;
Rome, April 22, 1858).

In the romance this combination materialized into the.
person of a young man, Donatello, the Count of Monte Beni.

In the previous pages the suggestions has often been
made that The Marble Faun is an unsatisfactory production,
in which Hawthorne seems at a loss when trying to combine
in a harmonious whole a variety of suggestions and attitudes.
gathered during his Ttalian experience. We are compelled, in
tact, to suspect that this time we arc not facing « intentional
ambiguity so much as unintentional confusion », as Mr. Wag-
goner has happily put it*®. In Iawthorne’s best works, the
organic structurc of the story helps to develop a concentrated
unit, whose nuclcus is a central theme strictly related to the
other secondary motifs of the plot so as to create a connective

32. Hvarr 1L Wacconer, Hawthorne, A New Revaluation, larvard
University Press (Cambridge, Mass., I955), p. 200.
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tissue on which they grow and logically develop into one
another. The Marble Faun, instead, presents a great fragmen-
tation of action, originated by the episodic structure of the
story, where single chapters cither stand by themselyes or are
connected with few others so as to form larger groups, which
in their turn stand by themselves in the context of the plot 3

In a general outline of the book, three large groups of
chapters work nearly independently of each other, each cen-
tering on one specific theme and its variations ¥ QOne group,
composed of Chapters I, 1T, V, VII, XIII, XIV, XV, deals
with the subject of the figurative arts and artists. The larger
and central group, composed of Chapters III, 1V, VIILXII,
XVI-XXXV, is concerned with the Faun's innocence, crime,
and spiritual enlightenment through his sense of puilt and re-
pentance, The third group, composed of Chapters XHXVI-L,
exploits the theme of Catholicism and provides a conclusive
settlement of the affairs of the four characters of the story.
Art, the Faun’s transformation and Catholic religion secem,
thercfore, to be the three points of interest from which Haw-
thorne moves in the manipulation of his stoty. We have scen
that at least two of these themes took up a large portion in
the Italian Notebooks, and their presence in The Marble Faun
confirms our suggestion that Hawthorne's concern for them
was also a literary one. A particular description of the orga-
nization of the book will help to see how Hawthorne handled
his subject matter.

The first two chapters introduce the four characters of the
story, three of them artists, two painters (Miriam and Hilda)

33, According o Merle R, Brown, instead, The Marble Faun is Haw-
thorne's hest codeavor Lo represent man in his wvictorious efforts to cotguer
«the curse of solitude imposed npon his imagination» becanse « only here
he appears released to ereate mature human beings lving vietuously in the
wotld instead of apart from it e, In « The Structure of The Marble Faun s,
AL XXV {(Nov, 1956), 302313 313,

_ 34, Consult Ciiaress R. Ssarte Je, « The Structural Principle of The
Marble Fanm» Thoth TTT (W to6z2), 3238, for a dilferent subdivision of
the narrative structure of the romance.
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and one sculptor (Kenyon), while they are discussing in the
art gallery of the Capitol in Rome the likeness between Do-
natello, the Count of Montc Beni, and the Faun of Praxiteles.
Chapters 1II and IV present Miriam’s model and persecutor,
while Chapter V deals with Miriam and her studio, and Chap-
ters VI and VII with Hilda and her studio. Then we have a
group of four Chapters, VIIT, IX, X, and XI, the idyllic inter-
lude in the Villa Borghese, the famous public park in Rome,
for which Chapter XIT offers a commentary. We find a de-
scription of another studio, Kenyon's, in Chapters XIII and
XIV, while Chapter XV is a digression about the life of ar-
tists in Rome. These are followed by the central group deal-
ing with Miriam and Donatello’s crime and its immediate
consequences for the lovers and Hilda. These chapters are
strictly connected with those describing Donatello’s penitent
life in Monte Beni, as witnessed by Kenyon, and his final reu-
nion with Miriam, After this central group of chapters (XVI-
XXXV), Hilda’s moral bewilderment is presented in Chapters
XXXVI-XL, together with the exploitation of the spiritual ad-
vantages of Catholicism. The next two chapters deal with
Kenyon's renewed friendship with Hilda, while Chapters
XLIII, XLIV, and XLV deal with Hilda's disappearance and
Kenyon's quest for her, which brings him first to the « Cam-
pagna » (XLVI, XLVII) and then to the « Corso» during
the Roman Carnival (XLVIIT, XLIX). Chapter L concludes the
book, suggesting Hilda and Kenyon's marriage and Miriam'’s
and Donatello’s expiation of their crime.

The first and third parts of the romance are rather loosely
built, as if Hawthorne were indulging in personal, fragmen-
tary recollections of his past experience not nccessary to the
development of the story. The first chapters abound in refe-
rences to statues and paintings previously discussed in the Ifa-
lian Noiebooks (IN, 205 - TMF, 152; IN, 289-90 -TMF, 6o-
r; IN, 653 - TMF, 77-8); or to artists and copyists (Ix, 162
a-c - TMF, Chapter XV; IN, 373-4 - TMF, 82-4); or to Ro-
man buildings (IN, 624-5 - TMF, 68). The third part, how-

ever, is the one that presents a more serious deficiency in the
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structural compactness of the story. When Hilda has regained
her peace of mind and innocence of heart, Hawthorne has to
find a way to soften her virgin frigidity in order to have her
accept Kenyon’s proposal of marriage. Therefore, he has her
kidnapped and mysteriously kept out of Kenyon’s and the rea-
der’s sight, while Donatello and Miriam reappear in disguise
to whisper eigmatic riddles into the bewildered sculptor’s
ears. All this suggests an atmosphere of secret espionage, ty-
pical of a detective story of our own time, accentuated by the
discovery of the disappearance of Hilda’s writing-desk, by the
anonymous messages reccived by Kenyon, and by his strange
meeting with the priest who had heard Hilda's confession in
St. Peter's, and who, one discovers at the end, was her cu-
stodian during her seclusion,

The chapter in the Campagna is an example of those di-
gressions that Hawthorne allowed himself in order to deal
with some interesting passages of his notebooks that he had
not the heart to leave out. During his stay in Rome, there
had been a great deal of talk about the discovery of a statue
of Venus, which was supposed to be the original of the « Ve-
nus de Medici » in the Uffizi Gallery in I'lorence. In Chapter
XLVI, Hawthorne used his own descriptions of the statue
{IN, 647-9) for Kenyon's discovery of an old marble figure
in the middle of the Campagrns, while waiting for Miriam and
Donatello.

In the last chapters, too, the [talian Notebooks came
again in support of the imagination of our writer, who scem-
ed 1o feel the neccessity to interpolate some more descriptions
of the Roman atmosphere into the theme already exploited
of the Faun’s fall and redemption®®, We have, therefore, a
long digression dealing with the Roman Carnival, its liveli-
ness and mertiment, and a detailed description of the many

35. Tor a discussion of The Marble Faown as a modern retelling of
the Genesis story, see Smoney P Moss, « The Problem of Theme in The
Marble Taunw, Nimeteenth Cemtury Fiction, XVIIIMarch, 1064), pp. 393
395
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masks parading along the Corso, the main street of Rome.
Among them Donatello and Miriam, dressed as the contadini
of the Roman Campagna, give a rather unexpected perfor-
mance parading up and down under the bewildered cyes of
their friend Kenyon. If we confront the scene of their reu-
nion in Perugia (Chapter XXXV), where their dignified ac-
ceptance of their doom had clevated them to a dramatic role,
with their parading, arm in arm, through the ridiculous jol-
lities of the Carnival, it becomes evident that Hawthorne’s
creative faculties had exhausted themselves before the end of
the book. He lingered on for the sake of writing, filling the
last chapters with unnecessary clements, capable only of wea-
kening both characters and plot.

The episodic structure of the story and Hawthorne’s un-
controlled acceptance of his material are two important deter-
minants of the structural weskness of The Marble Faun. It
has to be pointed out, however, that, especially in the first
part of the book, Hawthorne was awate of this problem and
tried to develop a connective interplay of motives and situa-
tions, introducing, for instance, the ltalian character of Do-
natello, or presenting his four main characters, usually with
a background of famous churches, muscums and palaces, or
having them discuss for him his own ideas on art, religion and
Ttalian customs. The effect he succeeds in giving, however, is
not one of unity and harmony, since the different themes tend
to be treated in isolated chapters, as it appears cvident in
the description offcred in the previous pages. We often have
the impression of dealing with a fragmentary juxtaposition of
heterogeneous elements without unity or direction,

Another important reason for this lack of unity in the
book is to be found in the style, which tries to express two
different levels of experience: the every-day, realistic expe-
ricnce that finds an immediate expression in the journalistic
style; and the psychological and intellectual experience clabo-
rated through a literary style full of symbolic elements. This
lack of unity becomes even more evident when the same juxta-
position of styles is carried on in the conversation of the
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different characters of the story, with the result that their in-
dividuality is often reduced to a shadowy embodiment of
Iawthorne’s ideas. The long speech of Miriam, opening Chap-
ter XIV (TMF, 123-4), restates Hawthorne’s distaste for nu-
des and for colored marble, previously cxpressed in the Iza-
lian Notebooks (IN, 182; 205); Miriam is therefore transfor-
med into a cold critic of art, just at a time when her whole
being, tormented by the persecution of her model, is longing
for a friendly word of sympathetic understanding that might
heal her anguish for a while. In this case the individual per-
sonality of Miriam is put aside, so that the intellectualized
attitude that she displays breaks the logical development of
her character and destroys the atmosphere of dramatic su-
spense that could have been accentuated by the open confes-
sion of her fears and torments.

In the same way, another climactic moment, that of the
meeting between Miriam and Donatello after a long period
of remorseful isolation, risks being weakened by Kenyon's
lecturing speech on the influence of Medieval sculpture on mo-
dern art (TMF, 359). And the remarks about the want of pain-
ted windows in St. Petet’s sound quitc out of place in the
conversation between a gloomy Kenyon and an exhilarated
Hilda {(IT'MF, 416), on Kenyon’s return to Rome after his
long sojourn at Monte Beni as Donatello’s guest. It is evident
that Hawthomne’s interest in the artistic environments of the
story often draws him to neglect the structural balance of the
parts, the internal development of the characters and the dra-
matic effect of the episodes. This statement is supported by
the fact that some of the best episodes of the book are almost
completely devoid of art references and discussions. No refe-
rences to art, for example, appear in the sccond group of
chapters that form the best part of the book, Here there is a
compact unity in the narrative, an organic structure taking the
place of an episodic one, while symbols with a rich varety
of suggestions are used in place of journalistic descriptions.

The characters also reflect this conflict, It may be seen
that the two most successful characters of the romance are
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Miriam and Donatello, the passionate, intellectual, mysterious
woman of the world, and the pure, instinctive, simple son of
nature. The radiant splendor of Donatelle’s innocent happi-
ness makes of Miriam an enthusiastic Nymph of the woods
in the short idyllic interlude in the gardens of the Villa Bor-
ghese, but the myvsteriously evil quality of her nature, in its
turn, draws Donatello to crime. In the idyllic descriptions in
Chapters VIII, IX, X, and X1, the beauty and simplicity of
nature is observed with a joyous bewilderment as something
just discovered and therefore new and exciting. This arcadian
charm oflers the most suitable background for the character
of Donatello, the Taun, the creature of natural instincts and
simplicity, whose « kindred instincts linked him so strongly

to the genial earth » (TMF, 94), and whom the bright
birds « recognized as something akin to themselves, or else
they fancied that he was rooted and grew there » (TMF, 94 ).
Hawthorne seems to suggest that Donatcllo’s whole being is
made up of all the elements of nature %.

The flicker of the sushine, the sparkle of the fountain's gush,
the dance of the leaf upon the bough, the woodland fragrance, the
green {reshness, the old sylvan peace and freedom, were all inter-
mingled in those long breaths which he drew. (TMF, 93 ).

Donatello is the natural being, the « wild, gentle, beau-
tiful creature » (I'MF, 102) for whom past and future alike
live in the present, in that short hour of happincss with his
Nymph which is to last « forever, forever, forever ». (TMI,
102). Donatello and Miriam in the incbriating atmosphere of
a symbolic recreation of the « Golden Age, before mankind
was burdened by sin and sorrow s (TMF, 104), reach, through

a ritual of dance and song ¥, their moment of innocent hap-
piness, which, likc the Golden Age, is to be followed by the

38, See W. R. Itwin, «The Survival of Pan », PMLA, LXXVI (June
I9Gr), pp. I39-167.
37, JosrrH ScHWARTE, « Myth and Riwal in The Marble Faun B,
E50), XXV (1961), pp. 2(-20.
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shadows of moral iniquity and confusion. The apparition of
Miriam’s model and persecutor in the middle of the dance
puts an end to that idyllic interlude and is in itself a premo-
nition of calamity. The Faun's loss of innocence will be the
natural result of the ending of the Golden Age.

Donatello’s crime is perpetrated among those Roman
ruins that stand, images of decay and destruction, as a sym-
bolical counterpart to the innocence and happiness of the idyl-
lic interlude. The pages of the description of Rome by night,
which precede the murder, create an atmosphere of approa-
ching catastrophe, suggested by the vast basin of the Fountain
of Trevi that « must needs be stained black or sanguine »
{TMF, 176); by the ruins of the Trajan Forum, which seems
to be « the surface of what once was Rome » and represents
« the effort of time to bury up the ancient ciry, as if it were
a corpse, and he the sexton ». (TMF, 178); by the black cross
in the Coliscum, which « marks one of the special blood-spots
of the carth » (TMF, 183); and still further, by the chasm in
the Forum, which symbalizes for Miriam « merely one of the
orifices of that pit of blackness which lies beneath us, every
where ». (TMF, 191). When Miriam [nds herself alone with
Donatello on the Tarpeian Rock, on the edge of the Traitor’s
Leap, she tragically perceives that « they have been left hang-
ing over the brow of the ominous precipice » (TMF, 201), a
precipice both real and symbalical. The atmosphere of dramatic
suspence is perfectly created, and the murder and its moral
consequences are still further prepared by the insistence with
which the Tarpeian Rock is minutely described as a narrow
place closed on one side by the

great height of the palace [the Capitol] .. .showing all the
windows barren and shuttered [and on the other side by the]
parapet . . . built right on the edge of a steep precipice, [over which
were flung] men that cumbered the world ... men whose lives
were the bane of their fellow-creatures. Men who poisoned the
A0 e R 20

Here the elements of a sinful soul’s isolation, suggested

T
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by the « windows barren and shuttered », and of moral and
death, suggested by the « precipice », are concretely dramati-
zed and work in unison with the premonition of calamity in
Miriam’s mind. We have, in this case, an artistic control that
selects realistic details which, while providing the concrete
elements of dramatization, suggest also the symbolic connect-
ion with the psychological attitudes of the characters.

After the murder of the model, to which Hilda beco-
mes an unseen witness, an exalted mood takes possession of
Donatello and Miriam, and they proclaim the indisselubility
of their blood-stained union, in an open challenge against the
whole world. But the realization of the sinfulness of their
union, that makes them « members of an innumerable confra-
ternity of guilty ones, all shuddering at cach other » (TMF,
200), soon destroys « the solemn madness of the occasion »
(TMF, 207) and compels them to part. His crime has depri-
ved Donatello of every contact with the natural world which
was once the most suitable element of his character: among
all animals, only lizards and owls now respond to « the young
Count’s efforts to renew his intercoutse with the lower or-
ders of Nature » (TMF, 287), and in his anguish he cries:
« All nature shrinks from me and shudders at me, No inno-
cent thing can come near me ». (TMF, 288), The loss of in-
nocence ¥, however, has brought with it a new element of
more human quality, a « perception of deep truths », which
suggests 1o Kenyon that «a soul and an intellect ... have
been inspired into him ». (TMF, 326).

At this point of the story, Hawthorne found himself on
familiar ground, with the dilemma represented by innocence
without the enlightenment of spiritual and intellectual po-
wers, and guiltiness, whose result is alienation from the na-
tural element of life, compensated, however, by a wider un-
derstanding of human condition. « Did Adam fall, that we
might ultimately rise to a far loftier paradisc than this? »

38. For a discussion of Donatello’s innocence, sec Josern ParTISON,
@ The Guilt of the Innocent Donatello», ESQ, XXXI {r963), pp. 66-68.



114 MARGA COTTING  JONES

(TMF, 519} is the question that Kenyon poses to Hilda. And
it is also the question that Hawthorne poses to his readers
in showing various stages of the Faun's transformation from
a happy, simple, innocent creature, to a guilty, but dignified
and thoughtful human being, ready to accept the consequen-
ces of his crime and the sufferings of his expiation %,

When in the tower * of Monte Beni, where Donatello
has made his home, the only companions of the young Count’s
solitaty days appear to be «a pair of owls » (TMF, 297),
symbolical animals related to darkness and therefore to guilt,
the ambiguity of Donatello’s position seems still accentuated.

In fact, while darkness is their clement, the owls possess
the sharpest sight to look through it, just as Donatello, with
his new « perception of deep truths » can look through the
darkness of his sin and perceive the right way to expiate it.
When he meets Miriam again under the statue of Pope TJulius
ITT in the main squate of Perugia, Donatello is ready to ac-
cept his guilt as a part of the burden that associates him with
the whole of mankind, and is conscious of his own responsi-
bilities and duties toward himself, Miriam, and the world.

His aspect unconsciously assumed a dignity, which, elevating
his former beauty, accorded with the change that long been taking
place in his interior self. He was a man, revolving grave and deep
thoughts in his breast. He still held Miriam’s hand; and there they
stood, the beautiful man, the beautiful woman, united forever, as
they felt, in the presence of those thousand witnesses, who gazed so
curiously at the unintelligible scene. (TMF, 370).

This scene recalls another famous one, the third of the
scalfold scenes in The Scarler Letter, when Dimmesdale, Fe-
ster and little Peat] confront the Puritan crowd for the last

19. For a discussion of Hawthorne's vision of sin as educative and
humanizing, see AtFreEn RrFin, « The Role of Transformarion in Hawthor
ne's Tragic Visions, FS, (NS), VI, (Fall, 1468), pp. g-20.

40. On the imagery of the tower in relation to the four characters
of The Marble Faun, see GrNe A. Bapwerr, « Hawthorne's Ttallan Towers »,
Studies in Romanticism, 111, (1064}, pp. 252-256.
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time, before Dimmesdale’s death. Although in both we see a
guilty man whose crime originated in love, in Donatello we
obscrve a process of redemption resulting from his dignified
acceptance of a public expiation of his crime, while in Dim-
mesdale we witness a process of self-destruction resulting
from his sinful isolation. Mr. Hall sees this difference of at-
titnde in The Marble Faun and in The Scarler Leiter as fur-
ther proof of Hawthorne’s widened vision of man and society
in general, duc to his European experience, and he notices
that

the latter contains the study of man, outwardly accepting social
taboos, sinning against them, and then shunning judgment according
to them. The former is the story of a man untrained in social de-
corums, sinning against them, and then, actmated by conscience
to accept them and their judgment as the way of growth and
salvation .

Such a point of view is vcty suggestive and may be re-
garded as a possible afterthought of Hawthorne’s, when he
had already devised his story of the Faun’s transformation,
in order to make his character more complex by endowing
him with a social conscience. A similar suggestion can be ad-
vanced for what concerns his religious attitude. Hawthorne
has made Donatello the only Italian character of the story,
and thercfore a Catholic, whose faith induced him to believe
that a true repeniance of his sins would have found a friendly
patronage in the mediation and ptotection of all the martyrs
and saints to whom he devoted his supplications. Donatello
may easily be the youth that Hilda notices in St. Peter’s who
« stood before a shrine, writhing, wringing his hands, con-
torting his wholc frame in an agony of remorseful recollection,
but finally knelt down to weep and pray ». (TMF, 395). Dim-
mesdale instead was still the « protestant [who] kept all the
torture pent up in his heart, and let it butn there ». (TMF,

395).

41. Lawrrnce H. Hari, ¢ Hawthorne, Critic of Society », SRI, XXVI
(May 22, 1943), p. 28, 30, 32.
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As we have seen in the Ifalian Notebooks, Catholicism
is for Hawthorne a helpful device that oflers an opportunity
of lightening one’s heart from the burden of sin or of a painful
sccret, as in Hilda’s case. In confessing her knowledge of Do-
natello’s crime, she does not ask for forgiveness of het own
sins, since she can roceive God’s forgiveness « only by sincere
repentance of whatever wrong I may have done, and by my
own hest efforts toward a higher life ». (TMF, 408). Dona-
tello, thercfote, has to find in his soul the desire for expiation
and tredemption in the solitude of his tower, before coming
to pray for protection at the shrines of saints and Madonnas.
Hawthorne’s concern for the weaknesses and sufferings of
mankind allowed him to accept the therapeutic aspect of Ca-
tholicism, which in our century he would have found on the
conch of a psychoanalyst, while his skeptical mind worked on,
in the opposite direction, to show its incapacity to satisty,
like any other orthodox religion, the spiritual needs of the
soul.

Tt has already been mentioned that Hawthorne’s wider
range of intercst is wisible in the structure of the romance:
the problems of art and of Catholicism have in part demon-
strated it. The same is truc also in relation to the chief cha-
racters themselves, whom he derived both from his Ameri-
can background and from his European experience. Kenyon
and Hilda ate two New England artists who came to Rome,
the paradise of all arts, to exetcise their creative talents, Do-
natello, as we have seen, is a Count from the North of Ttaly,
and Miriam a noblewoman of English-Jewish-South Ttalian
descent.

The mystery that envelops Miriam’s past has originared
a curious interest in the sources that Hawthorne used in or-
der to create her as a fictional character. We have already
hinted at the supposed connection between Beatrice Cenci and
her, as presented by Mr. Haselmayer. Another critic, Natha-
lia Wright, has tried to prove through an accurate accumulation
of dates and newspaper publications, that Hawthorne was in-
fluenced by the character of Mlle. Deluzy, for whosc sake the
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Duc de Preslin seemed to have murdered his wife and com-
mitted suicide 2. It is difficult to try to give an explanation of
a riddle that the author himself added to the conclusion of
the second edition of The Marble Faun. This conclusion does
not offct any clue whatsoever about her name and rank, for
the only words we have are Kenyon’s bewildered questions:
« Is it possible that you need an answer to those questions?

Have you not even surmised Miriam’s name? Think
awhile, and you will assuredly remember it». (TMF, 526).
Tt is probable, however, that Hawthotne, though not concer-
ned with any public character of his times, used an extension
of a description from his English Notebooks for his portrait
of Miriam. It is a description of a young lady whom he had
noticed at a dinner given by the Lord Mayor during his con-
sulship in Liverpool (EN, 231), Both women have a particu-
lar white complexion « without shade of color in it » (EN,
231), wonderful « jewish hair » (T'MF, 65), and both remind
him of what Rachel might have been « when Jacob deemed
het worth wooing seven yeats and seven more » (EN, 2371;
TMF, 65). The words used in both descriptions are nearly
the same and convey the same idea of great beauty, strength
and nobility of hcart. Whether this is true or not, Miriam’s
passionate nature, ready to accept both sin and sorrow, com-
pels her to dedicate herself completely to Donatello once she
has seen him invested with the tragic role of a man who has
hecome a criminal for love. Because she feels that their crime
was justified, her anguish is not one of remorse, but rather
of fear of Donatello’s hatred.

«1 ... fecl neither regret nor penitence on my own behalf.
But what benumbs me, what tobs me of all power... is the

certainty that I am, and must ever be, an object of hotror in
Donatello’s sight », (TMF, 323).

42. Nataapis WeoenT, « Hawthorne and the Preslin Murder », New
Frgland Ogparterly XV (March, 1942}, p. 5-74.
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When she realizes, instead, that Donatello still loves her,
all her strength and courage return to her, and she becomes
the worthy companion of Donatello’s fate. Miriam’s character,
if we overlook her last appearance with Donatello in the Car-
nival frolic, is, in its impact of sinfulness, mystery and pas-
sion, a very powerful creation ®,

Miriam comes to life as a fictional character only when
the ghost of a guilty past comes to haunt her, so that her pre-
vious personality, as we sce it in the first two chapters of the
books as a rather petulant and rude young woman, gives way
to a mote humanized, sensitive and reflective human being.
The strange personage that persecutes her is physically real
enough to be thrown by Donatello from the Tarpeian Rock,
but often suggests a strict relation to those imaginary crea-
tions projected into the outside world by a guilty mind
haunted by torturing dreams of a sinful past. The presence
of this character does not produce a dramatic climax, proba-
bly because Ilawthorne, in order to develop his theme of the
enlightenment of the Faun through crime and penitence, tries
too hard to make of him a psysically perceivable being, while
it is clear that his right element would be in a middle stage
between reality and obsessive fantasy. On his [irst appearance
to the four friends in the Catacomb of St. Calixtus, he is de-
scribed as dressed like a peasant from the Roman Campagna
and looking like an antique Satyr, while, when he puts his
hand on Kenyon’s arm, his physical substance iz proved too. In
the idyllic interlude, his appearance in the middle of the dance
as a ¢ strange figure that shook its fantastic garments in the
air, and pranced ... on its tiptoes, almost vving with the agi-
lity of Donatello himself » (TMF, 11o), might still have been
a hallucination of Miriam’s mind, always ready to see any
premonition of calamity personified in him. But when Mirtam

43. Miriam belongs to the type of ITawthotne’s female characters
which are classified as « dark » by Iluen MePaersow in < Hawthorne's My
thology: A& Mirror for Puritans », Usiversity of Torondo Quarterly, XAVIIT
{1o58-50), pp. 2367278, See also Fogiw, ap. cif
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talks to him, imploring him to set her free, he answers that
they « arc bound together, and can never part again » (TMF,
118). The physical reality of the ghost is asserted again and a
confusion arises from the efforts to keep on a physical level
of cxperience a character that could only be convincing on an
imaginative one. Once the murder is committed, the strange
personage who was a ghost, a Satyr, a peasant from the Cami-
pagna and Miriam’s model, becomes also Father Antonio, the
dead monk lying in the center of the Church of the Capuccini,
who had finished his life « in the odor of sanctity » (TMF,
218). The recognition of the featurcs of their victim in the
face of the dead Capuchin might have reached a dramatic cli-
max, had it only been supgested as a possible hallucination of
Donatello and Miriam. Instead, Hawthorne insists on the
identification of the two persons, the model and the monk,
and makes Kenyvon observe the likeness too. Miriam then co-
mes back a sccond time to ascertain it. The improbability of
the story is therefore accentuated when the reader confusin-
gly realizes that Donatello is expiating the crime of having
murdered somebody who turned out to be a monk who died
in the odor of sanctity, This is another instance of Hawthor-
ne’s lack of control of his material, as when he describes
Hilda as « brown haited » (TMF, 21) and a little later on as
« fair-haited » (TMFP, 73), or Donatello and Miriam’s parti-
cipation in the frolic of the Carnival.

The character of Hilda is the least convincing of all, not-
withstanding Hawthorne’s cfforts to create a perfec representat-
jon of feminine innocence and righteousness. Numerous are
the allusions to Hilda as a dove or as a sister to her doves,
or as dwelling in a dove-cote. The word amgel in reference to
her is repeated four times in two pages (TMF, 71-2) and her
innocence is « like a sharp steele sword ». (TMF, 85). Mi-
riam, when rejected by her after the night of murder on the
Tarpeian Rock, bitterly remarks that « as an angel ... [ she
is] not amiss, but as a human being and a woman among
worthy men and women ... [she] need[s] a sin to soften
[her] ». (TMF, 243). Hilda, however, was not born to sin
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and not even to show mercy; so she does not hesitate in ac-
cusing Miriam of staining her innocence by the mere presence
of her guilty person in that pure dovecote. « While there is
a single guilty creature in the wuniverse, each innocent
must feel his innocence tortured by that guile ». (TMF, 247).
These are Hilda's words in front of a suffering friend who
had gone to ask her for understanding and for moral help. It
is the open profession of her innocence to be found in each
of her speeches, that makes her a rather priggish figure of a
woman, mainly concerned with the whiteness of her own
soul and refusing anv contact which could even slightly sha-
dow the immaculate purity of her heart, After unburdening
her soul of the ominous secret that was haunting her con-
science, she admits that she will be able now to understand
why « the saints above » although « touched by the sorrows
of distressed people on earth ... are never made wretched
by them » (TMF, 414), giving, therefore, the reader a hint of
which would be the right place where to put her. This rela-
tion between Hilda and the Saints in heaven is stressed further.
more at the end of the book, when, by accepting Kenvon
as her husband, she will leave « her old tower, to be herself
enshrined and worshipped as a houschold saint, in the light
of her husband’s fireside ». (TMF, sz1). As a household saint,
therefore, she will be protected forever against any interfe-
rence from the outside world and the evil in it, so that she
will preserve her innocence forever, but with the question
unanswered as to whether innocence withour understanding
and love has any reason to exist in this world. Mr. Fogle, sug-
gesting that [lilda is the « emblem of heaven » adds that « her
limitation hints faintly at a higher simplicity that embraces
all humanity, instead of, like her, rejecting much of life » %,

In Hilda’s refusal to come in touch with the sinful part
of mankind, pride and egoism are involved, the two sins that
Hawthorne had always considered the most abominable, Is
Hawthorne trving to find an excuse for them in Hilda’s in-

44+ BOCLE) o il p.oto,
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nocence and inexperience? Or is he simply unable to realize
the weakness of her character? The latter suggestion seems
more acceptable at this point, after we have noticed other in-
stances of a loose conception of scenes, situations, characters
and even of the sttucture of the book.

When we come to cxamine the character of Kenyon, we
realize that he lives only in relation with the other dramasis
personae of the story. Through him we witness Donatello’s
transformation in the solitude of his tower in Monte Beni and
Miriam’s painful expectation for a sign of forgiveness from
her lover. He works as a dews-ex-machina in their reunion
and acts as the guestioning counterpart of Hilda’s adamantine
intransigence which destroys with its uncompromising right-
cousness any shy attempts on his part of thinking and judging
by himself. In fact, whenever she does not agree with him in
his unorthodox queries, he is far too ready to confess that
what he had said was « a foolish thing, indeed » (TMF, 129)
and that it « was doubtless a mistake » (TMF, 132) on his
part to think in that way, and that he « will doubtless do so
no more », (I'MF, 132). When she reproaches him for the
boldness of his suggestion that the fall of man might have
been necessary for a higher resurrcction of all human beings,
he takes everything back, apologizing: « Forgive me, Hilda,
| never did believe it ...» (TMF, 520). However, though a
poor personality, the character of Kenyon has a consistency
of his own. He is kept in the limits of the probable until the
end of the book, and his role of confidant to both Donatello
and Miriam is acceptable as a fictional device.

At this point a conclusion should be sought. In the exa-
mination of The Marble Faun we have found that iis struc-
mre is based on an episodic technique in the first and third
parts of the story, where the fragmentariness of the whole is
accentuated by Hawthorne’s use of material not necessary to
the plot itself. We have noticed, in fact, that Hawthorne had
developed in Europe, and especially in Italy, new interests
about art and life in general. These new interests are widely
represented in the book and, not being petfectly assimilated
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with the other basic elements of his writing, produce frag-
mentariness in the narrative structure, What we noticed espe-
cially in the third part of the romance, that is, the author lin-
gering on for the sake of putting down personal experiences
unnecessary to the unity of the story, may be due to the
often unexplainable weakening of the creative faculties. But
in Hawthorne's case, this weakening seems due to the fact that
his mind was distracted by the novelty of all those exciting ex-
periences he had had during his stay in Ttaly. He was sure
that the readers, too, would have been interested in what he
had to say about Rome, Flotence, the Italian way of devotion,
and the beauty and richness of Italian art treasures. The book,
in fact, became the most popular of all his romances, and it
owed its popularity in a large extent to its quality as a guide-
book for tourists.

The fragmentariness of the structure is further increased
by the style which varies according to the different subjects
it deals with. It becomes a cold enumeration of statements
on art and religion, or a realistic description of things and
places, whencver Hawthore decides to pick up some inte-
resting passages out of his notebooks in order to insert them
in the romance. On the other hand, especially in the central
part of the book, the fascinating symbolic style of his best
stories is still wisible in the introduction of the main theme
of the Faun's transformation. The juxtaposition of these two
different styles, the journalistic and the symbalical, is often
evident also in the speeches of the characters themsclves and
brings as a result a weakening of their consistency as fictional
characters. They are Hawthorne's ideas about the figurative
arts that we find in Miriam and Kenyon’s discussion upon
the statue of Cleopatra, or the Dying Gladiator, or the pro-
blem of the nude in sculpture, or, still further, about the place
of contemporary art in the history of art, It is his view of the
Catholic religion that Hilda expresses in her quest for peace
of mind, using the same words and expressions of the Haw-
thorne of the Nofebooks. The ideas jotted down in the It
lian Notebooks have not been elaborated in order to be tran-
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sformed into an objective fictional style which could have
helped in organizing the romance into a harmonic whole in-
stead of accentuating the dissociation of its three different
parts. Of these, the central part, as we have seen, is the best,
since it is the only one bascd on an organic structure, where
style and matter blend together in a fascinating pattern of
symbols and imagery. The two characters of Donatello and
Miriam, associated with this part of the romance, arc also
the most successful; whercas Hilda is a confused, allegorical
representation of innocence, and Kenvon a fictional device
for the development of the plot.

The fragmentariness of the structure and style of The
Marble Faun is imputable, therefore, to the influence, both of
conception and of the Itlien Notebooks. The wider range of
interests that Hawthorne displayed during his European re-
sidence seems to have prevented him from exercising an at-
tistic, selective choice of the material of his notebooks. The
novelty of his experiences abroad, interfering with the con-
centrated cfforts for artistic expression, undermined his po-
wer of creation and weakened his ability of narrative organi-
zation. The inconsistency of situations and characters are cvi-
dences of such general lessening of creative power and are
the causes of the lack of unity in the structure and style and
of the failure of The Marble Faun both as a work of [iction
and as an artistic achievement in Hawthorne’s career as a
TOIMANCEY.

Marca CoTTINO JONES
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