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Given the centrality of painting and sculpture in The Marble Faun and
the novel’s setting in Rome, it is not surprising that a large portion of
criticism focuses on the significance of art in Hawthorne’s final romance.
A number of critics have examined art’s role in measuring a character’s
moral stance and values, discovering, as does Rita K. Gollin, Hawthorne’s
tendency to define the novel’s characters by ‘‘when they paint, what they
paint, and how they respond to paintings’’ (2).' Art’s thematic and sym-
bolic function has also proven fertile ground for critics who have explored
Hawthorne’s use of art to develop themes as diverse as the divine creative
process and man’s doomed struggle with evil.? Donald G. Darnell goes so
far as to demonstrate that the artworks in The Marble Faun serve as emblems
that not only illuminate theme and character but also define the novel’s
threefold structure.? Other critics have considered explicit statements about
art in the novel and the use of specific art objects as evidence of Hawthorne’s
developing aesthetic.* In regard to aesthetics, however, few scholars have
closely examined the relationship between art and life or the ideal and the
real in the novel--a surprising oversight given Millicent Bell’s claim that
Hawthorne’s art in general ‘‘is rooted in distinctions between the realms
of the real and the ideal’’ (13).

At first reading, The Marble Faun, in its treatment of art and life,
almost seems to provide a gloss on Keats’s ““Ode on a Grecian Urn.”” In
a number of passages in the novel, Hawthorne, by contrasting the mutability
of life or nature with the apparent timelessness of art, seems to be recreating
Keats’s dialectic between the ideal and the real, between the ‘‘marble men
and maids’’ crossing the urn ‘‘forever young’’ and the generations of time-
torn beings who gaze upon the urn. Hawthorne, for example, comments
directly on the ephemeral nature of life, noting the ‘‘brief duration of our
families’’ (119), Donatello’s ‘‘evanescent...show of character’’ (271) as he
models for Kenyon, and the “‘transitoriness of all things’’ (150)--both hap-
piness and trouble--when contrasted with the immense granite pillars at
Trajan’s Forum. Perhaps the most dramatic example of nature’s mutabili-
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