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1. IMtrodaction.

'This paper falls into two parts, connected by some obvious the­
matic links. 'The first part is a reading of the chapter entitled «'The
Doubloon» from Melville's Mob Dicl and the second is a 1eading of
Bawthorne's short story eRappaccini's Daughther». Both vorks mani­
fest what one may eall some caracteristically «Amenican ء taits.
With the absence of a historical tradition, the non-existence of an
acceptable social or religious orthodoxy, and the lack of any recong­
nizable psychological or mora] norms, the Ameiican writer finds him­
self preoccupied with the problem of heving to define, in a 1ather
elaborate fashion, the narrative voice of his work and the identity
of his characters. In <The Doubloon» and «Rappaccinni's Daughter»,
the narrator, whether disguised as Ishmael or weaIing the mask of
objectivity, is at pains to distinguish between his level of perception
and that of the rest of the characters. But he meIely establishes dis­
tinctions without any attempt at evaluations, even of the most rudim­
entary kind, because he feels he cnnot take a secure moral stance
wis & vis the world he is looking at (whether from inside or outside).
Lie many other American narrators, Ishmael and the objective narIa­
tor of <Rappaccini's Daughter» are spathetic empiricists who Ies­
pond to their respective woTlds mith sensitivity and feeling, but mho
feel they are not qualified to mnake any iudgements.

Furthermnore, the characters of hoth «The Doublooد > and «Rap­
paccinis Daughter», moving in their ahistorical American Habitat,
expe1'ience elemnental feelings and face the problemn of evil in an abst
act metaphysical manner. Tt could be safely said that both Tonks ty
to define the position of evil and sufFerig in the human community.

I have touched on all these themes in the following study, but I
have not gone into any depth in my treatment because the goal l hope
to reach is maily methodological. I wish to show that an eapltcation
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de tete, dwelling on the structuIal and formal aspects of a IiteIary
work, does not necessarily preclude moal and philosophical conside­
rations. On the contrary, one gets to 6ee the «moral» signifiance of
a liteIary work more precisely, more accurately, and certainly more
vividly if one ieaches it through ani analysis of the cohcrete details
and formal aspects. 'The significance will then cease to be an abstrac­
tion, dead and general, it will rather become a living and a particular
experience that deepens and refines one's sensibility in a subtle way.

2. The MagiciaM's Glass : A Reiding f ة Chapter Minet-Nine of
».Mob Diekeء 

In an age that values organic art so highly, it may be considered
preposterous to try to read and analyee a single chapter from a novel,
separating it thereby ffom the «oiganie vقh l&». But citeria ­ppli خ
caple to the Novel ii ierAl& غ d6 ibt funEtibh adedfiiately whei deling
with MoU) Ditk, a iovel wkiEh developف ir its owi fidue ت fashion.
In lieu of the traditional « plot» aid iogicaI develdpteiit of charaters,
this novel unfolds through pdetical flashes and dramatic chimaxes.
If one iay ventuie the generilization, oiie ray say thRt whereas the
traditional novel is lineaI in stuctire, Mobg) Dicl is radtal, consisting
almost of separate ciIcles with ihdepeident centres. It is true that
the ove1-all impiession IfoUgj Picle leaves is one of unity, yet the re
ader's sense of unity does nOt, in the least, eclipse his sense of the
exuberance of the ndve] and iقt pbetie and dramatic quality. I thhk
therefore that a reading of a single chaptef rather than the whole
novel is hot entirely out of order.

I believe that chapter- Ninety-Nine entitled The ء Doubloon » des­
e1ves separate reading for wEat it tells about the novel As a whole.
The chapter begins in a rather clm, obijective tone : Ere ء now it
has been 1elated how Ahab was wont to pace his quarter-deck, taK­
i gم regular trns at either limit» (425) (1). 'The nentral «it» at the
beginning of the chapter, the use of the passive voice, and the puely
descriptive language imply that the story is told by an impersonal,
abstract narTator who is not emotionaly involved. FIom this tone
of abstract GenealiEy, the narrato1, dropping <the multiplicity of
other thigs 1eguiring naration», focuses on one point in time and
on one obiect omly. (« But one morning, tumning to pass the doubloon>,
etc. [245] ). FIom nowv on the narYatoI will be more personal and
hB name will be Ishmael. It is tue that his tone remains rather
detached, yet there is a perceptible shift from the gene1al to the parti­
cular. It should be added, however, that intensity does not Iesult
in subjectivity, for the narrative modulates into th& dramatic or
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dramatic-lyieal rather than the purely lyical. It is a tribute to
Melville's artistic ingenuity that he succeeded in inconporating the
specifically dramatic within the exclusively novelistie. The gradual
rising of the tone towards a degree of personal involvement and intenخ 
sity reaches its consummabion in the soliloquies, and its climax and
conclusion in Pip's divine delirium.

The now involved narrator prepares the stage for The appeaiance
of the diferent characters by furnishing theireader wiTh mAny detiils
about that tropiel, golden doubloon. Coming froii a couitry that is
• planted in the middle of the world aidthat Kow& n6 ,( غفا د(u6426 ة
the doubloon is so revered and saiictified by tظ e narihers that noie
dares pilfer it WHat perhaps adds t sanctityفt iم re ة the syBbls,
pregnant with meaning, depicted on it Its placing on the maBt at
the very centre of the ship gives it a physical and symbolical centrality.
Now thiaf the nariitr has given us the setting, the soliloqaizers step
on the stage one' after the ther ة t6 look andvhburdeitheir soils.

It is quite clear that their soliloduies are modElled fterة Shakes­
peare's 1ather than Scribe's .( ة) They do not help develop the plot
(except, perhaps, in a veiy accidental way), nor do they reveal to us
the conscious intentions of the soliloauizers (3), Wheh Flask says :

(.I see nothing herer, surely he reveals himself unaware  ء429)

A basie difference, however, exists betmeen Shakespeare's solilo­
quies and Melville's. Shakespeare's soliloquies more often than
not, are uttered by the main characters the hero, the heroine, or'tie
rillain. In < The Doubloon », on the other hand, we have a Iost
bizarre collection of soliloquizers : main characters ueF ة ag AHA6,
together with the old Manxman, Starbuck and Flask, as well sة the
hea1t-breaking Pip. Mention should also be made of what we may
term « pantomine soliloquies » such as @iueegueg's and Feballah's.
Melville's demderatic Muse was at work here Be would have dis'
ageed with Jean Anouilh's claim that tragedy is for kings ; according
to Melville, it is rather the product of the common routine. Thus the
author of Moby Dicle allows all his characters to soliloquize irTespective
of their importance in the human drama beause this is hound up
with his view of tEe world (4).

His deviation fiom ShAkespeare's practice is not out of shee"
a1tistie wantoness, but is 1ather dictated by a philosphical neces­
sity. ShakespeaIe wrote supported by a stahle, socially accepted
hierarchical world picture that assigned everyone and everything his
or its poper place in the chain of being, In the hdmar hierarchy,
the king's place is at the tp of the bddy politie jالst the ن كة head is at
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the t pم of the human body. It was possible, thcn, for Shalrespearc
tg Iaow what was and what was not imporLant. 'The courtiers and n0-
blemen spoke in blank verse ; for the conmon people pLOse 7as enogh
There were as mnuch «order» and <degree in iife aف lieRe 1e2e in dif­
ferent levels of slle. Meiville, on thc other hand, 1Iiting after 1le
wealcening at tle Christian ideal and the faiiue of' the ialigbtenmcnt
and unsuppoted y ا any social or historical visions, l lavach ذ}
himself upon an unkown WoLld fully amaIe, bofore lanR, tlat it
was also unlomable. To make some sense out oT th 1odت a c!::3,
he had to let 1eality unfold itsElf i front of ou1' veIy eye3 mithout
any attempt on his part either to inteifere or interpret; Ie knew he
could not do othermise. Ishmael-Melville vithdIars, and eveiybody
soliloquizes.

THe soliloguies, significantly enough, are concluded by Pip's. His
appearance at the end leaves us in no .doubنt tlat complcte lnowledge
of truth is not within the reach of humanity. e ه loo', ye look, ty
loo430)»ز ) yet each seas i his owm way. Stubb, ise ة Stubb, can vaich
a Tlaslc or a Gueegueg and can hear the old M!anxman muttering ii3
words of doom Ie can even atch Fedallah ( «tai eoiled out oi siglt
as usual» ), but mith Pip it is a completely difTerent mat-1. «Fe is
too cIazy-witty for [Stubb's] sanity » (430). Pip las passed beyud
the luman and the Finite- he has seen «god's foot upon tHe teade of
the loom» (ll ه) and was blessed with divine madNess. He stands for
absolute truth forbidden us as human beings ; he possessed it, and
therefore «his shipmates called him mad» (4I1). It is inherent in the
human condition tosee truth omly partially and to be always €uspemded
in half tuths.

S0 there is no tuth, general and comprehensibLe, behind tle
world of Melville's soliloquizers. Each has his own view, hence thc
fixed thing < out there » becomes fluid aud disembodied tlougl the
vaious interpretations. Each, as it wre, Speaks his oTra l:ngua.3e.
·The Faustian Ahab, thinking of the doubloon as « the inage of the
rounder" globe» (427), focuse5 on the three peak pictured on it, fتi ds
them as proud as Lucifer, and unhesitatingly identifies mith theun،
He reconciles himself to the ewil areund him and to the disasteI aboا t
to be, in words reminiscent f Milton's Satan : «So be it ken. Born
in throes, "tis fit that man should live n pai end die in pangs ! So
be it then » (427). This is no Christian suIrender to the fact of the
Fall, it is rather the hailing ot the horrors of the infernلa pit with no
hope of &alvation. Self-Ielianee ? yes, idced it is; buL with no
gentlemaلn y Dmersonian evasions or abstractions. Ahab Hows it:
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evil wil damn and ice wil fieeze, and there is no point in dilutig
one's knowledge.

The pious Starbuck, suppo1ted by the Christian faith, neveI
losing sigHt of his- pieties, ever maintaining his sense of transcendence,
sees the same thIee peaks as « heaven-abiding » ol as a s7mbol f the

Tinity » (427). Sailing with the mad, ifernal capain on theء 
Pequod, he still finds that everything is not yet past Iedemnption.,
Yet, because he is mature, he does not gloss over the paadox of exis­
tence, for he koms that life is fleeting and that the great sun itself
i « no fixture ». No wonder that the coin speaks to him « mildly,
truly, but still sadly ».

In Stubb's < poor insignificant opinion » (428) the doubloon
signifies the ء life of man in one sound chapteR ». Yet instead oF
confronting his conclusion in its full symbolistic complexity, he imme­
diately dilutes his vision and reads it off staiglt ء out of the book »,
reducing the symbol to a simple and clea1 sign. I have a feeling
that Stubb is Ahab's duplicate or counterpart, comically conceived.
It is perhaps worth noticing that his 1eading of the meaing of the
odiae is not in the leasنt optimnistic. He too has seen much ; wnd
he too has been embitteIed by what he has seen. Yet his knowrledre
and bittemess reult into ٤ comic attitude towvard eve1ythig. He
is no Faustus, nor does he want to be. AS fo1 Flask, he simply «oes
not live up to Ishmael's erpectation that human beings find « certain
significance » (425) behind all things. THe doublaon fo him is
morth sixteen dollars that ء is, nine hundred and sixty cigaIs» (429).
No allegorist like Stubb, Flask is simply Economie Man who knows
the price of everything and the value of nothing.

Up till now I have been stressing the ، aving harl and ه the
1elativistie aspects of Melville's imagination. Yet he too has his
gTanite « temple » or point of fixity that takes the form of the sun
image WHen the doubloon is first referred to, it is held up < to
the sun » (169). Once ths note is struck, it is hardly ever dropped.
The doubloon itself is a < medal of the sun > (426), pictured on it is
a sun and a cock croming. Ahab sees the sun as an emblem cf his
1oe and pangs and finds that his course is like the sun's (427). Sta1'­
buck observes the sun ء of righteousness still slining » (247), and most
of the other soliloquizes make use of the sybol in one Wy or anotheL.

The sun metapho, operating on the structul level as unifying
element, functions similarily on the monal and philosophical lerels. The
fact that most of the soliloquizers make use of the snme metaphor is
a clear indication that their isolation and loneliness ae not complete.

(4)
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Tl1eic is a certain conunct synbo!cgy, iLoIنu ve' agu. and undeinnedl.
whicl has some unireIsal sinificancc and whri thelefoIe Lnds
thenn toge .t herن Only Pip does away with the symbl for le gocs
back to « the thing itself » For him tie toubloon is tle ، shin's
navel » (430). Isn't he the Blessed One ?

Since everyhing in « 'The Doubloon d hyنpIocee ه paIado n ة
conLtrast, one may be 3usLified in sayig that 'he final wotd :bout
this chapter is that there is none. After e:h soliloguizer hs had
his say, Pip steps in and mumbles his divie rords to AssuRe us that
« we look, ye look, they look », yet see not. Thus afte1having
estAblished the solid identity of the doubloon anl ٤sserted the impoI'­
tance and magnificence of the sun pictured on it, rerything become3
disembodied. Between Locke and Kant (and even worse, Plato ),
suffenig humanity is entrapped. Perhaps Melville is suggcsting
that our salvatio is through the acceptance of the precariousness of
our existence and of the partial truths we can attain. And even this
is very doubtful.

8. The Maien amu the F'loue : A lteadin o} «Huppuceinis
Dawglte8».

If the problem of Lhe iaNrator in The ء Doubloo is seLtled in :
relatively simple mamner by lettig every viewpoimt modify :nd illumi­
ate all other viewpoints and be modified and illuminated by them in
turn, the problem of the naITatoI in « Rapp:ceini's DaughteI» is fa!
more intricate. In the cse of Ishmael-Melville both his detachment
and involvement aro minimal; he appears in his own peRson yet
abstains fIom judgement. 'The « objective » naITatoi of « RappaC­
cini's Daughter », on the other hand, rAIely speaks in his own voice,
yet his condemnation of the moral and intellectual fiagment:ution of
the characters is unmistakable. e gives one the distinct impIession
that his is a more complex imagination than theis, inchuding such
«gromn-ups» as Baliogni and Rappaccini. Yet; the naIrator is also
quite careful not to commit the sin of abstract monal judgement, and
therefore he empirically shows us the chanacters in their situatioNs,
perhaps even implying tLat Giovamni and Beatrice wer'e helpless
vietims of their conditions. After all the Faustiian Rappaccini is
BeatI'ice's father, and the opportunistie Baliogni is Giovanni's mentoi'.

The complexity of the naIrative voice, lowvever, is simply one
manifestation of leا total compexity of heا story. Ideed this stoIy
is a study in the failure to face complexity, and it is this aspect that
I intend to concentrate on in my «Ieading», 'The dilemma faced by
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G3iovann, and to a lesser degIee, Ly Beztyice, cannot be explained away
a3 a simple confict between the heant ء and the mind». 'This fo1:­
mnula, applied so glibly by many critics to the story in consideration
and to several otheI workS by Hawthone, is, I contend, too nive
:und pehaps completely iIrelevant. Ironically enough, it seems to me
that Hawvthorne in <Rippaccini's Daughter» ( if not also in The Blithe­
«lale Ronance», «Hell's Holocust», «The Birthmark» ) is tying to
show t neل inadequacy of such a formula to account for human 1'eality
in ils 1ull comnplexiby.

The first sentence in «Rappaccini's Daugther» conjures up the
atmosphere of a faiy-tale or a myth, and intoduces the 1eader to an
archetypal hum: situaion :n imnocent young man from a sunny
warm place is thrusL all by himself into the wide wide world, and
the wvoIld, as we all know, is cruel and dreary. In order to Survive
in this loveless woIld, Lhe young man has to cone to kow it for what
it really is. 'The one-sidedness of innocence ought to be replaced by
the multi-sidedness of experience, whic1 is essentially a knowledge of
good and evi, That this theme was in Hawthorne's mind at the
time of the witing of this story, is evidenced by the mythical and
liteIay allusions he makes.

The allusions :e the ما myth of Vertumnus and Pomona, the
Adam and Eve myth, ad finally to Dante's journey from lferno to
Paradliso via Pw'gutoio. 'The focus of the three myths, if we subsume
Dante's Coedo under such a headig, is a protagonist who cn be
ensily identified with Giovamni Guasconti. All three myths deal with
a vision of innocence and absolute beuty whose blessings the prot­
agonist of each either fully enjoys (Adam), o1 attains through physi­
cal labouRs (Vertumnus) o1 spiitual exercises (Dante).

But series of details and a mumber of references and innuendos,
which Giovunni fully notices, yet whose signifcance he entiely
misses, cast deep shades of doubt on the possibility of his ever attain­
ing the state of pardisiac bliss 1eached by thbe three mythical (and
iterary) heroes. When in Padua, he takes up lodgings in a house
once owned by a person cpictured by Dante as a partaker of the im­
mortl agonies of his Inferno» (268) (5). The referentce suggests the
positive existence of evil and its 1elness, but Giovanni, young maI
w7ith a not very complex oY disciminating imagination, insulates him­
self from his new surrounding and all its memories. No1 does he
prove limself an intelligent observen when he lools at the earthly
paradise belowv, for his imocence blinds him to many taces of the
Fall found therein. Round the statue of Vertumnus, wvho in the
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legend achieves a happy and paradisiac reunion with his beloved
Pomona, a «seRpent-like» plant «crept» and «wreathed itself» till it
shiouded and velied the statue (270) (6). The seIpent is aheady
inside the ganden, and there is no scape from the Fal. And as if
1his is not enough warning for the innocent Giovanni, the naIratov
gives him a modernized version of the Adam myth. Described as the
Adam of «the present world», Dr. Rappaccini walks in a non-pardisiac
ga1den full of poisonous plants and practises gardening in a fashion
not exactly remiiscent of €the joy and laboi of the unfalen parents
0f the race» (270).

Our sense of the fall and failure of the earthly paradise is rein­
iorced by various other details. The garden is described as might once
have been «the pleasure place of an opulent family» (perhaps befove
the Ball ?), yet there stanفd now in the very centre the ruin of a
mnarble fountai, sO «woefully shatteIed» that it becAme chaos» ة of
emainig fragments». (269). The wholeness of the original design
is completely lost and the Yavages of time are t beم traced everywhere.

No is Dr. Rappacini's garden, with al its scientifie and 1ationAl
pretensions, completely fiee fiom that most destructive of all passions :
physical love. The shrub, which engrossed Giovanni's attention,
caries a «profusion of pruple blossoms» (269) or «purple gems»
(271, 275) as the narTator refers twice .t themم Purple, a colouR
traditionally associated with sexuality, reminds the reader, but not
Givanni, of sin and the Fall. When Beatrice, «the human siste1 of
the plant», appears, her voice makes poo1 Giovanni «think of deep
hues 0f purple ol crimso» (271). The eroticism latent in all these
1eferences becomes explicit when Beatice plucks one of «the richest
blossoms of the shrub» and tries to fasten it in her bosom (277). The
doctor's garden then is not quite insulated from human passions, and
Ciovanni sees the purple blossoms and thnks of the deep hues of puI­
ple, foY passion is in him and around him.

Nevertheles, it seems that Giovanni kceeps on yearning for para­
disiac inocence, and, as a consequence, is divided between his dream
of imocence and his g1oming amareness of his om sexualiنt y and of
the 1elity of evil This sharp dichotomy and failure t grappleم with
reality in its totality is tlIe key to a full understending of Giovanni's
relationship with Beatrice. Gazing in bIoad daylight at his earthly
paradise, which wAs completely transfonmed by his drcams the night
bcfore, Giovamni is surpIised and a little ashamed to find «how real
and matter-of-fact an affair it prved to be» (272). But he rejects
the real and the matter--of-fact, for his spirit has to remain in its
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height exalted and noble, nevel «govelling amongg e:rthly doubts»
(292). He prefers to remain in the world of his «shapeless half­
ideas» existing in the «dim region beyond the daylight of our peIfect
consciousness. (287). 'There Beatrice is not a person, but 1athet an
image of pure whiteness» (292) whose defects have been «transmittedء 

into a golden crown of enchantment» (287). His Beatrice is a ­heav ء
enly angel» untarnished by the ء mist of evil», more lile Dante's
Beatrice than any real human being. 'TherefoRe his love for her is
not a concrete love for an acbal woman with full human dimenisons,
but a kind of sickly romantic love that foats into t heن abstraet vacunn
of the absolute and the ideAl. As Hawtho1ne himself designates it,
Giovanni's is not a reAl love, for it is simply «that cunnig semblance
of love rhich fourishes in the imagination, but strikes no depth ٨f
1oot into the heart» (287).

Nothing reveals the unreAlness of Giovanni's love to Beatrice moIe
than its sexlessness. The two protagonists are described as mere play­
mnates (288). They love on such a high level of abstraction that there
«had been no seal of lips, no clasp of hands, no" any slightest cAress such
as love claims and hallowE». lndeed the two loveLs never touc each
other, and when their hands meet by mistake, Giovanni finds on the
back of his hand a <purple print like that of four small fingers, and
the Likeness of a slender thumb» (287). 'The fire of desire has buInt
him, and «evi... had stung him» (287), yet he remains enmeshed in
his state of abstractness, for he is a man frightened of his oWi
<appetites» (294), mho forgets his pains «in a 1ererie of Beatrice»
(287).

But glib and naivc as he is, Giovanni did have his difficulties in
his desperate attempt to ignore complex TeAlity and to resolve all the
conficts. For to disregard complex reality in ths facile manner and
t٥ go on living as if it were al clear and simple leAds, almost uni­
forلm y, to our getting caught up in the very contradictions we are
feeing from. Refusing to see BeAtrice as a woman, a dialecticAl com­
posite of body and soul, Giovanni ends up by shuttling in a tragi-comie
manner between an angel (the image of BeAtrice) and a demon (Beatrice
of the poisonous garden).

WVhen he finds that Beatrice is a «wild ofspring of both love and
horror» (279), he does not adjust himself t thisم subtle dialectic of
Iife, but Iecoils in teITor. «Hope and dreAd kept a continual wa1fare
in his bLeAst, alternately vannuisling one another and starting wp
afreh to Ienemr the contest. Blessed ae all simple eofios, be t h1eyن
dark or bright ! It is the Iuid intermixtue of the bro that poducas
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the illuminAting blaze of the infenn:l regions» (279, italics mie).
GiovAmni's dream afteI he first sees Beatrice is quite interesting ToR
it shows his bent of mind. He dreAms of a «rich foreE' and beautiful
girl, FloweY :nd maiden vere different, and yet the sane, and fraught
with some strnge peril in eithe shape» (272). Giovanni in his dream
wants to divorce the foweL (an obvious eotic symbol) from tho pure
vivgin. He simply cannot hing himself to the fact that she is both

the contrAy, when fully awake he keeps on puttig the uestion0 ر
to himself i the sla1'ply polariaed fashion chacteristic of his vay
of thinking : «Beautiful shall I call he1, or inexpressibly terrible ?
(277).

What complicates matters for him is that Beatrice too, it seems
( for we can never be sure wHether we are dealing with Bcatiice o1 with
BeAtice-as-seen-by-Giovanni), wants to escpe from exNeIience to in­
nocence. She is descIibed by the narrator as having no knowvledge
beyond the limits of that garden (285) and even in her garden of Eden,
she does not how much ahout the poisonous plants; « and someties
mnethinks I would fain rid myself of even that small knowledge » (284).
(Not quite as ambitious as her glutonous grand-mothe1 !). It is aso
quite obvious that she could be carried 2way by Giovanni's ideAlization
of her' that sle forgets all about her destructive siste1, the shurub,
with all the sexuality it stands for.

No wonder that such an attitude on Beatrice's part encourages
Giovamni to degenerate even moe deeply into simple idcahizations.
WHen doubts about her nature cloud his imagination, she advises him
to «forget whatever... he may have fancied», offes him the simplc­
minded fomul of the truth of the heart, and lets him « gaze
through ... her beautiful eyes into her transparent soul, and ... feel
no more doubt o1 fea » (284-285). She also shares with him his
fear of sex, eren when he himself thinks of overstepping the limit (288)
of his abstract idelization. hn both cases Giovanni succumbs becanse
he yearns fo1 simple emotions and truths.

The catastrophe of the story is brought about as a 1esul of Gio­
vanni's dream of innocence. Because he is unable to accept Beatrice
as she is and wants to get heR « puIified fIom evil», he ats upon
Baglioni's advice and makes hel' drink a medicine 4 composed of
ingvedients the most opposite to those by Thich ... her ٤wful fathe1 »
poisoned her (297, italics mine). She drinls it and dies.

Grappling with complex Ieality is one of the main motifs that
run though « Rappaccini's Daughter » and indeed many otheY woRks
by Hawthorne. Giovanni's simple-minded, one-sided view of life is
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guite 1eminiscent of Hollingworth's ( in The Blthcdale Romce ) (7).
Hollingworth «lew absolutely nothig, ercept in a single direction>
(471) and held a very naive view of evil. His scheme for reforming
criminals shows a lack of the awareness of the positive existence of
evil. Tt is quite analogous to Giovanni's disastous antidote. All
the utopians of this nove] are characteried by an eitehr/or concpet
of reality, the dangerou8 apocalyptic vision of naive revolutionaries.
In the very heart of the bleakc ء little world of New Bngland» they
dream of paradise (444). They too mant to withdIaw from exper­
ience and tbe howledge of good and evil to a state 0f pure innocence.

The sin of Ethan Brand, in the story that carries his name, is
that he «disturbed the counterpoise between his mind and hert» (1194).
His search for the unpardonable sin is based on the assumption,
similar t Giowanni'sم and Holligworth's, that human nature is a sim­
ple and easily Howable thing. Instead of surrendering to the rich
concrete and to the real, Ethan BIand «was no longer a brother-man,
opening the chambers or the dungeons of our common nature by the
key of holy sympathy he was now a cold obsevveI, lookcing on
mankind as the subject of his expeLiment» (1194).

Aylmer, in «The Birthmark», reiected the best that earth could ofTer
(1032). HIe looks at Georgiana, and like Giovanni, he never finds her
adequate, for he is seeking a pardisiac peIfection that exists beyond
the limits of mortAlity. «He always sees the specba hand that wrote
mortality where he would fain have worshipped» (1028). Being a
man of extremes, Aylmer believes in nothing but science, sheer matteI ;
yet he also wants his wife to be a goddess, pure spiIit He ء handled
physical dctails as if there were nothing beyond thcm, yet spiritua­
lized them all by his stong and eager aspiration towards the in­
finite» (1027). Lile GiovaDni, he sees either this or that, but never
the whole which encompasses both,

All these characters fall because they do not accept the 1ichness
of the human condition with its glory and its grief. It seems that
Hawthorne, with his allegoricAl bent of mind, mas amare, more than
anyone else, of the dangers of anatomizig Ieality and simplifying ouY
concept of it. Aلl though his life he struggled to keep a fiIm gip
on the actual. It was struggle ج of gret importance fo1' Hawthorne,
both as a man and as an artist
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Notes

1٠ Hrman MIelville, Aloby Diek, ed. Mewton ANvin (Newv York : Holt,
RinelaYt, and WVinston, 1964). Page numbeIs will be 1eferred
to in the essay itEelf.

2. It is auite possible that Melville neve" had the chance to Iead or
see a Scnibean well-made play, but the terms are useful here as

mens of maki some significant distinctions.
3. Comnpre «MaIried !I 1eel as if a stack of chimneys had fallen on

my head !» in Scribe's A Peclia: Positiom, included in Camille
«d other pts, ed. Stephen S. StAnton (New Yok : Hill and
Wang, 1957) P. 8, to Hamlet's <To be o1 not to be».

،1, This is not entirely true though, for there are repeated references
to crowns and demni-gods especially when Ahab is the subject of
discussio. 'Tle dramutis persone are 1eferred to as «hnights
:ud sauires» (111). Howeven, Ahab's kingliness stems from his
intisic qualities and merits, not from his belonging to any social
cl٤ss.

5. Ly:tt H. Waggoner (ed.), Natlaniel Hathuorne : Selected Tules
(.nd Skefchres (Nenr York : Holt, Rinehart and Winston,  ه1964

In o1der to 1educe the numnber of footnotes, I shall 1efer to
the pge 1umbers in the text itself.

63. WAlton Rawls, Hawthorne's ه Rappaccini's DaughteI , د The Ea­
pli««to; KV (1957), itemn 47.

7. Al quotations fom the Blitledale Romance, «Ethan Brand», and
«The Bithmark are from No1man HolLmes Pearson (ed.), The
٢'anplete Nowels un Selectel Toles of Nathanwel Eaothorwe
(New٢ York : Random House, 1937). The page numbers will be
referIed to in the text itself.
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