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Abstract
While Conf%dfs critics generally recognise that ‘his vision
of man is double, tha; he is sensitively awa;e of man's
’isolation and of his social identity, they 6verlook‘the fact
that the relationship between Conrad's short fiction and
novels is best understood in the light of his two-fold
contemplation.

This study démonstrates that Conrad writes short
stories and novels to illustrate either man's isolation or
both his isolation and social integration. The analyses of_
four pairs of Conrad's works from his early, middle, and

late periods--"The Return" and The Secret Aggnt; "Karain"

, > ‘
and Lord Jim; "The Secret Sharer" and Under Western Eyes;

and "The Planter of Malata" énd Victorz--confirm.that’
Conrad's preoccupatxon w1th man is constant that he views
man as an isolated individual and as a social beihg, that he
has a‘deep modernjst awareness of human separateness and a .
traditional thinket's conviction of human solidarity. Conrad
presents the two aspects of_bis vision through appropriat?
narrative methods: simple and single narrative perspectives,
linear action, .and cymulatlve narrative blocks in the short'
storles, multiple perspect1ves, narratlve sequence, and
1nterrupted chronology in the novels. ‘ S
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I. Introduction
Joseph Conrad's preocéupation with man's essential
separéténess finds clear expression in his letfer of 2
. Novémber 1895, to Edward Noble, written ostensibly to advise
the youpg writer to write from the depth of his personal
convict{yons: . -
veryone must walk in t%e light of his own heart's
ospel. No man's light is good to any of his
ellows. That's my creed--from beginning to emd®
hat's my view of life--a view that rejects all
formulas, dogmas, and‘érinc12;;§ of other people's
making. These are only a web of illusions. We are

too varied. Another man's truth is only a dismal lie

to me.'

~
<

The idea that we alilmust regard, and reject, other people's

convictions as unreal and falsé implies that every man s

alone, for nobody else can dpprecﬁafe his point 6f view,
Conrad's letters to Cunninghame Graham, written durﬁng-

the end of 1897 and the beginning of 1898, equally emphasize’

human isolation. In a letter of 14 January;1898, Conrad says

.4
0

to Graham: "Half the words ve‘uée'haye no meaning whatever

and of the other half each man understands each word after:
the fashion of his own folly and conceit.f{Thgn there is the
letter of\31 January 1898: " . . . each man is so bu5y°wi£h

his own futility that the handwriting aof a stranger cannot

- . e A - - - -

Letters~of Joseph Conrad, Volume I, t861-1897 (London:
Cambridge UP, 1983) 253, ° '




be very welcome to him. 7‘ The emphasis on the unlqueness of
.

human understanding and\?n the 11m1tat1ons\;f our efforts to

reach out to_others, indicate our separateness. This

awareness of insularity carries over into Conrad's fiction

of the period. In Almayer's Folly, Conrad's first novel,

Nina stresses humanseparateness when in the climattic scene
she makes her parting sgeech to her father: \
. "No two human beings understand-®ach other. They can
but understand ‘their own voices. You wanted me to
' dream your dreams, to seé your visions... . . But
while you spoke I listened to the vo&;e'of ﬁy own
self. . . ."? ¢
Many of Conrad"srzharacters af; private individuals
because they do not understand, relate to, or communiéate
with, others. Also, inner torment, anxiety,:uncert;inty,
lack of family and social connections, ambition, and
. . _
voluﬁtary withdta@p  from society isolate them from other
humans. Often an isolated Con;éd individual clings to some
belief.or sometimes iéenéifies wfth an imagipgry double to
survive or fulfill himself, without learning to relate .
himself to others or. loses the Capacity for human"
relationships. To read about ConFad's characters is to form
an impression éf his vision of pan(s-isolation’oﬁ his
understanding of man as 'a separafé beipg._ |
N f

»

1Cedric Watts, ed. Jos Conrad's Letters to,eunnigham
Graham (Cambridge: Camgrxdge ge UP, 1969) 65, 71.° -

’Qimaygr's Folly (London: Greshdm, 1925) 179.

NN
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Yet, it would be wrong ® suggest, as does David

Daiches, that Conrad's finest stories are

all concerned, directly or obliquely, with

- situations to which public codes--any public

. 4 N . ) . é
‘crew, Soon, however, he accepts the position of captain on a

N

codes--are inapp}icable, ‘situations which cannot be

related to any of the beliefs or rules which make

human societies possible.*
Cénrad's major works, indeed, deal with situations which
show how an isofﬁtéd character aligns himself, literally br
symbolically, with‘a sociaf unit--a mafitime community, an
indigenous peopie, or even an individual, such as Lena in
Victory--and illustrates fellowship and a spirit of
colléboration which makes life in society a reality. The .
charaétq;'s merging into the social unit thus suggeéts hi§
creator's soéiél vision, and ipdicates that i1f Conrad was
sensitively aware of the isolation of the individual, he
névertheless‘believed(that man achieves excellence when he

unites with a larger society.

Conrad's last major novel, The Shadow-Line, offers a

good jllustration of man's inteération into community. The
chiefmate-narrator of the book is, in the beginning, an

alienated being, for in response to his feeling that in the

.community life of the ship he is losing hid individuality_he

_quits his job and cuts himdelf off from“the members of the

new ship and identifies with his shipmates. He commits

‘David Daiches, The Novel and the Modern World (Chicago: U
of Chicago P, 1960) 26-27. ’

4
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himself to the responsibilities towards the crew, creates
camaraderie between himself and his men, and works jointly

< ’ .
with his cook to get the imperilled ship to a port. Thus, he'

illustrates the "feeling of fellowship . . . the subtle\but

[]

invincible conviction of solidarity . . . which binds
together all humanity,"® and achieves excellence as“he_
becomes a responsible member of society. The progress of the:
solitary individual to a social identity, whether through
commitment to a group or an indiyiddal, is alse the main
suojedt in Comradyp other hajor novels. This devehopment
suggests what Edward Said remarked in another connection:“
Conrad was a "seeker after normative vision."*‘ He, quite
characteristically, sought peaceful sanctu ry in the.

‘ s ¢ . : . : '
traditional (hence "normative") and agelesd belief in man's

necessary ties-to socicty. ‘

While Conrad's crlglcs generally recogn se that hls :
vision of man 1s double, that he is deeply aware of. man s

1solat10n and also of his soc1al 1dent1ty, they almost
1nvar1ably overlook how his two- fold contemplat1on works in
' closely related short fiction and novels. For example, ~ °

Albert JJ Guerard and John'A Palmer offer’oﬁly sporadic

-

dlscu551ons of the parallels between Conrad s shorter works

-~

and novels and do not attempt to Bhow. how the works

.

51llustrate the two aspects of the author s v;21on.’ The

-—— - —— O Gy wn - - -

*Joseph Conrad, The Ni er of the 'Narcissus', Typhoon hoon and
Other~Stories (Harmon svorth; Pen. uin, 1971) 1 2.

“Edvard Said, Joseph Conrad and the Piction of Autoggograg x
(Cambridge: Harvarg vP, 1966) 15.. :

’Gee Albert J. Guerard, Conrad the Novellst (Cambridgez
‘Harvard UP, 1958) andnaoﬁn X. Palmer, Josep osegh onrag




present study 1s undertaken 1n the belief that while it 1s
important to notice the similarities between Conrad’'s short
and long works, their relationship is best understood in the
lrght of the dualism 1n Conrad's vision. The study attempts
to establish the nature of this rela£ionship by looking at
tour pairs ot Conrad's works "The Return” and The Secret
Agent ; "Karain" and Lord Jim; "The Secret Sharer” and Under
Western Eyes; and "The Planter of Malata"™ and Victory.
o

Alt hough composition dates seem to set them apart,’®
"The Return” and The Secret Agent share the common 1dea of
human insularity and treat remarkably similar domestic
scenes, suggesting that the novel 1s a reworking, 1f not a

.

retelling, ot the short story. Conrad wrote "Karain: A

’

Memory" and Lord Jim contemporaneously,

.

and reworked in the
novel the shorter worKfs theme to reach a diftferent
conclusion about the hero's predicament,.

"The composition history of the third and fourth groups

*
of works--"The Secret Sharer"” and Under Western Eyes; "The

Planter of Malata" and Victory-“indicates how need for money

forced Conrad to drop the novels, already underway, to write
A

>(cont'd) Fiction: A Study in Literary Growth (Ithaca:
Cornell UP, 1968).
*They were written in 1897 and 1906 respectively. See
Zdzislaw Najder, Joseph Conrad: A Chronicle (New Jersey:
Rutgers UP, 1983) 208, 323. ‘

*IfY his letter of 14 April 1897, to Edward Garnett, Conrad
indicates the date of of the completion of "Karain":
"Karain" gone to Unwin today." See Karl and Davies, 352.
Lord Jim was begun as a short story in late May, 1898. The
story got ott of hand and began to expand into a novel. The
novel was completed on 14 July 1890. See Frederick Karl and
Lawrence Davies eds. The Collected Letters of Joseph Conrad,
Volume 2, 1898-1902 (London: Cambridge-UP, 1986) 65.




- \ . . .
the stories for magazines, re-using the novels’ material;

having finished the stories he returned to the unfinished

- {

novels and completed them quickly.'®

The works in each pair are, then, closely related, a
\
fact which justifies their detailed comparison. There 1S

further justification for comparing them because reading one
work in the light of the other illuminates what 1s a
L 4

frequent practice of Conrad’'s: to recreate his vision of
‘man's isolation .or to switch from an individual to a social
view, and vice versa. By examining a short story and a novel
in each chapter, this thesis arques that Conrad’'s use of
narrative forms questions the general validity of Frank
O'Connor’s theory:
the novel adheré[s] to the concept of . . . society,
of man as an animal who lives in a community . . .
but the short story remains by its very nature
remote from the community--romantic,
individualistic, intransigent.''

In both his short fiction and his novels Conrad presents his

vision of man as an isolated indiwidual. His shorter fiction
“°The story version of Under Western Eyes was begun before
the end of 1907. See Najder 333, 564. Conrad broke off Under
Western Eyes to write "The Secret Sharer” in late November
or early December, 1909; see Frederick R. Karl, Joseph
Conrad: The Three Lives (New York: Farrar, 1979) 4. He
finished the story in less than two weeks (Najder 569),
resumed work on the novel and completed it on 22 January
1910 (Three Lives 677). Victory was started around April,
1912, abandoned temporarily to write, among other works,
"The Planter of Malata" (completed around 11 December,
1913);: the novel was finally completed around 20 June 1914.
See Three Lives, 747-48. ’
"'Frank 0O'Connor, The Lonely Voice: A Study of the Short
Story (Clevelard: World, 1963) B80.




almost invariably depicts man's isolation, whereas his
novels more typically present the social'}eality of his
characters. The novels are the vehicles for the presentation
of his characteristic belief: the individual's integration
into society is a moral necessity. The familiar pattern In a
Conrad novel 1s that i1t begins with a pilcture of a separate
Wmdividual, but as the work progresses it shows that the
individual finds fulfilment in committing himself to others.
His story thus becomes the story of the "relation of man to
the human communion.”'? This pattern sometimes emerges as a
reaction to the narrow vision 1n the immediately preceding
shorter work. At other times Conrad portrays a vision of
individualism 1n t%e short fiction, written during a pause
in the composition of the novels, and then proceeds to
complete the pattern.

Whether Conrad portrays man as an individual or
presents his characteristic belief, he does so through
appropriate narrative methods. He re-uses the novels’
material in the shorter works, and vice versa, and employs
suitable technigques to adapt his material to his chosen’
narrative forms. In the shorter works, he manipulates single
and simple narrative perspectives, predominantly linear
action, delayed éonflict, and slow resolution in order to
focus intensely on his characters' separateness. In general,
Conrad's novels have complicated versions of the shorter

L4

works' fechniques. The novels use hultiple perspectives,
' 3Robert Penn ws}ren, "Introduction+" Nostromo (New York:
Modern, 1951) XVII.



narrative sequence and ianrrupted chronology. By expertly
using narrative sequence and dislocated chronology, in works
like The Secret Agent, Conrad ghows that his characters are
separate individuals. Elsewhere, in works like Lord Jim and
Victory, he shifts time to use (and shift) points of view of
his éharacters so that he can analyse and emphasize his
characters' cgime against humanity or their moral
deficiencies that prevent them from living in socjety,
implying thereby the moral imperative that the characters
integrate themselves into society; sometimes by means of
simple time shift alone Conrad effects such analysis,
emphasis, and implication. Once the characters"moral need
has been made clear, Conrad presents, in a seguential

° ‘

narrative, his characters' ability to integrate into

society. In works, like Under Western Eyes, Conrad, without

radically shifting time, uses the points of view of varioﬁs
characters to analyse and emphasize his characters' crime,
and to imply their moral need and ability for social
integration.

Conrad's employment of narrative techniques appropriate
ﬁn;)ﬁs material reflécis the modernist artistic credo he

declares in the . preface to The Nigger of the 'Narcissus':

there he insists tq§thﬁhe artist must exercise a "complete
and unswerving devotion to the pe:fecf blending of form and

substance."'® His use of form in the short fiction is,

' howévq;, determined by the pagticular genre he works with:
*3The Nigger of the 'Narcissus', Typhoon and other Stories,
120 ° * )

J
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novella, sh;rt‘story, long short story, all of which can be
placed under the taxonomy, "shorter f{ction," qlnce all
three are shorter than the novel. Those shorter works by
Conrad which are examined closely in this thesis belong not
to the first two categories but to the last.

Before explaining why these works‘should be called long:
short stories, we would do well to attempt a brief'review of
the term novella, and to point out why these works cannot .be
called either novellas or short stories. Thevterm novella
refers to prose fiction (roughly 15,000%ords to 50,000
wordg in lengkh)'* which occupies a middle ground bétween
the tautness of the short story and expansiveness of the
no el. Hen}y James, in a justly famous r;;ark in the Preface
to "The Lesson of the Master," referred to\the'form as "the
beautiful and blest nouvelle [his term for the'novella],
the "ideal" "for length and breadth.” The_form‘frees the
writer from the arbitrary limits usually imposed-on.the
short stofy and allows him to "do the complicated thing with
a strong brevity and lucidity—~to arrive on behalf of.the —
multiplicity at a certain science of control."'® James'

conceptiop of the novella'hés had many adherents, including

Judith Leibowitz. In her book on the novella, sherargues
3 N N .

'*Mary Doyle Springer, Forms of the Modern Novella (Chicago
& Los Angeles: U of Chicago P, 1975) 10. For an excellent
review of the history and development of novella ‘
terminology, see Gerald Gillespie, "Novella, Nouvelle,
Novelle, Short Novel?--A Review of Terms," Neophllologus 51
(1867): 117-27 and 225-30.

'*Henry James, "Preface to 'The Lesson of the Master'" {n
The Art of -the Novel, ed. R. P. Blackmur (New York:
Scribner™s, 1962) 2 o 231, ,
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that the overall aesthetic effect or narrative purpose of
the novel is elaboration, that of the short story is
limitation, while that of the novella is intensity and

expansion. The brief form enablesqahe writer to achieve "an
03

intense and constant focus on the subject" and to muitiphy
or expahd its imp}ication through gepeated "exploratioh of a
limited area."'* Surely Jamef' and5&§iﬁowitz's formulations
cannot be said to apply neatly to all works that are often
regarded as qovellas, but they are useful in thét they

provide us with some recognizable,‘and often applicable,

¢

attributes of the form: (1) intermediaté length, which

allows econom1cal preSentatlon and spares the reader the
\ ° {
boredom that is usually involved 1n\%ur reading of long

novels; (2) concentrated focus on the subJect situation, or

theme; (3) its enrlchment through compllcatlon, '

multiplication, expans1on,‘through the creat1on\3f‘ a

compelling richness of implication.™'’

°

None of the stories examined in this thesis explores
its theme to -achieve multiplicity or richness of

.implication, and to suggest some larger truth abéut‘humanv

N v
nature. They cannot, therefore, be called novellas. On-the
)

other hand, they cannot be said to belong to the class of
the t?hg}tional.spbrt story. Somewhere near‘the beginning of :
this kind of story ) '

the ‘'reader 1s given a 11ne of progression to

- —— - — - q---————

'¢Judith Le1bow1tz, Narrative Purpose in the Novella (The
- Hagues: Mouton, " 1974) 16.

- “7Kerry McSweendy, "Notes on the Novella," Queen's Quarterly
83 (1976) 706 ° " & . |

y
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follow--a clear statement of the conflfct, or a hint
of it, or sometimes merely a sense o£ mystery, of
tension, or ‘a perception that a conflict{exisfs——aﬁg
from this point on he follows the [rapid movement of
the] action to crisis and final resolution.n‘ ? "
ConrgaTs stories do not belong to this class because, first,
‘they are much. longer Lhan most stories of the trad{tiqnal
kind (so they should be calied long ShortAstories),_ana,
second, they deviate significant;y from the tradjitional
short story pattern (length allows the departu?e).
Most of Conrad's storigs have a point of conflict.
However, the conflict does not occur at the beginning and it

(;Qs not r:love speedily towards denourﬁent. "The (I’diots," "The
" Return," and "The Planter of Malata," among others,‘Begin \
backwards away from the conflict. fhe first, for example,
opens with the narrator learning the story of the Bacadous'
misfoftune from“differént sources. He devotes the next three

. -

.pages to a descriptiuon of Jean%i’etre's return from military
service, of his marriage, of the birth.of his twin boys.
SeQen pages into the story, the conflict is introduced: we
are told of the Bacadous' discovery that the children ?‘Q
idiots. There is further coﬁplication ﬁhen, in response to
Jean Pierre’s prayer for a normal boy, who would inherit his .
land, an idiot girl arrives, causing‘furmoil in the family.
Inétead of quickly bringing the conflict to a.resolution,
Conrad's narrator moves very slowly to the resolutionﬂ“

L | T Ay

"SA. L. Bader, "The Structure of‘ the Modern Short'Story,Y~
College English 8 (1945) 87. “

.

4
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taking about twelve pades to escribngusan'é killihg ¢f her
.husband and drowning herself in the sea.

Following the-introduction of the conflict, Conrad's
'storf;s sometimes shift their focus to some other
elements--details about the principal character ‘or-
characters, or something that happened to them in an
-anterior time-- and, then, return to the conflict and

'ﬁfoceeq toward denoument. In "Amy Foster," the main
. ‘

narrator, Dr. Kennedy, hints at the conflict when he implies -

that Amy's and Yanko's tragedy arises from their
"irreconciliable differences."' % Instead of rapidly
developing conflict and resolving it, he begins, léisurely,
to telllab;ut his imprtssions of Amy, the imaginative and 
kind girl. Then, he relates .how Yanko survived a shipwreck,, .
suffered. in the hands of the Engl1sh and the\like,
returning finally (after twenty pages of character SN
description) to the c$3f11ct and presenting it through the
account‘of Amy's and Yanko's domestic différences.
Certainly, length allows such structuring of natrative;
If he were to wrlte a story df few pages, he would not have
the freedom to move long dlstances away from the conf11ct
and return to it, or to 1ntroduce conflzct late and proceed
slqwly‘towards the end. The long short story, however,
suited Conrad's purpose; it enabled him to employ
appropriate form for h1s mater1a1 to make tellnng the means
of presenting his vision. 1

.
.
- ’ .
—-,—————----; ——————— - s .

' *The N1gger of the 'Narcissus' Typhoan and other Stories’
23§7 R -, )
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' My examination of "The Return,"” "Karain" and "The
Planter of Malatg" will show that Conrad's stories often
have an introductory section, followed by a movement whicﬁ
introduces the conflict ahd.ixtends it or introduces the
conflict and takes the reader éo the hero's past; in the
third movement, the éonflict is resolved slowlf. Conrad uses
these segments cumulatively, and often linearly, to create
an increasing awareness of his characters' separateness.
Again, in works like "The Secret Sharer"” Conrad uses the
length of the narrative to provide a detailed,rprolonged and
intense account of the character's individuality. Told,
lineayly, and from §is own pe;spective, the stor&
‘consistently focuses on the narrator's isolation.

In his novels, too, Conrad employs suitable form or
method for his material in order to present his vision. Ford
Madox Ford memorably described one of Conrad's methods, the
time—ﬁechnique, which Conrad and Ford considered to be most
effective:

We agreed that the general effect of a novel must be
the general effect that life makes on mankind. A

novel must therefore be a narrative, a report. Life:
does not SEX to you: In 1914 my next-door neighbour,
Mr. Slack, erested a gfeeﬁhouse and pa;nted it with
Cox's green aluminum baint. . . . If you think about
the matter you will‘remember, in various unordered -

. pictures, how one éay Mr. Slack appeared in his

garden and cdntemplated the wall 6f his house. You
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will then try to remember the year of that occurence
and.will fix it as August 1914 because HKaving had
the foresight to bear‘the municipal stock of the
city of Liege you were able to afford a fir§t—class
season ticket for the first time in your life. You
will remember Mr. Slack --then muck thinner because
it was before he found out. . . . At this point you
will remember that you were then the manager of the
fresh fiéh branch of Messrs. Catlin and Clovis in
Frenchurch Ftreet. What a chanée‘since then!
Millicent had not yet put her hair up. : L2
In short, in the realities of memory and perceptién events
do not come to us in straight Iines, in the manner of the
linear arrangement of the 26 letters of the alphabet, but in
unordered and meandering sequencé..The noyelist, therefore,
"ought not to preseni experienée, which he reéonspructs from
memory, in strict chronological order, in the manner of
'
Victorian novelists. In order to get a character into
"fiction [he] could not begln at his beginning and work his
life chronologically to the .end. [He] must fi;st get him in
with a strong impressién, and then work backwards and
forwards over his. past."?' The novelist should CaptS:e
mimeticélly the "impfessions [that life] makes on our
brains:"?? Conrad's Shortgr Qprks hardly deﬁonstfﬁte such
use of time;tneither does their magnitude allow nor does

2°Ford Madox Ford, Josegh Conrad: A Personal Remembrance
(Boston: Little, Brown, 19 4) 180-81,
31Ford, 129-30. .

:Ford, 182. : -




15

their subject require the most complex manipulation of this
. re 0
time-method that we find in his deeply reflective novels, g,

such as Lord Jim and The Secret Agent.

4 In addftion to the time method, éonraa used, in his
fiction, the technique of multiple perspectives. He
acknowledged his rel®ance on both of these methods in a
letter to his friend and critic, Richard Curle, written in
order to respond to a critic's use of the word "historical”
in coﬁnection with his novels:

My own impression is that what he really meéht was
that my manner of telling, perfectly devoid of
familiarity between author and reader, aimed
essentially at the intimacy of a personal
communica;ion, without any thought £br effects. As a
matter of fact, the thought for effects is there all
the same (often at ghe expense of mere directness of
narrative), and can be detected in my unconventional
grouping and perspective, which are purely
temperamental and whereinlall my 'art' consists.
This, 1 suspect, has'been the difficulty~the critics
felt in classifying it as romantic or realistic.
Whereas, as a matter of fact, it is fluid, depending
on grouping (sequence) which shifts, and on,thé
chanéing lights giving varied effects of
perspectivé.

It is in those matters gradually, but newver

Q
-

completely mastered that- théﬂilstory of my books
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‘really nsists,??
In the major novels examined in this thesis, Conrad expertly
uses, among other techniques, complex time-scheme (involving
chronology and its violation) and changing points of view to

analyse his characters' plights and moral situations, to

. present them as isolated individuals or to emphasize the

. (New York: Doubleday, 1927) 317.

realization of their social selwves.

‘In the next four chapters, I discuss how Conrgd
portrays the two aspects of his total vision in his shorter
works and novels. Chaptér 2 deals with "The Return" and The

L

Secret Agent; it shows how Conrad treats in a short story °

and a novel his vision of man's separateness, re-examines in
the novel the shorter work's theme of human insularity, of
its charact;rs' incapacity to understand, relate to or
communicate with others. Chapterx’.3 concerns the writer's
portrayal of isolatioh in "Karain" and his offering a social
vision in Lord gim; Chapter 4 examines Conrad's presentation
of an isolated chagacter's fulfilment of pgrsonal emqtiQnal

needs in "The Secret Sharer,"” and the authorfs treatment, in

Under Western Eyes, of another isolated individual's

ihtegration into society..-The novel portrays the ‘

1nd1v1dual s plight in the light of the Russian political I
climate, which\e’hrad had not examined before. Chapter 5 )
deals with two extreme individuals, Renouard of fThekPIanter"
of Maiata"‘;nd Heyst of Victorif who willingly withdraw from

society. While Rénouard loses his"capaciiy for huﬁan

23G. Jean-Aubry, Jose h Conrad: Life and Letters, Volume II
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A 0
felationships and community life, Heyst comes to gain a
social self through‘humaé relationships.

The analyses of the four pairs of works will confirm
that occasionally in both his short fiction and novels
Conrad presents his vision of man's separateness. His short
fiction moré typically depicts man's isolation, @hereas his
novels frequently present the social realityvof his
characters. The novels are the gocial ?ountérpargs to the
stories. Because their scope permits it, they use
complicated versions of the short stories' techniques to
create their author's visions. What emerges from Conrad's
- practice is that his preoccupation with man is constang[
that he views man és:a separate individual and as a gocial
being, that he has a deep modernist awareness of human

separateness and a traditional thinker's conviction of human

solidarity.



I1. 'The Return' and The Secret Agent

"The Return” and The Secret Agent illustrate that Conrad

i&gund both the short story and novel forms to be convenient
mediums for portraying his vision of man as a separate
being. In ;hese works, Conrad anatomizes tﬁ; rela:tionships°
of the Herveys and the Verlocs, the only white, urban

married couples in his fiction who do not ackndﬁledge or

understand one another., Conrad examines in The Secret Agent
»

the .idea of the isolation of married people, first treatéd;

in ;The Return” nine years earlier, and enriches the idea by
- showing that not only are a husband and a wife separated
from one another but the various members of the anarchists
and the police as well. Thus Conrad presents fragmentation
and isolationuas the universal ills of modern society, and
issues a warning about their destructiveness.

"The Regurn" opens with Alvan HerQéy'walking home one
ef;hing.through the city of London. He and his wife had
married out of self-interégt and managed to live for five '
years a conventional and sociable hdme.iife; on returning
home, Hervey finds a note from his wife telling him that she -
has run off wlth another man, astounding news that creates
in the man a succession of emotlons. When his w1fe returns

_ and tells him thqt she does not have the courage to leave»
permanently,.there follows!a lengtﬂ;idiplogué ?Hich maﬁes
expiicit the impossibility‘of the Herveys' ﬁnderstanding
“each other. In the course of the d1alogue, the husband .

recognizes that there can be no life w1thout fa1th and
9 o { : '
‘ 18



love."?* But since the wife refuses to share his feelings,

he leaves f{or ever.

w? "The Return” 1s not a story about "Hervey's sexual

ditticulties” with his witfe, a predatory female, as Thomas
Moser, and others like him, have wrongly judged,*® but, as I
shall show, about the insularity of a false union: how such
4 marriage 1solates the partners, rendering them incapable
ot ever bridging the gap between themn. And Conrad presents
this theme through an effective nagyrative method, although
bawrence Graver, among otfers, has argued otherwise:
Weakened by lifeless dialogue, an unconvincing
setting, . . . 1t 1s an extravagantly self-1ndulgent
story. . . . Instead of dramatizing Hervey's
shallowness, Conrad holds i; up for i1mmediate
disapproval. . . . Hervey 1s damned by relentless
moral descriptions, alienate'cf,’om both our
. interest and our sympathy before‘ﬁé has a chance to
act.**
Graver is not being quite fair to Conrad here. Although the
story does not rank with Conrad’'s best short fiction?®’

**Joseph Conrad, Taheg\§£)0nrest (London: Gresham, 1925)
177. All subsequent feferences to the story, cited
parenthetically in the text by page, are to this edition.
**Thomas Moser, Joseph Conrad: Achievement and Decline
(Cambridge: Harvard UP, 1957) 71-78. See also Albert
Guerard, Conrad the Novelist (Cambridge: Harvard UP, 1958)
96; Bernard C. Meyer, Joseph Conrad: A Psychoanalytic
Biography- (Princeton: Princeton UP, 1967).124-4€5. '
*‘Lawrence Graver, Conrad's Short Fiction (Berkeley: U of

California P, 1965) 36, 38. .
_#%However,” Tom Hopkinson in "The Short Stories,
‘Magazine 4 (Nov 1957) 36, claims that "The Return" belongs

London

to half a dozen of Conrad's best short stories which include
works like "Heart of Darkness" and "Typhoon."
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_ . ‘ A
because of occasional overwriting arnd moralizing', it does,

on the whole, use effectively, and necessarily, description,
setting, and dialogue ta focus on 1ts theme.

The story falls, roughly, into three parts: 1n the
first, Conrad describes, in about six pages, the city and
.the nature of the Hervey marriaqe;<in the second, he
belatedly introduces the conflict with Mrs. Hervey's note;
instead of quickly bringing the conflict to a resolution, he
extends the conflict as he describes at length Hervey's
reaction to his wife's note; and, in the third, he presents
a lengthy dialogue between the Herveys, which slowly
resolves the conflict. Con;ad presents the action linearly
and uses these narrative segments cumulatively, so that the
reader gains an increasing understanding of the theme of
insularity.

Through the account of the Hervey marriage and the city
Confad first\éxposes the reason for, and the nature of,
insularity. What causes the Herveys“isolathubis their
loveless marriage. Alvan Hervey marries a "well connected;
yell edusated and intelligent™ (119-20) girl who could
sustain his vardity, his belief in social respectability.
M6feover, marriage offers him the prospect of owning a girl
with physical charms. FBllowing his marrigge, Hervey regards
his wife as one of his possessions, desiring her ]
"masterfully C. principally for the satisfaction of

having his own way." Conrad describes Hervey's feel@ng

toward his wife as something "no more reprehensible in its

[ A
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nature than a hungry man's appetite for his dinner™ (120).
/
Mrs. Hervey, too, marries not because she is-in léve but
because marriage to the rich Hervey can release her from.the
boredom of her home, "where, as if packed in a tight box,
her individuality--of which she was very conscious--had no
play” (120). N
Right from the beginning, the Herveys are apart, since
they do not love eaclr other. During the five years of their
marriage, they do not Question or examine tgbir false union
but complacently indulge in socially respectable activities,
which widen the existing gap betfeen them:
She; to give her individuality fair play, took up
all manner Qf philanthropic work and became a member
of rescuing and reforming societies presided over by
ladies ot title., He took an active inte;est in
poiitics; and having met quite by chance a literary
man;—who nevertheless was Telated to an earl--he was
induced to finance a moribund society paper. . ¢ .
She received her mixed and decorous guests with a
kind of tall, ponderous grace. . . . Her Thursdays
were becoming famous in their wo}ld; and their world
grew steadily, annexing street aftér street. It
included also Somebody's Gardens, a Crescent--a
couple of Squares. (121-22)
The Herveys' activities indicate that they follow the

dictates of social approbation and of their own wanity; they

Q
are "like two skilful skaters cutting figures on thick ice

A Y
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for the admiration of the beholders, an4 disdainfully
ignoring the hi n stream, the stream restless and dark;
the stream of llse profound and unfrozen”™ (123). The styeam
here is Conrad's metaphor for the inner life, which is vital
and onward moving. Conrad suggestg that true life lies
beneath the surface of things, underneath the activities
that govern our life. In Conrad, depth or abyss is often
associated with evil, but here it is the dark river of life,
of love, and men and women who Qo‘not drown themselves 1in
this river do not 1i?e pas§ionately. The-Herveys do not
imqerse themselves in the ;iver, live a l1fe of surfaces,
and put off the task of understanding and learning té love
each other. In consequence, they remain insulated from each
other, "unable ta look at a fact, a sentiment, a principle,
or a belief'otherwise than in the light .of *their own
dignity, of their own glorification,'of their -own advantage"”
(123). Each is a solipsist, unwilling to acknowledge the
other, "no more capable of real intimacy than two animals
feeding at the same manger under the same roof, in a
luxurioqs stable” (122). The metaphori suggests that although
théey live in the same house each of the Herveys is concerned
only with himself or herself just as each of the animals
eating from the same box “is przoccupied with its own share
of food. Human beings are as distant, as unable to ?

acknowledge another of their kind, as far gpart from each

other as these animals.
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Conrad blends the Hervey marriage and fhe city in one
account to present effectively the theme of his characters'
isolation. The story opens with a description of the city of
London which soon gives way to an examination of the Hervey
marriage. The description of the city enables us to
understand the Hegveys' situation, suggesting Conrad's
effici'ent use of setting:
The Inner circle train from‘the City rushed
impetuously out of a blﬁck hole and pulled up with a
discoygant,_grinding racket in the smirched twilight

A - of a West-End station. . . . A disregarded little.
woman in rusty black, with both arms full of
parcels, ran along in distress. . . . The slamming
of the carriagé'doors burst out ;hanb and spiteful
like a fusillade; an icy draught mingled with acrid
”fumég‘swept the whole length of the platform and

’(madi/; tottering old man, wrapped up to his ears in .

a woollen égaforter, stob short in the moving throng
to cough violently over his stick. No one spared him.
a glance. . . . (118) '

" John A. Palmer suggests that the city in "The Return" and ;

that in The Secret Agent are remarkably similar,?' but

neglects to point out that Conrad's use of the city helps us
understand his characters' isolated existence. It is a city
of soot, uproar, spite and strife, not the right setting for

harmonious and humane relationships. Human beings in need of °

i

**Palmer, 102. . . G:%
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attentipu are "disregarded"; people in London like distance
fromu rather than fellowship wi&h, one another. The Herveys
find the city, we may assume, tﬁerefore, congenial for
maiptaining a marriage that keeps them apart.

.By effectiVelyxusing’the description of the fetting and
tﬁé Herveys' marriage, \béh, Conrad establishes.the fact of
their insularity. Thereafter, his technique is t® emphasize
further the characters' plight. At first,.he does this
through the second part, which analyses Alvan “Hervey's
reacfion Eo his wife's elopement and creates a stronger

impression of isolation. The analysis is--as everyone

‘agrees--extravagant. This is so because the narrator dwells,

paragraph after paragraph, on the growth and nature of

Hervey's psychological reality. For instance, depicting

He;yey's immediate reaction to his wife's note, he writes

two parag?aphs of ornate prose porfraying the appearance of
the city and 1its sounds} It is true that such paragraphs
prolong tue sto;y{’but what ie often forgotten is that they,
on the whole, serve the author's purpose of showing the
emergence, ‘and reality, of his character's consc1ousnes¥"
as his old comfortable life crumbles. As Hervey looks, out
of the win&eu: at the city, he confronts an "illimitable
darkness" (126). His present dagiues§ will never end by

returning him to the deceptive light of his marital bliss,

just as the gaslights will never conQUer the blackness of

1’See in this connect1on, E. L. Birdseye, "The Curse of-
Consciousness: A Study of Conrad's 'The Return,'" Gonradiana
9 (1977): 171-78. 4



his setting. The stretching of the rows of’gaslights "far
away in long lines" suggests " a violent stretching of the
boundaries of one's life which has the effect of destroying
all that is contained within the boundaries."’“ Hervey's
hearing of "a sound vast and faint" (126), and his final
formulation, "She's gone"™ (127), suggest his coming to the
full awareness of the disruption of his comfortéble and
convenient domestic world. Conrad's use of language is not,
therefore, ornamental but functiynal--an evidence of his *
artistic control. He uses\$anguage excessively because he
wants it to shape Hervey's emerging consciousnesé and to
present the man's recurring attempts to come to terms with
his new reality. Conrad needs scope to describe Hervey's:
feelings because Hervey must consider and reconsider what.
has happened to him. What is, for our purposes, sighificant
in his presentation of Hervey's feelings is its assertion of
Hervey's isolation from his wife, his total incapacity now,
as before, to understand her.

. As Alvan Hervey attempts to come toigrips with reality,
Le displays a succession of feelings which point up his
insularity. After trying to dffset his feéling of
humiliation by cbnsoling himself that his wife eloped with
- an "ass," he |

picked up the papers at his feet, and sat down with
the wish to think it out, fo understand why his_

wife--his wife!--should leave him, should throw away

- —— e - —— —— -

**Birdseye, 173. ,
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respect, comfort, peace, decency, posiffon-throw

away everything for nothing!" (128).
What the diction here-betrays is Hervey's ironic incapacity
to see the point of view of his wife, who obviously no
longer has any use for the material advantages of a sterile
marriage. Hervey cannot think of her "as a woman," Qho may

desire a more passionate life, and he wishes she—hadx«*_

accepted his vision of life. His preoccupation w%th ﬂimself
soon revives his feeliﬂé of aSasement, and makes a mockery,
of his wish to understand hib wife as he pronounces four
times,phe refrain "If she had only died" (128-29) in the
space‘of a momeﬁt, for her death might spare him the world's
calumny should the news of her elopement bécome public.
Hervey struggles fo place the blame squarely on his wife,
calling her a "monstgf" (129}, and révealing his colossal
ego which prevents him from understanding what prompted his‘
wife's action. He claims that his wife's passioﬁ has "laid
its uncleanihand upon the spotless draperies of his

. existence” (130): and adopts an attitude of moral
uprightness, seeing his wife as morally lax.

As Hervey continually ha;ps on yhat he considers his
wife's unjust treatment of himself, hg realizes that his
illusion of the indestrué;i%ility of his marriage has
crumbled, and heucreates another illusion to su;viQe,”~an_
illusion which further emphasizes his isolation from his

- > ——— - - S T = - -

*'Hervey does this without realizing that it cannot sustain
him. This illusion is different from the positive illusions
of Karain and Jim, which I will discuss in the following

chapter. o - -
4



wife:

o
He stood alone, naked and afraid, like the first man
on the first day of evil. There are in life events,
contacts, glimpses, that seem brutally to bring all
the past to a close. There 1s a shock and‘a crash,
as of a gate flﬁng to behind one by the perfidious
hand of fate. Go and seek another paradise, fool or
sage. There is a moment of dumb dismay, and the
wanderings must begin again; ghe painfullexplaining
away of facts, thé feverish raking up of illusions,
the cultivation of a fresh crop of lies in the sweat
of one's brow, to sustain life, to make it
supportabie, to make it fair, so as to hand intact
to another generation of blind.wanderers the
charming legend of a heartless countfy, of a
promised land, all flowers and blessings. . . . The
contamination of [his wife's crime] caused a ghastlya.
kind of clairvoyance in which he could see
[many men and women] at this very moment were °
plunged in abomination——medi@ated crimes., . . . He
rememﬁefed all thé streets;—the well-to-do streets
he had paséed g;'his way home? all the innumeraﬁle

houses with closed doors and curtained windows. Each

"seemed now an abode of anguish and folly. . .

Surely, he was not the only man; his was not the

only house . . . and yet no one knew--no one

3

guessed. But he knew. . . . He was beside himself

) . .
- -
, .
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with a despairing agiﬁation, like a man informed of
a deadly secret--the secret of a calamity
threatening the safety of mankind--the sacredness,
the beace of life. (134-36)

e

Hervey belongs to that multitude who cultivate illusions to

rs

make life supportable. When his illusion of the permanence
of_hi; marriage‘crumgles, therefore, he manufactures a;;ther
illusion: he is but one of many sufferers of marital
infidelity. For the reader, however, the implication is that
he will never be able to understand his wife, that his
self-love will never allow him to see his wife's point of
view. As Andf;as has put it, Hervey's emotions all spring
from "his wounded vanity, not one from the state of his
wife's feelings."?: '

The third section of fhe story creates a much étronger
impression of the Herveys' isolation from one another. In
this part Conrad engages his characters in a conversation
after Mrs, Herveyﬁ;etufhs to her husband. In the
conversation, neither side can satisfy, or even understand,
the other's needs. When Hervey asks his wife, "How long do
you intend to stay here?" she does not give an ansﬁer, her
lips remain "closed"; Hervey "might haveAspoken to a dead
woman. . ." (142). They have not communicated for five years
and have thus erected an insurmountable obstacle between
them. It is not difficult to see, therefore, why the
fragments_ of the letter, which lay between them, should

- 330gborn Andreas, Joseph Conrad: A Study in Non-Conformity
(New York: Philosophical Libraray, 1§§§; '

.
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symbolize their "eternal separation™ (143). Communication

seems extremely difficult now that their deceptive marriage

has exploded and silence seems preferable to them to words:
They were afraidqto hear again the sound of their
voices; they did not know what they might
say--perhaps something that could not be recalled;
and words are more terrible than facts (143).

As Martin Ray suggests, "Silencé is attractive to Conrad's

lovers for the . . . reason that speech may let loose

their concealed hate."®? The Herveys are afraid of what

language might reveal. Instead of resolving their crisis,

language might take them further apart. To use language, to

)

speak, is not necessarily to communicate with another human
being.** When, unable to see that his marriage has come to‘
-an end, Hervey tries to evoke self-pity--"After all, I loved
you"s;-the words fall on deaf ears, for his wife responds, "I
didp't know" (151). Again, when HerQéy says, "I've been g,
faithful to you--and you have spoiled my life-both our

lives,"

~

[His wife] seemed touched by the emotion of his
33Martin Ray, "Language and Silence in the Novels of Joseph
Conrad," Conradiana XVL, 1 (1984): 32,
> ¢The preoccupatlon of "The Return” with the
uncommunicativeness of language anticipates fuller treatment
of this theme in Conrad's later works, particularly Under -
Western Eyes. In this novel the teacher of languages
acknowledges the limitations of language. He tries to
s«consble Natalia Haldin, who has just heard about her
brother's arrest, but he "gets hold of nothing but some
commonplace phrases which give the measure of our impotence
- before each other's trials." Under Western Eyes (London:

Oxford UP, 1983) 112-13. Subsequent references to the novel °
are to this edition and will appear in parenthesis in the
text.

?y .
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voice. Her lips quivefed a little, and she made one
“ faltering stepctowards him, putting/out her hands in
a beseeching gesture, when she perceived, just in
time, that being absorbed by the tragedy of his life
he had absolutely forgotten her very,e#istence.
(153)° -
Mrs. Hervey poéﬁésses the capacity for sympathy; which is
evident in hef gestures, but she‘cannot support her
husband's solipsism, his conviction that he alone suffers.
Therefore, her attempt Eo console and, presumably, make
peace‘with Hervey must stop: "She stopped, and her
outstretched arms fell slowly”™ (153).

He is completely insulated from the state of his wife's

feelings, just as she is incapable of appreciating his. The -

characters' mutual insularity becomes very noticeable. when,
armed with his newly fabricated illusian of'deggit, Hervey,
like a fake priest (there is no difference bet::gﬁ'him and

the replicas in the mirror), preaches a sermon his wife

about the necessity for self-restraint, -duty, bourgeois
respectability, and tries to convince her that Aoral, ,
turpitud% is responsiblé for her action. She is,)however,

'

unwilling to support his egoiétic illusion, which is evident

in her silence thfoqghout most of Hervey's speech. She-only

utters a few words in response to his‘exagderated rhetoric,

leading him to a perception of "silence, silence within aﬁ§ .

éilence_withput; és though his_ﬁords had st‘lled the-tremor“

of all the surrounding life" (166). We ﬁay recall here how

-

I
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Hervey's earlier attempt tc¢ communicate his feelings of
outrage to his wife also met with her "iﬁmobility and
silence” (145). Hervey finds his wife's silence unbearabie
and demands explanation for her actioﬁ: For the reader,
however, Mrs. Hervey's silence is a telling comment on her
lack of interest in her husband's point of view, and her
peals of laughter, raised in response to his_"I forgive ygu

from a sense of duty . . ." (166), indicate the
impossibility of her ever understani&pg the pompous and
unreasonable attitude of her husband. Hervey does not
understand or try to find out the cause of ;is wife's
hysteria, for he is too preoccupied with himself: "He could
not read anything, he could gather no hint of her thought”
{166). Each character is immerseé in her/his own selfhood,
which makes communication impossible and keeps each
insulated from the other. The consequence of this 1s the
Herveyé' inevitable breakup, signalled by the wife's
breaiing her fan in two: "Two thin pieces of ivory fell, one
after another" (176).

Ultimately, the Herveys must remain apart because they

cannot come close emot%onally. When Hervey reveals his newiy
-gained insight that without "faith in a human heart,*love.pf

-

a human being" (177) life has no meaning, she responds
negatively, "This is odious" (~178). Hervey,. convinced that
she is unwilling to share his vision of passionate life,

- leaves her forever.

) “ .
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By usiné the different segments of narbtative lineariy
and cumulatively, then} Conrad stresses that the Herveys are
individuals, private beings, who are insulated from one
another during their crisié jusf as they.were in the five ?
years of their marriage. B

Conrad's treatment of the city couple’'s isolation in
v_"The Return” sets the work off from the other works of his

early period, such as Almayer's Folly and An Qutcast of the

Islandé, which examine the insularity of European husbands
and Malay wives. Marital difficulties in these works are
seen as ghe result of linguistic, cultural, and racial
bar(iers. Apart from "The Return," the only other work that .
explores the domestic situation 6f English—gbeaking,vLondon

dwellers is The Secret Agent. Why the theme of the nature of

urban marriage should engage Conrad's mind nine years after
.its fige; éppearance in the_story 1s not easy to explain;
Pérhaps Conrad's re-examination of the theme confirms his~
practlce of repetltxon, of his tendency to redeploy the same’
1dea as ev1dent 1n works 11ke "An Outpost of Progress” and
"Heart ,of Darkness.~'

T%ere ﬁgf be a more compelling reason than Confad's
work habit for his having)feVerted to the experience of "Tth
ggturﬁQ" Beforé he finished the story, he wrote in 1897 to
" E.L. Sanderson: ".. . . the trouble . ., . is in the |
’ﬁriting--Alas!~—I've been 10 weeks trying to write a story .

°

.3%Conrad tréats the ‘theme of baseness and degtadation of the.
European. colonists in "An 0utpost" (1897) and re-examines
the theme in "Heart of Darkness” (1899). f A

\
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["The Return™]}. . . . And what I have written seems to me
too contemptible for words. Not in conception perhaps--but

"oy

1IN execution. Comment ing on the letter, Josep H. O'Mealy

5075 :
Conrad’'s exemption of the conception behind "The
Return” from his contempt . . . seems significant.
Part o! that conception . . . involvés the husband
and wite so cursed by incompatibility ana
misunderstanding that the dgstruction of one or the
other seems inevitable. And in that thread we can

tind a connection between this early forgotten short

story and The Secret Agent.’’ .

O'Mealy 1s right »n suggesting that Conrad found the

"conception” interesting and worth further exploration;

however, he does not suggest what method Conrad wanted to

use to examine the "conception." He would not uge &ﬁg
B {

story's technigue because he was dissatisfied with its

”

"execution."” This concern with "execution” 1is evident in

another letter of 1897 tp Edward Garnett: " . . . my fate 1is
to be descriptive and descriptive alone."’* Not always a
gtliable and perspic?cious judge of hi; own work, Conrad
oJer1ooks his considerably effective use of“description and
dialogue in "The Return." However, Conrad would have liked

to be a less descriptive reporter and a more Mamatic

**The Collected Letters of Joseph Conrad, Volume 1, 367.
”Joseph H. O'Mealy "The Herveys and the Verlocs: The Secret
Agent's Debt to 'The Returh,'" Studies in Short Fiction
2071983) 119-20.
**The Collected Letters of Joseph Conrad, Volume 1, 370.

I
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A}
artist. He returned to the story's thgme because, we may

surmise, he wanted to present it more dramatically, by means
n
of vividly realized domestic and public scenes.’’ After a

descriptive opening chapter providing the necessary history

of the Verlocs' marriage, there follow, in the course of the

novel, therefore, three important scenes in which the
Verlocs attempt to communicate. These scenes, among others,
illustrate Conrad's dramatic method and contribute to the
theme of marital insulari;y.

Before examining the domestic scenes, let us recall
some Of the salient facts about the Verlocs' marriage. The
opening chapter describes the marriage in terms similar to
those which the narrator of "The Return” uses to describe
the Herveys' marriage. Like their counterparts in the
earlier work, the Verlocs marry not because they love and
understand each other but because they are motivated by
self-interest. Verloc's reason to marry Winnie 1is to
complement his constitutional indolence with the passive
bliss of domesticity: evidently, he enjoyed getting up late,
having lunch served to him in the breakfasﬁ room, the
mstuffy cosiness” of which he left with "evident
reluctance."*® And as we learn later, Verloc like Hervey,
treats his wife as his possession: "Mr. Verloc loved his

3'gee Harold E. Davis, "Conrad's Revision of The Secret
Agent: A Study in Literary Impressionism,” Modern Language
Quarterly, 19 (1958): 244-54, for an interesting discussion
of Conrad's aim in the novel: it was to render a scene, not
to report.

+*Joseph Conrad, The Secret Agent (Toronto: Bantam, 19B4) 4.
All further references to the novel are to this edition and
will be cited parenthetically in the text.
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‘wife as a wife should be loved--that is ma;itally with the
regard one has for one's chief possession” (130). Alsq,
Winnie's reason to ma}ry is selfish. She marries Verloc to
provide security for her helpless, demented, ‘brother,
Stevie, and her decrepit mother: "It appeared,” Conrad
writes, "that Mr. Verléc was ready to take him [Stevie] over
with his mother and the furniture” (6).

Weemay recall that Conrad repeatedly suggests not only
that the Verlocs make a loveless, aqg, therefore, sterile
marriage, ‘' but also, that like the Herveys, they do not
examine their self-deception. Hn their ignorance, the
Verlocs believe that everything is alright between them and
they remain totally content in that belief: /.

Their accord waé perfect but it was not péecise. It
was a tacit accord, gongenial to Mrs. Verloc's
incuriosity and Mr. %erloc's habits of mind, which
were indolent. They refrained from going to the
bottom of facts and motives." (179)

The coysequence of their inabiltiy or unwillingnéss to
examine their sterile marriage is that the Verlocs, like the
Herveys, fail to come togefher. On the contrary, they remain
essentially separate: each 1s unable to look at a‘faet
without ceasing to be herself or himself.. Winnie is obsessed
with the idea that her husband should believe Stevie to be a
useful member of the family, while Mr. Verloc is preoccupied
with the idea that he has to provide for three people.

‘'Sterility is 'also evident in the Verlocs' case, as in the
Herveys', in their being childless. :

1
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The Verlocs are, as Jocelyn Baines writes, "able to
live insulated from each other, like two wires in an

f o~

electric flex."*? Like the Herveys, they are incapable of

”

"real intimacy." While in the story Conrad shows this
through a long descriptive section dealing with Hervey's
reactions, and, then, through the sceffe in which the couple
converses, the Verlocs' plight is portrayed mainly through
the three important scenes of the novel, which focus on
their marriage¢ Conrad has interwined these scenes with
scenes in the outside world in a narrative which both
manipulates and violates chronology for creating a vigion of
universal insularity. But if we examine the domestic scenes
in isolation, the relationship between the Verlocs' and
Herveys' situations becomes particularly clear. The first
scene, set in a bedchamber, vividly pictures the lack of
communication, the Verlocs'\j%capacity for closeness:
"I haven't been feeling well for the last few days."
He might have meant this as an opening to a complete
confidence but Mrs. Verloc laid her head on the
pillow again, and staring upward, went on:
"That, boy hears too much of what is talked about
here. If I had known they were coming tonight I
would have seen to it that he went to bed at the P
same time I did. He was out of mind with something
he overheard about eating people's flesh and

~

drinking blood. What's the good of talking like

- — e - G -

*31Jocelyn Baines, Joseph Conrad: A Critical Biography
-(London: Weidenfield and Nicolson, 1953) 337,
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that?" (42)

The descriptive middle paragraph complements the dialogue to
convey Mrs. Verloc's indifference to what her husband says:
she lays her head on the pillow, stares upward and goes on
to talk about Stevie's excitement, this revealing her lack
of concern for her husband, who hasn't been "feeling well
for the last few days.” The conversation itself dramatizes
the inabilty of either Verloc to attach any sense to what
the other says. Each seems to hear the other's voice "on the
other side of a very thick wall"” (41). Neither person can
understand the other. Instéad of showing the closeness of

{
the husband and wife in bed, the scene depicts their

distance. The Verlocs use lanéuage to go through the
meaningless ritual of a conversation which, like the
conversation between the Herveys, spégests that langua;e
hardly destroys the barrier between husband and wife when
they talk; here conversation me{ely upholds the characters’
solipsism: Winnie does not begin:to comprehend Verléc‘s
needs, nor he hers.

In order to emphasize the Verlocs' mutual insularity
Conrad writes another bedroom scene in Chapter VIII, which
is almost: identical to the first in descriptive details and
import. In the first, Conraderites:

[Verloc] walked about the room, in his stockinged
feet . . . Mr. Verloc felt the lanént unfriendliness

- of all out of doors with a force approaching to

posi®&ive bodily anguish. There is no pccupation that
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fails-a man more completely than that of a secret
agent of police. It's like your horse suddenly
falling dead under you in the midét of an
uninhabited and th%;xty plain. . . He beheld his
wife re-enter the room and get into bed in a calm
business-like manner which made him feel hopelessly
lonely in the world . . . "You'll catch cold
standing there," she observed. Mr. Verloc made an
effort, finished undressing and got into bed. . Down
belqw in the quiet, narrow street measured footsteps )
approached ghe house, then»died away, undurried and
firm, as if the passer-by had started to pdce out
all eternity, from gas lamp to gas lamp in a night °
without an end; and the drowsy ticking of the old
clock on the landing became distinctly audiblé in
the bedroom. (40-41) -
The second sceﬁe uses several of the very same details:

)

Recumbent and motionless, she saia placidly: "You'll
catch cold walking about ... like this." ' .
. . . He had left his:boots downstairs, but he had
forgetten to put his slippers on, and he had been
turning about the bedroom on noiseless pads~like a
bear in a cage. . . . Mr. Verloc wentiqﬁ divesting
himself of his clothing with the unnoticing inward
- concentration of a man undressing in the solitudg bf

a vast and hopeless desert. . . . All was so still

without and within that the lonely ticking of the

\

\ .
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clock stole into the room as it for the sake of
company." (128-29) ’

Description is again a means to understanaing the

characters' plight. The phrase "business-like manner”

‘ suggeéts that Winnig's action is mechanical aqg,that she
does not feel close to her husband in the intimate
surroundings of the bedroom. wﬁile Verloc broods about his
horrible mission, Winnie enjoys sleepiness in bed. Their
essential separateness is suggested by the mention of the
lonely passer-by wandering about the city. The image of the
clock further asserts the overwhelming silence in the
bedroom,;and also that the Verlocs do not cpmmunicate. In
such a setting, attempts at dialogue simply reveal a
mechanical concern for the partner's health. Thus,
descriptive details and pieces of dialogue combine to poiﬁt
to the horrible“reality of the Verlocs' marriage.

//\n Language proves, once again, inadequate to bridge the

gap between husband and wife. As Verloc tells his wife he is

going to the continent the next day, Conrad describes her
reaction thus: "As .a matter of fact, Mrs. Verloc had heard
him. Her eyes remained very wiée open, and-she lay very
still, éonfirmed in her instinctive convictioﬁifhat things
doh't bear looking into very much" (130). As thé Verlocs go
on to talk, they do not exchange their feelings: language
thus becomes the means of suggesting thé-distance between

the characters: *

"I'll be away a week or perhaps a fortnight.‘Get

N\
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'Mrs. Neale to come for the day." ...
There is no need to have the woman here all day. I
-shall do very well with Stevie."
"Shall I put out the light?" . .
"Put it out." (131)
Mrs. Verloc speaks her words "in the tone of the shallowest
ipdifference" and Mr. Verloc "snapped at his wife huskily"
(131). Conversation never results in communication.

In the climactic scene of the novel, Conrad further
reiterates the Verlécs' isolation, their distance from each
other. In this scene, as in thét between Hervey and his
wife, tpe husband tries to win sympathy and nourish R .
self-pity whén he talks to his wife,*? bﬁt the wife responas
negatively. Instead of accepting his responsibility for
Stevie's degath, he endeavoyrs to place the blame on his
_employers who ordered the bomb outrage: "You don't know what
a brute I had to deél with. After all these years! A man
like me;" (173). He goes on to elaborate on his éecfet
éctivities, for the past s;ven years, taking "for the,firSt
time in his life that incurious woman into his.cppfidence"_ ,
(174), in"thé hope that she will understand he had to do

what he did because he had to provide for three people.

Ironically, however, Verloc's account of ‘his underground

C e e e - o - = i

‘3Neville Newhouse.is the first of those critics who have
noticed the similarity between Hervey's action after his
marriade has received its deathblow with his wife's - .
attempted elopkment and Verloc's attempt to arouse self-pity
following the murder of Stevie. Newhouse writes: "The germ
of this scene [in which Verloc lectures his wife] is to be
found in the early . . . short story 'The Return'," Joseph
Conrad (London: Evans, 1966). ’ ' ,



41

)
activities cannot win sympathy for him, for his wife remains
as far removed from him as ever:

When he looked up he was startled by the

inappropriate character of his wife's stare . .

its attention was peculiar and not satisfactory . -

it seemed concentrated upon some point beyond Mr
Verloc's person (174-75).
 Not only in evoking self-pity but also in his
insistence "Do be reasonable Winnie," Verloc resembles
Hervey, who lectures his wife. Verloc, toé, is "absorbed by
the tragedy of his own life"; he cannot understand the
nature or the whole extent of his wife's affection for her
brother since "it was impossiblé for him to understand it
without ceasing to be himself" (170{. The effect on his wife
of Verloc's self-assertion is strikiﬁgly‘similar to that of
HervEy'S“on his wife. She is unwilling to support his need
for self-pity, for she cannot understand his emofions. She
remains absorbed in her own grief and responds, like Mrs.
\

Hervey, to her husband's words with silence. We should note

here that like Alvan Hervey, Verloc finds his wife's silence

*» unbearable:

\\' "Can't you say something? You have your own dodges
for vexing a man. Oh yes! I know your
deaf-and-dumb-trick. I've seen you at it before

* to-day. But now it won't do. . . . One can't teii

wvhether one is\talking to a dummy or to a live

woman." (186)
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Like Mrs Hervey's silence, Winnie's silence suggests that
she is obsessed with her own thoughts just as her husband is
with his: "this man took the boy away to murder him . "
£179). As Verloc attempts to read his wife by examining her
body, "as if he would read the effect of hi§ words," she
remains very far removed from him. Although she does not
;reak an object in hél s to signal the end of her marriage,
as does Mrs. Hervey, she does mentally declare her |
separaton from the man. When Verloc announces his plan to
live abroad with her following a jail term, she "began to
look at herself as released from all earthly ties. She had
her freedom. Her contact with existence, as represented by
the man s;anding over there, was at an end"” (183).

_ Like the Herveys, the Vgrlocs remainbinsulated during
their crisis as during their felatively peaceful years. -
Their attempts to communicate simply reveal -that they are
strangers, two private individuals, unable to reach out to

_ g
one another. They illustrate what Marlow remarks in another
connection:
It is only when we try to grapple with ipother man's
most intimate need that we perceiv; how
incomﬁrehensible,'wave:ing and misty are the beings
that share with us the sight of the'stars and the
warmth of the sun.**

The relationship between "The Return" and The Secret

Agent, however, is not limited to the works' parallels,

°

EN
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which indicate their characters' isdlation. The novel also
relates to the story as whole to fragment and illustrates
lan Watt's view that "implicit in the novel form in general
[there] is the premise that the né@el is a full . . . report
of human experience."*® While the story mainly concerns the
insulq;ity of two human beings, the novel that of many, for
Conrad iinks the story of the Verlocs' isolation to that of
the separaténes§ Q{ many other characters in societx who
belong téf'xgéé{ené groups, and thus he creates a fuller
range o? exﬁgrience in the novel. We should note, however,
that the idea of the link between the domestic problems of
modern life and those of the other members of society 1is
present in the story, but the idea is not given any
prominence in the shorter work. At the beginning of "The
Return” one gets the impreséion that‘Conrad is writing a
story about the isolation of all members of the modern
English society. Writing of the crowd at the railway
station, Conrad says: |
. . . Their indifferent faces were varied but
somehow suggested kinship, like the faces of a band
" of brothers who through prudence, dignity, disgust,
or foresight would'résolutely ignore each other. .'.
. Outside the big doorway of the street they
scattered in all directions, walking away fast fqém

‘*See Mary Rohrberger, Hawthorne and the Modern Short‘Story:
A Study in Genre (The Hague: Mouton, 1966) 125. For an
interesting discussion of the short story as incomplete or
fragmentary with respect to the wholeness of the novel, see
Mary Lolise Pratt, "The Short Story: The Long and Short of
It," Poetics 10 (1981): 175-94.
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one another with the hurried air of men fleeing from
something compromising; from familiarity or
confidences . . . . (120)
The” "kinship" of the city dwellers_is basgd on indifference ;[::f
to, and ignorance of, each other; they diélike company and
confidence of others and avoid human contact. However, the H
reader, who is soon presented with an account of the Hervey
marriage, begins to see that Conrad's éurpose in the story
is pot to present elaborately this initial piétu;e of the
insularity of an entire society but that of two of its
members. The reader perceives that .although Conrad is awéré"
of a link between the domestic insularity of the He}veys and - \
that of isolation in society, he chooses to treat the former
as his main cohcern. And in so dcing, he may, unknowiﬁgly,
- have been saving tﬁe idea of the conjunction betweén‘the
domestic and-social insularity for its fuller treatment in

The Secret Agent, which treats the two realms--home and

outside world--in an intertwined plot.

In order to blend thé two realms, Conraé makes the
novel's plot structure @ifferent fromethat of the story and
relates the plight of the Verlocs to the ﬁoral situations of
the many other insulated and fragmented souls. Wﬁergas*a
simple, linear and cumulative arrange%ent of naréétive
blocks was suitable for his‘purposeé in the story, a more
cémplex brganizétion of narrative sequence, inyolving
‘chronology and its disruption, becomes he¢essary to»achieve

his goal in the novel, His object here is to show the link
. A ) . /

x4
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between the Verlocs' domestic insularity and public
isolation to illustrate that the Verlocs as well as the
other members of this societj are private inéividuals.

The manipulation of sequence and its disruption both
suggegz_fﬁe novelist's“preoccupation with human iqularity.
"The first three chapters, with a relatively linear and
temporal order, contribute\ﬁégnificantly to the novel's
theme. Chapter 1 presents imSgrtant\@ects about the Verlocs'
marriage suggesting, among otheg things,‘the Verlocsf '
~sepafateness: |

His [Verloc's] evenings were occupied. His wark was

in a way political, he told Winﬁie opce. She would

have, he warned her,.to be vefy niceeto his

political friends. And wieh her.%%raight,

: \ A

unfathomable glance she answered that sﬂe would be

so, of course. (4) - \
The fact that Verloc withholds, from Winnie,\the information
about the nature of his work and that Winnie is not
1nterested in f1nd1ng~out what it is that keeps him occup1ed
in the evenlngs suggests they are fragmented souls: \Verloc
cannot trust his wife with his secret activities, aéd
Winnie, too, has her own secret, the welfare. of SteQie, the

object of her "maternal vigilance"(6), which is the reason

wﬁy she married Verloc and which she keeps from her ﬂusband.

4

The emphatic "of course” implies her willingness to do

anything in order to ensure Stevie's security. Both husband

and wife are, then, two private beings with their own .
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secrets.

Chapter 2 follows chrqnologically’from chapter 1 and
reiterates the theme .of. insularity by juxtaposing the
domestic situation with the situaﬁion in the outside world.
The iﬁtervieyﬂéetween Vladimir and Verloc, in_ which the
former continualfy chides the latter for his obeéity and
sloth, which have kept him from performing his”duties, shows
that the employer and the employed are as distant from one’
another as ‘“sbaﬁd and wife:

i "You give yourself for an 'agent provocateu:.' The
proper business for an. 'agent provocateur' is to. <

prbvoke; As far as j can,judge from your record kept

here, you have done nothing to earn your money for
A

the iast three years."
"Nothing!" exclaimed Verlqgﬂ stifring not a iimb,
and not .raising ﬂis eées,_but-with the n&te of
sincere feeling in his tone. "I have several times,
prevenied what might have begn-—-":(17)
The two men’talﬁ’ét cross-purposes, ‘each convinced of the
truth of his poiAl_ofhview a;d the falsity'dffthat.of the
other. The diQision-between these two éﬁaractefs'is
.parqlieled by'ihat between politically allied nations.
Britain and Russia are allies only apparéntly: they seek to

work together to_destréy“the anarchistszngent but the

Russians cannot trust the Briﬁish‘and k secretly to

pfovoke a bomb_outrége which,hthey hope, wi”l lead to the

<

suppression of anarchism.

4



47

The fragmentation in the political world has 1ts
counterpart 1n the domestic écene in this chapter. As Verloc
returns home from the Embassy with the fateful order to blow
up the Greenwich observatory, he sits down on_a wooden sofa.

b
The narrator, the merciless examiner of the human condition,
then reports:
No one appeatred to disturb his solitude. . . . Mrs.
Verloc, warned in the kitchen by the clatter of the
cracked bell, had merely come to the glazed door of
t he parloyr, and putting the curtain aside a little,
had peered into the dim shop. Seeing her husband
sitting there shadowy and bulky, with his hat tilted
far back on his head, she had at once peturned to
her ster. An hour or more later she took the green
baize apron off her brother Stevie. . . . (26)
Ordinarily, a wife would come to her husband and sit by him,
en&biring how he spent the time he had been away from home.
Winnie acts differently because gmotionally she 1s distant
from Verloc; the door between her and Verloc suggests this,
ag/go the adverbs "merely" and "at once". She is not the
least interested in her husband's welfare, for she does not
try to find out why he should leave his hat on while
relaxing inside the home. Her lack of feeling for Verloc
becomes clearer when, an hour lateg\Jﬁé comes to dinner ". .
. his overcoat and hat on, without uttering a word" (26),

and she remains uninquisitive about his behaviour. Such

behaviour indicates that the man suffers, but Winnie simply

»
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accepts it as something Verloc routinely displays. As well,
Verloc's sitting there in the parlour by himself, not
sharing, with his wife, the burden of his mission, suggests
his separateness. By thus relating the domestic situation to
the public situation, the theme of iﬁghlarity 1is
established.

In chapter 3, which follo¥s chapter 2 chronologically,
the juxtaposition of the private and the public 1is
maintained. Again, the chapter opens with a situation in the
outer world and ends with a domestic scene, thus
strengthening the reader's impression of the recurrent
theme. At the opening of the chapter, the\anarchists have
assembled at Verloc's house. Their physical appearance and
gestures Suggest obesity, which is the cause of their
laziness. But even if they were not fat and idle, they would
not b? able to work together for a common goal; they are
individuals, each insulated from the other in fanatic
devotien to his point &f view. Thus, when Michaelis, the
ex-convict, expresses his view of history in grandiloquent
terms, Karl Yundt "giggled grimiy"(30), rejecting the
_speaker's "pessimism." Undaunted by Yundt's giggle,
Michaelis "talked to himself, indifferent to the sympathy or
hostility of-his heérers, indifferent indeed to their

presence. . ." (31) But his lecture is interrupted once

‘e

again: "a harsh laugh from Comraée Ossipon cut the tirade
¢

dead short in a sudden faltering of the tongue and a

bewildered unsteadiness of the apoétle's mildly exalted
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eyes" (32). Although both Yundt and Ossipon display an

abhorrence of Michaelis' idea of history, they do not agree

on what Ossipon regards as Stevie's degeneracy. His notion
is based on the theory of Lombroso: "If you read

Lombroso---" Yundt retorts, "Lombroso is an ass" (33).

Ossipon can only issue his rejoinder, "You don't understand”

(34). These characters cannot communicate, reach out to one

another, although they osténsibly belong to the same

community, just as Verloc and his wife cannot do the same,
\Bs my examination of the bedréom scene 1n this chapter has
already shown. The demented Stevie's circles are, therefore,
a telling comment on the characters' moral situa;ions:
Stevie, .seated ver; good and guiet at a deal table,
drawing«circles, circles; innumérable circles,

QA concentric, eccentric; a coruscating whirl of
circles that by their tangled multitude of repeated
curves, uniformity of form, and confusion of
intersecting lines suggested a mad art attempting
the inconceivable. }32)

Ordinarily, circles signify wholeness and integrity, but, as
drawn by Stevie, they represent the characters' emptiness
and lack of\harmony. They suggest that every character in
the novel is imprisoned in the circle of‘his own self, cut
off from the rest of his or her soéiety by self-interest,

.~ preoccupations and ideas.

Conrad now disrupts the chronolagical seguence to

extend the implications of his theme of insularity. If he
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were to m?intain seque%ce, he would have to describe, after
chdpter 3, Winnie's mother's leaving for an almshouse, Mr.
Verloc's growing sense of hopelessness about,using the |
guarreling anagfhists to plant the bomb, and the growth of
intimacy between Verloc and Stevie, before describing the
effect of the gutrade on Osslpon and the Professor, who
talk, at Sbfg;is' restaurant, abput a man's having been
"blown up in Greenwich Park this morning™ (50), signifying a
passage of some time between the anarchists' meeting .and the
scene at the restaurant. Such chronicling of evénts would
create harmony and narrative flow at variance with the sense
of fragmentation, chaos, and discord that characterizes
relationships in the wokld of the novel, aﬁd would indicate
that Conrad was using the éénventional method of narrat;ng a
detective story. However, his intention was not merely to
suggest, through his structure, that in the discordant world

of The Secret Agent even time and space are in chaos, but,

more importantly, to reiterate the universal nature of human
insularity and its fatal consequences. He doégbgb by
delineating the figﬁre of the Professor and, then, moving
his“focus‘from anarchists to the police, and finally,
returning it to thé Verlocs as we move back to the novel’'s»
'present.

With the portrait of the Professor, Conrad further
emphasizes the fact that isolation from community is a

condition of life among the anarchists. Bébause the Red

Committee recommends its members show restraint, the
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Professor cannot identify with it and cultivates his own

idea of anarchy which is absolutely lawless and

self-seeking:

Of humble origin, and with an appearance really so
mean as to stand in the way of his considerable
natural abilities, his imagination had been fired by
the tades of men rising from the depths of poverty
to positions of authority and affluence The extreme
and almost ascetic purity of his thougA47vfombined
with an astounding ignorance of worldly conditions,
had set before him a goal of power and prestige, to
be attained without the medium of arts, graces,
tact, wealth--by sheer weight of merit alone. On
that view he considered himself entitled to
widespread success. His father, a delicate dark
enthusiast with a sloping forehead, had been an
itinerant and rousing preacher of some obscure

Christian sect--a ma upremely confident in the

privileges of his righteousness. In the son,
individualist by|temperament, once the S&ience of

£

colleges had replaced thoroughly the faith of the

conventicles, thid moral attitude translated itself

into a frenzied pufitanism of ambition. He nursed it
as something secufarly holy. To see it thwarted
opened his eyes tjo the trﬁe nature of the world,

whose morality was _aytificial, corrupt, and

] blasphemous} The way of even the most justifiable
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revolution is prepared by personal impulses &
disgufséd into creeds. The Professor's indignation
found in itself a final cause that absorbed him from
the sin of turning to destruction. (58)

The Professor's individualism commits him to the destructidn

of society because it has, ?e thinks, treated him unfairly

by not assisting him to fulfill his narrow ambition. His

anti-social impulse 1s strongly édideht in his readiness to
give explosives "with both hands o evéry man,.woman, or
fool" (51) in order to fulfill this goal of the elimination
of humanity.

It is not surprising, therefore, that a man like the
Professor must live insulated from others, unable to relate
to them or their situations. At the opening of cﬂgﬁier four,
when Ossipon confronts the Professor with_the remark,

\

"You're the man who would know the inside of this confounded

~

" affair," the latter replies,

"In principle what ong of us may or may not know as
to any given fact can't be a matter of inquiry to
the others"(49)
In rejecting thL need for communicating on a given subject,
the Professor questions the collaborative effort which
underlies human soéféty. An indi¥idualist, the Professor is
unable to Eeel for others; it becomes particularly clear

when he dismisses the news of a man's having been blown up

with the statement: "what hapbens to us as individuals is
' ' (S}

not of the least consequence”(52). ‘

)
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Conrad further emphasizes the solitariiijs of
individuals through the police officers. Chief Inspector
Heat and his immediate superior, the Assistant 6bmmissiggﬂr,
engage, after Stevie's destruction, in a verbal game, which
revealé How each acts individually, self~directed\ When Heat
discovers among Stevie's remains the small piece of Lfékh
with Verloc's address on it, he decides to keep the piece of
evidence to himself. To do otherwise would be to run the
risk of disclesing and losing his sourte of information
about anarchists, Adolf Verloc. In his meeting with his
chief, therefore, Heat attempts to prové that Michaelis 1is
r;sponsible for the bomb outrage; ironically, the éx—convict
1s protected Ey a great lady, who i1s an influential iend
of the Assistant Commissioner's wife. Therefore, Heat's
superior needs to protect Michaelis as much as Heat needs to
save Verloc.-When the two police officers discuss the bomb
outrage, gach man tries ?o serve his self-interest. When
Heat tells his chief that Michaelis could be connected with
the bombing, the Assistant Commissioner initiates the
following conversation:

"You connect Michaelis with this affair?”
Chief Inspector Heat was very positive, but

~ cautious.
"Well, sir," he said, "we have enough to go upon. A
man like that has no business to be at large,
anyhow."

"You will want some conclusive evidence," came the
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observation in murmur. o
"There will be no difficulty in getting up

sufficient evidence against him."

"Yes," said the Assistant Commissioner; "I have. I
do not mean to.say that you have not thought of
Michaelis at all. But you are giving the fact you've
mentioned'a prominence which strikes me as not guite
candid, Inspector Heat. If thatris really the track
of your discovery, why haven't you followed it Gp at
once, either personally or by sending one of your
men to the village?"
g "Do you think, sir, I have failed in my duty there?"

'(82—84)

Heat and his chief are working raaically at cross-purposes,

and no common ground of agreement between them is possible.

This interview, like the domestic scenes, the scenes dealing

with.Vladimir and the anarchists, emphasizes the insularity

of human beings in the world of The Secret Agent.

©

Through hislére‘Entation of insularity, Conrad issues
the warning tﬁat it can lead nottonly to mere breakup of a
marriage; as in the case of thﬁ Herveys in "The Return,"” but
to fatal consequences. Conrad said in a letter to R. B.

Cunnighame Graham that his "technical intention"™ in The

Secret Agent wag the sustained fironip treatment of a

melodramatic subject,"**¢ Indeed, there is a good deal of

: = .
‘¢Joseph Conrad's Letters to R, B. Cunnighame Graham, ed.
Cedric Watts (Cambridge::UP, 1963) 169.
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melodrama in the novel: the destruction of Stevie, the
murder of Verloc, and Winnie's suicide. Conrad describes and
delineates the Verlocs' relationship, the divis;;n between
governments, and that between anarchists, to emphasize the
ironic descrepancy between what should be and what really is
and shows how the lack of community between the members of
different groups and between individuals produ&es a
destructive outcome. Because 6ne nation cannot trust’
another, it must order a man like Verloc to carry dut a bomb
outrage, in the hope that it will go towards the suppression
of anarchism, and because Verloc cannot use the differing
and quarreling anarchists for the tésk, he muét éet his
brother-in-law to plant the bomb. And because the
Professor's solipsistic hatred of society leads him to give
explosives to Vérloc, as he would to any other man bent upon
violence, Verloc can attempt to carry out the bomb outrage.

While external causebs make the use of Stevie necessary,
internal causes make the use possible. Both Winnie and her
mother act in ignorance of each other's intentions, and
keeping»Verloc in the dark as to their motives, encourage
intimacy between Stevie and his brother-in-law. Thus, Stevie
becomes dependent on Verloc and the latter secretly uses the
former to place the bomb, without foreseeing what form
Winnie's grief would take ig any harm came to the boy. The
consequence of each ‘character's acting in seclusion, without
the knowledge of the other's motives, can only be grimly

“ironic. .
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Conrad uses the time-shift fechnique to achieve the
ironical effect. In Chapter. 4, he violates the chronological
sequence, as already pointed out, wita\ﬁpe news of the
bombing. By the time the reader returns to the present time
in Chapter 8, which opens with Winnie's mother's preparing
to move into an almshouse, he is painfully aware of the
ironic consequences of such an act. The reader now knows, as
Baines rightly suggests, that the "fair-haired fellow"” who
blew up was Stevie.*’ Conrad tells at length of Winnie's
mother's secret efforts to secure her a room so that she can
sever her ties with Stevie, making him dependent on Verloc,
as son on father, '‘because Conrad wénts to emphasize that she
is a solitary individual who canpot take others into
confidence. When the reader, with the awareness of Stevie's
destruction, listens to the mother's story, he understands
the folly of insularity, of isolated human behaviour. She
does not know her son-in-law well, yet she thrusts hef son
on Verloc, giving Verloc the opporfuniy to lead Stevie to
his death.

Winnie's efforts to earn security for Stevie are
equally ironié:

Before his extended arm could put down the hat

Stevie pounced upon it, and bore it off reverently

into the kitchen.... |
"You cpuld do anything with that boy, Adolf," Mrs.

Verloc said with, with her best air of inflexible

i
\

‘’Baines, 332.
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calmness.
He would go through fire for you. He-------
"I wish you would take gﬁétfﬁoy out with you,
Adolf." (133-134)
Since the reader already knows what has happened to Stevie,
Winnie's struggle to win Verloc's affection for her brother

seems terribly ironic and the folly of insulation from one's

life partner becomes clear. Winnie has never understood her

husBand's motives nor tried to find out the nature of his
work. Thus, when she encourages the growing bond between
Verloc and Stevie, she remains in the dark as to what her
husband is thinking or to what end he could use Stevie. As a
result, her solipsi%tic concern for her brother's welfare
becomes the cause of his death.

Not only the wife's alienation from the state of her

husband's feelings, but also the husband's solipsism

~produces disaster. Removed from Winnie emotionally, Verloc

can make use of Stevie, and once the accident has taken

place, and the reader has switched back to the present, the
[ ]

secret, agent can try to console her with his "Do be
3

reasonable, Winnie"(170), and attempt to help hér put her
grief behind her:
"Come here," he said in a‘peculiar tone, which might

have been the tone of brutality,

. s ¢
but was intimately known to Mrs. Verloc as the note

-~

Y.

of wooing.
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She started forward at once ...(190)
Since Verloc never understood that Stevie's welfére was the
reason for Winnie's marrying him, and never endeavoured to
find out how intensely she loved her brother, he can be so
callous and obtuse in this scene, and in his ignorance
receives his wife's fatal blow.
What we have seen so far confirms that Co in The
”

nsularity.

Secret Agent re-examines "The Return”'s theme
While in the short story he treats this theme by using
complementary narrative segments cumulatively and linearly,
in the novel he universalizes the theme by means of complex
chronology and its violation. In the long work, the novelist
presents a number of characterg, who suggest aspects of the
theme, and their interrelationships, to reinforce his vision
of solitariness.

In itg emphasis on human beings' incapacity for
understanding and collaboration,: the novel offers a bleak
picture of modern society. It is not surprising} therefore,
‘that the characters of the novel, liké those of "The

o ]

;‘Return," live in London:
g,

S In front of the great doorway a dismal row of

newspabér sellers standing clear of the pavement

/
dealt out their wares from the gutter. It was a raw,

gloomy day of the early spring, and fhe grimy sky,

the mud of the‘streets,ntheqrags of the dirty men
, ' !

harmonized excellently with the eruption of the

damp, rubbishy sheets of paper Soiled with the | |

-
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printers' ink. The posters, maculated with filgp,
garnished‘like tapestry the sweep of the curbstone.
(57)

Specifically: the London of the novel, like that of
"The Return,"” symboljées human insularity. The Assistant
Commissioner looks ‘out of the window of his house to
confront a city "choked in raw fég" (72). Comrade Ossipon
deserts Winnie and leaves her to her death and takes a walk
back to London when heofinas the city "slumbering
monstrously on a carpet of mud under a veil of ‘raw mist“
(218). Fog imagery, used frequently in the novel, suggests
human beings' incapacity to see clearly others in their
"needs. After she has stabbed Verloc to death, Winnie falls
back upon Ossipon, expecting him to help her escape to a
place where she will not be tried for t%e murder . But S,
Ossipon cannot sympathize with her; he leaves her to her
death)and returns to the city with her money. His vision of.
London as an engulfing fog is symbolic of his own and
g;geral incapacity of people to understand -other humans,
come close to them in sympathy.

Like tﬁe fog, the street on whiég the Verlocs' house is
located, syé?olise§ the insularity of life in the great
metropolis, In the "solifude” of Brett Street,

“ee allasounds of life seemed lost as if in a
triangular well of asphalt and bripké, of blind’
houses and unfeeling stones. (201)

The city street becomes the apt imagé for the characters of

e
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the novel, isolated, uncomprehending, and unsympathetic.

Of course, Conrad's characters‘are not always private
individuals, unable to relate to other men in society, and
to escape their sef—made prison. He is also committed to the
task of depicting the centrifugality of his characters, who;
move out of ‘their private self towards the larger society of
human beings. As I show in the next chapter, qim develops in
this way, and one reason why he does isfthat his immediate
- predecessor, Karain, remains throu@hout a private

individual. In writing Lord Jim, Conrad offered a social

counterpart to the story.



L B O 'K?rain' and Lord Jim

During the time he worked on Lord Jim, Contad also
wrote "Youth™ and "Heart of Darkness.”**® The almost
concurrent composition of these works is likely to lead the
reader to believe that they deserve detalled comparison.
Conrad's comment on these works seems to suggest the reader
is right: ."The three tales, each inspired by a similar moral
idea (or 1s 1t only one of my optical delusions?) will make
1n that sense a homogen.a book."** While concurrent
composition alone could not make the works' comparison

inevitable, the presencs, in them, of a strikingly "similar

L4}

moral idea" could. The phrase, "optical delusions, however,

suggests Conrad's own uncertainty that "a similar moral
3

idea" may not operate 1n all tlree works. In "Youth,"” Marlow
idealizes egoistic youth's vigour, its ability to surmount

obstacles, while Marlow in the ncwvel exposes, through his

’

account of young Jim's desertion of his endangered ship and

eight hundred passengers, the failure and immorality 6f the

4

dream of the heroics of'youth. The principal moral idea 1in
"Heart of Darkness” is that every man has potential for
evil, and Marlow focuses on this theme by illustrating

various forms of moral failures, not only those of Kurtz,

but also those of the/other Europeans, who figure so
AN

prominently in the first two parts. Lord Jim, on the other -~
‘*Frederick R. Karl in his A Reader's Guide to Joseph Conrad
¢New York: Farrar, Straus and Giroux, 1979) 131, suggests
that Conrad completed "Youth" by September 1898 and "Heart

of Darkness" by April 1899.

‘*Quoted in Ian Watt, Conrad in the Nineteenth Century
(Berkeley: U of California P, 1979) 268-69.

61
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hand, concerns the moral 1ssue of how the individual's

betrayal of others leads him to find his place in the web of
humanity.

In its central moral concern, the novel 1s different
from the other two tales, and, there 1s no special reason to
compare them on grounds of similar moral 1dea. It 1s very
likely that Conrad wrote Lord Jim to provide a moral
alternative to his vision in the immediately preceding
"Karain": I'n the story the betrayer of humaﬁ trust-suffers
from a destructive sense of isolation, finds in 1llusion the
means to survive, but does not achieve community with other
humans; in the novel the hero, guilty of the same offence,
experiences terrible iso}ation, finds through illusion a new
inspiration to live but makes his life meaﬁingful as he
integrates himself into human society. |

In the story, Karain and his close friend Matara
undertake a punitive search for the latter's sister and her
Dutch lover. The Dutch planter runs off with Matara's
sister, who had been engaged to marry a Malay. Karain and
his friend form a group in order to avenge not only Matara's
own disgrace but also that of the Malay people who are
"dismayed"lat the abduction of the woman by the Dutchman but
are uﬁ;SIe to punish him because "the Dutch ships [are] near
. . . 'If he dies now [their] land will pay for his .
blood'."*" During the long odyssey of revenge, Karain
becomes, in his dreams, enamored of Matara's sister, and he

s Tales of Unrest 30. Further references to the story are
to this edition and will appear in parentheses in the text.
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shoots Matara to death as the latter raises his knife to
kill his sister when she and her lover are found. Thus,
Karain betrays his group and people, for he dishonours the
trust put in him by his friend and fails 1n his duty to
bring to justice those who violated the honour of his
community. Karain's treacherous act saves the woman{; life,
but days afterwards he experiences guilt, symbolised by the
terrifying appearance of Matara's ghost, which produces in
him a destructive sense of isolation. However, Karain
survives as he believes in the illusion that the ancient
seer, whom he happens to meet, has the power to protect him.
Soon afterwards, he conguers a kingdom, becomes 1its
successful ruler, and immerses himself in the illusion of
success; the 1llusion of succeés also keeps his gquilt from
becoming unmanageable, and thus sustains him.*"' After-the
old man dies, Karain is overcome by desolation and quilt,
and he is vulnerable to suicide or madness. An English
sailor persuades Karain that the Jubilee sixpence stamped
with the image of Queen Victoria that he is giving him, will]
protect him against Matara's ghost. Karain believes in the
object's 1imaginary power, ana once again, his i1llusion keeps
away guilt.

In a certain sense, Lord Jim repeats the story of

betrayal, quilt, and its suppression. Jim, the chief mate of

the pilgrim ship Patna wants to perform heroic deeds to
*'The opening of the story, the narrative present (years
after Karain's crime), shows how Karain's belief in the
illusions of the sorcerer's protection and his governing
enterprise enables him to survive.

h Y
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satisfy his ego. His high-flying dreams of heroism blind him
~to the importance of other people so that when his ship
appzars to be sinking, partly' fear and partly the thought of _
his own safety force him to jump, leaving eiéht hundred
pilgrims to drown. Jim thus betrays an imperilled huégnity,
the pilgrims who trusted him w)th thei; lives. Follgﬂing his
desertion of the Patna and the pilgrims, Jim feels guilt (a

sense of failure to stay on board and rescue the passengers

and an awareness of betrayal of human beings), which

AY

isolates him from other humans. Jim's guilt harasses him.
Especially when his soiled p?st turns up, his guilt forces
him to give up his job and seek sanctuary miles away. If Jim
continued to run from his sordid.realit&, he would not, as
in Eggstrom's words, find the earth "big énough to hold his
caper” (196), and would, presumably, seek self-destruction.
If Jim is to live peacefully, he must find the means to

alleviate the harassing unrest of spigyit. The silver ring,

which Jim receives from Stein, rekindl illusion of
heroism in a remote Patusan. Once illusion has suppressed
his guilt, Jim arrives in Patusan, undertakes successful
m;aitary expeditions and becomes the virtual ruler of the
island. His governing success also provides him with a new
inspiratjon and meaning for his life.

Each work deals with a man who betrays, suffers from
tormenting consciousness, and becomes isolated; he finds

illusion which suppreéses and cures his unrest. The
4

similarities between "Karain" and Lord Jim are, however, not

-
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only conceptual but also technical. The predicament of the

individual in each work is delineated by an involved
N

fi;st—person narrator who, unlike the narrator of The Nigger

f the 'Narcissus', does not speak in Cdnrad's voice. In

”

"Karain" Conrad for the fizkt time employs an "I"-Narrator

who is not a direct projection of the author and who is very
close to the Marlow of Lord Jim. Both Marlow's and
"Karain"'s narrator's primary task is to reconstruct from
memory the stories of Jim and Karain respectively. In their
principal roles as tellers of stories of other people's
lives, these narrators are different from the Marlows of
"Youth” and "Heart of Darkness."” In "Youth" Marlow tells his
own story. And one is not sure whether in "Heart of
Darkness" one reads Marlow's own story or that of Kurtz,®?®
We do not encounter such uncertainties of focus in "Karain"
and Lord Jim, since the tellers of these works clearly
occupy a less important position than the main charactefs.
We should note, however, that Conrad employs similar
narrators and situations to achieve different goals, to
delineate his individual and social perspectives, in the
story and the novel respectively. In the story, Conrad
stresses his character's separateness, his isolatioﬁ and

personal survival, whereas in the novel the author shows

*2This is why Wayne C. Booth wonders whether the novella:is
best seen as "the story of Kurtz or the story of Marlow's
experience of Kurtz." He asks: "Was Marlow invented as a
rhetorical dévice for heightening the meaning of Kurtz's
moral collapse, or was Kurtz invented to provide Marlow with
the core of his experience of the Congo?" See Booth's The
Rhetoric of Fiction (Chicago: U of Chicago P, 1961) 346,

a .
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that his isolated character not merely survives, but lives, -
as he should, to fulfill his duty towards other people. The
narrow vision in the immediately preceding "Karain" may have
prompted Conrad to emphasize in the novel his character's
merger into society, to present his story as one of the
relation of man to the human communion.

In what follows, I discuss how in each work the
narrator manages his narration to present Conrad's vision.
In "Karain," the narrator does not begin with the
conflict--the revival of Karain's guilt with the death of
the old sorcerer--and speed the reader through to the
resolution. Instead, he takes more than the first seventeen
pages (the introductory section) to remember the pre—cris{?_
Karain who, before his retainer's death, rules confidently
and relatively peacefully. Then, he belatedly introduces the
conflict but shifts his focus to Karain's past, retells
Karain's story of murder, guilt and its cure (the
flashback). The story soon returns to the conflict point and
slowly proceeds towards the resolution. The narrator
presents the opening movement, the flashback, and the
resolution cumulatively to focus on Karain's isolation and
pergonal survival, and he uses the coda to reiterate his
impression of the na;ive's situation,

The opening immediateiy arouses the reader's interest
because: it introduces him to a cgriéusly apprehensive Malay,
Karain. Years before, he committed a murder, became

isolated, and experienced the first torment of fear. He now
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has the c9nfidence, respect and devotion of a people, but he
is isolated from them, alone with his fear of Matara's
ghost. When he is surrounded by his armed chiefs, and busy
dispensing justice to his people, this public figure is,
ironically, insulated from them?emotionally; he is caught in
his private plight:
He would lean forward and appear to listen as for a
}h far-off note of discord, as if expecting to hear
\\some faint voice, the sound of light footst;ps; or
he would start half up in his séat, as though he had
been familiarly touched on the shoulder. (16)

"

As the narrator later remarks, Karain is engaged in "a
struggle against a thought, an idea, against something that
cannot be grappled, that never rests--a shadow, a nothing,
unconguerable and immortal, that preys upon life" (23)..
Karain puts up a "frdnt" as a ruler as he remains
absorbed in his individual situation:
It was the stage where, dré;sed-splendidly for his
part, he strutted, incomparably dignified, made
important by the power he had to ayaken an absurd
expectation.of something heroic going to take
place--a burst of action or song--upon the vibrating
tone of a wonderful sunshine. He was ornate and
disturbing for one could not imagine what depth of
horrible void éuch an elaborate front could be

worthy hide. His smallest acts were prepared and

unexgected, his speeches grave, his sentences
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ominous like h}nts and complicated arabesques. (6)

The Malay is not a genuine ruler who honestly performs his
communal role, but an actor who, in his isolation, aevotes
himself to rigorous performance each day of Eis life to
satisfy his own needs. We should note that Karain's land is
"shaped like a young moon" (4), and surrounded by the small
"semicircle hill"; he himself is surrouﬁded by the "fringe
of a red umbrella."” These circle images suggest that he is
shut up in the circle or‘priéon of his private predicament,
isolated from his people by his unrest whiéh he must hide by
rituals of the stage.

"Karain™ is not a story in which the hero proceeds froﬁ
a state of isolation to community. Given Karain's betrayal
of his friend and people, his life would be meaningful if he
could develop fellowship with his people and symbolically
undo the original treachery. Conrad's concern in the story,
however, is not such positivg development of his character;
rather, it is to show that Karain remains cut off from his
people and, in this state, survives through belief in
illusion. Conrad continually stresses his belief in the
saving power of certain illusions. For instance, he writes
;; Victory: "Every age is fed on illusion lest man should_
‘renounce life early and the human race come to én end."*® A

younger Marlow refrains from telling the Intended about

Kurtz's moral, degeneration because he must not ruin "that

Y

"s3Joseph Conrad, Victory (Harmondsworth: Penguin, 1963) 89. .
Subsequent references to the novel are to this edition and
will appear in parentheses in the text.

1
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great and saving illusion that shone with an unearthly glow
in the darkness."®* In "Karain," too, illusion is supportive
and saving: '
Even during the most important interviews, Karain
would often give a start, and interrupting his
discourse, would sweep his arm back with a sudden
movement, to feel whether the old fellow was there.
The old fellow, impenetrable and weary, was always
there . . . and impassive behind his master's
agitation . . . murmured above his“head in soothing
tone some words. (12)
Thg Karain of the present survives because he believes 1in
the old retainer's power to defend him against the
thereatening spirit of his dead friend. The old man's
"soothing" words are not in themselves powerful, but Karain
believes them to be so. Thus he believes 1n an illusion
“which sustains him like his illusion of unavoidable success.
Karain, who led the Bugis to the conquest of the bay and to
the founding of their kingdom, is so preoccupied with his
achievements that his unrest cannot surface in a destructive
form. Yet, success is illusory because it is ultimately
inadequate to free Karain from his mental anguish, for when
the old sorcerer dies Karain's pomp and authority cannot
protect him from the fear of Matara's ghost. Nonetheless,
for a while, at least, illusion of success keeps his gﬁilt
at bay and gives him a sense of peace and safety. '

**Heart of Darkness, ed. Leonard F. Dean (Englewood Cliffs:
Prentice Hall, 1965) 64.
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VWhenv with the old sorcerer's death, Karain's isolation
and fear become destructive, the narrator takes the reader
back to an earlier time in the protagonist’'s life as he
retells Karain's own story (the flashback). The narrator
does so because thus far he has kept the reader curious as

‘to what Karain had done in his earlier life to cause his
present}unrest and he must maintain the reader's interest by
relating what Kérain told him abo;t his past. More
importantly, Conrad's narrator manipulates the flashback to
maintain and increase focus on the private nature of
Karain's suffering and survival through the belief in

~1llusion.

The flashback not only shows how Karain's odyssey of
revenge alienates him physically from his land and people,
but also suggests that the conseqguence of the betrayal of a
trusted friend is to become isolated from one's kind. He
loses his friend's company and cannot return to his own
people after the disgraceful act, just as Jim cannot face
his family following the desertion. Ironically, even the
woman whom he saves from death is not there to alleviate his

-~ impending lonelinsss, for s'l simply looks at him, and says

‘albud, "No! I never saw him before” (39). Karain soon begins’
to hallucinate Matara who says, "You are my !;ieﬂﬂ, kill

° wit:h a sure shotV (41). Karain is possessed with a ghost, a
‘fear that isolates him emotignally from his kind, and he

becomes very conscious ’hls having to bear his pllght

alone: "I ran--I ran crying ljke atch‘gy left alone and far

' ‘ 'Y
. .
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from tﬁe house" (41). 1f the flashbéck reinforces and
increases the reader's awareness of Karain's fear which
isolates him, it also creates, through an account of
Karain's meeting with the seer, a stronger impression of the
isolated character's é&inging to 1llusion in order to
survi?e. What prevents Karain from disintegration and
suicide is the old man's imaginary power to make him feel
safe. .

The scene which resolves Karain's crisis creates most
emphatically the sense of Karain's surviva® as a private
being. Upon the sorcerer's death Karain, as in the immediate
afte;ﬁath of Matara's murder, confronts the ghost of his
dead ffiend, is very lonely and fearful, and once again he
seeks to retreat behind some comforting power. Karain so
desires to survive that he wants the white sailors to give
him passage to the West. The narratgr perceives that
Karain's request is selfish and tells the Malay: "You must
abide with your peoplel Théy need you" (43). Although the
jocular Hoilis-dismisses this with his "You won't ‘soothe him
with your platitudesi.(44), the persbicacious narrator puts
his finger on the true moral situatien. He has already
noticed Karain as an actor in the midst of 5 devoted people,
a private figure, masqQuerading as a public hero. Now, he
realizes again that Karain is just an indi?idual, althouéh
he beiongs to his own community By virtue of background and

language. This individual needs an-illusion, a cure for his

unrest because he "had been hunted by his thought along the

.
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very limit of human endurance"” (45). Thyrefore, the narrator

]

joins Hellis in asking Karain to believe in the power of

Hollis' talisman.®® As Karain daes, he immerses himself in

\

the illusion of safety, steps into "the splendour of his

stage, to wrap himself in the illusion of unavoidable

r

success” (52), and thus he survives, without learning to
relate to other people. As the quotation suggqgests, he will
be living out his life posing as the ruler, but carrying on

in his isolation his private struggle, keeping guilt at bkay

by the talisman, a stop-gap measure.

The coda completes Conrad's portrayal of Karain's
survival. The importance of the final section can hafdly be
exaggerated. In a letter to William Blackwood, Conrad wrote:

In the light of the fimal incident, the whole story
in all its . . . descriptive detail shall fall into
its place--acquire its value and significance. This

is my method based on deliberate conviction. . . . I

bgto instance "Karain". . .**

[~3
The final incident in "Karain" involves the narrator's

ssLawrence Graver points out -that-Conrad rightly suggested
that there is something magazinish about "Karain": "Conrad’
begins to tell a serious tale of murder and remorse, but
deliberately takes the edge off by using a slick, humorous
ending to evade the full complexities of his theme. Hollis'
'magic' coin is a Jubilee sixpence minted in 1888 to
celebrate Victoria's fifty years as .sovereign, and at times
Conrad seems to be catering to a stdck patriotic response:
'She.commands a spirit . . . .' Since "Karain' was written
only four months before the celebration of Victoria's
sixtieth jubilee in mid-June 1897, perhaps Conrad had hoped
to capitalize on the sentiment, . . . 'Karain' was the first
story he sold to Blackwood's, which must have been attracted
by the royal high-jinks and topicality.™ See, Graver, 33.-
‘‘Heart of Darkness, 128. S
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meeting with Jackson, one ‘of his former shipmates, fears
after the events narrated in the story. When Jackson recall§
Karain's story and wonders whether the Malay's experience
/" was real, the narrator points to the frenetic life around
them in the Strand: "Only look at all this." Jacksén
examines the bustling traffic and says:
"Yes; 1 see it," . . . "It is there; it pants, it
runs, it rolls; it is strong and alive; it would
smash you if you didn't look out; but I will be
hanged if it is as real to me as . . . as the other
thing . . . say, Karain's story. (55)
The nafrator is, of course, correct when he concludes that
Jackson "had been too long away from home." So long that to
him the might of the British empire, symbolised by the six
pence (trade and commerce), the displaying guns ét the shop
window, and the bustling traffic, seem less meaningful than
Karain's illusion. The narrator's point, however, is that
both are.meaningful: Karain's personal survival through
faith in illusion is as real as the white men)s faith in
their empire's power, which, too, is an illusion‘because her
power is evanescent. Yet, a belief in her might gives the
Englishmen the impetus to engage themselves in such colonial
activities as arms trade (we will remember that the narrator
and his colléagues dealt in arms in Karain's country). In
théir endeavours, they, like Karain, ane sustained by their

v

illusion. The coda thus suggests that a belief in illusion

is supportive. This belief maintains Harain, who, of course,

3 e \\

——



AN

74

remains detached from his people.

As it should be clea; by now, suffering in isolation
does not prdguce in Karain moral awareness or capacity for
community. If he were'to advance morall;f he would probably
come to understand the seriousness of his betrayal of others
or gain enough moral depth to feel identitygﬁith them, in
order, so to speak, to atone for his offence. The. text
suggests the possibility of such moral growth, although
Karain never achieves it. Follow%ég his betrayal of his
ffiend and peofle, Karain seems to possé€ss an opportunity
for growth: ‘

"+« 1 remember walking upon ‘a broad path under a clear
starlight; and that stragbe country seemed so big,
the ricefields so vast, that, as I-looked around, my
head swam with. the fear of ébace. Then, I saw a
fore. . . . I turned off the path and entered the
forest, which,&as'vépy 5ombre and very sad." (39)

"Such an enlargement ofvspatia1 . . ..pgfspective," Paul
Bruss rightly suggé;ts, "usually entails for . . .sthe
Marlows of 'Youth' and 'Heart of Darkness' . . . a
maturation of vision or profoundAself-realization.""
Neither Karain's spatial nlghtmare nor his journey in the
wilderness results in moral understandxng of hxs betrayal of
others. Karain's hearing of the wh1sper of Matara s ghost

, only 1mp11es that he is dimly aware of comm1tt1ng an offence
against his friend for which the spirit is hauntxng him, He

-———.————-—-—————-.—

s7paul Bruss, Conrad's Early Sea Fiction: The Novelxst as
Nav1gator (Lew1sburg- Bucknell UP, 1§7§T 49,

5]
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cannot , HOwever, clearly see the wroﬁqness and 1mmorality of
hi1s deed and does not realize that he failled 1n his'duty to
his people.

"Karain: A Memory" 1s, then, not about a man's moral
perceﬁtiveness, and about bis moral advance, but about his
survival. To show how the individual lives following his
crime 1is also a.major objective of Lord Jim. Marlow's
narrative is a means to this.end. As Marlow remembers Jim
"at length, 1in detail and audibly™ (347, the reader Qecomes
involved in Jim's history?for Marlow talks directly to the
gtoup of dinner companions of whom €ke re 7&{ 1S a member
(Chs. 5-35) and, then, much more directly to the reader who,
along with the priviféggd man, becpmes an audience of one
(Chs. 36 to the endz. Marlow's telling places the reader 1n
the position of an auditor, interested in the sUbject matter
and method of the teller. As he listens to Marlow, tﬁe .

reader develops an interest in Jim's bétrayal, isolation,

. \ . . . N .
irmer suffering, ané more important, in the way he lives.

Sy
‘

Marlow responds to the reader's curiosity as he

-

describes the effect of Jim's jump from the Patna. Jim, who

could not relate to other people, namely, the officers of

the Patna, becomes more isclated following his bétrayal of
trust. ‘He feels'cut off from his family in his belief that
they will not forgive his act. Speaking of his father he
says, "'He has seen it all'in the home papers by this time,’
.« 'l can never face the poor old chap.' .. . 'I could

never explain'" (79)". We may also recall the omniscient
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narrator's comment on Jim's moral desolation:

His amind positively flew round and round the serried

circle of tacts that had surged up all about him to

cut him off from the rest of mankind." (31)
Jim, like Karain, is,athen, imprisoned in the circle of his
plight.

Like Karain's act of treachery, Jim's betrayal produces
a ghost. Throughout his conversation with Jim in the crucial
chapters, 7 to 17, Marlow refers to Jim as being "haunted,
as someone "in a dispute with an invisible personality, an
antagonistic and inseparable partner of his
existence--another possessor of his soul™ (93). This
tormenting ghost isolates Jim from his kind.
Marlow's important task in the nq(gl 1s g0 explain how

Jim lives in the face of his agonizing consciousness. He
tells the reader that he finds Jim a job at a rice mill,
which helps Jim to "carry on [for a time] . . . the serious
business c.>f .life" (184), but his job at, the mill and his
later jobs as water clerks cannot cause his "wounded spirit
to die quietly of inanition® (185), cannot exorcise his
gu1l% his hartowing sense of failure to fulfill his dreams
of heroism . Therefore, when the fact of the desertion
threatens to become a topic of publ1c discussion where he
holds a ]ob ‘he abandons his prospects and goes away. Jim's
running away is.an example of his emotional isolation from
other people. Although he is genuinely fond of De‘bgr and

3
" .Egstrom, he‘caiact brmg hunself to believe that they could A
s AN

~

'ﬁ- o .
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forgive his offence if they came to learn about it. Jim 1s
incapable of hoping for other people's understanding because
he 1s cﬁt off from them.
Marlow realizes that what Jim needs to live free of
Cinner torment 15 an illusion. Like the story's narrator,
Mar low cannot provide the hero with 1llusion and MaPTOw must
seek the help of a manipulator of illusions. Commenting on

this, Bruce Johnson says:

Despite his efforts in Jim's behalf, [Marlow] can i
never offer the talismanic gesture (within the power
of Stein) which will seem to Jim to be a real '
"opportunity.” He and Jim are simply not vibrating
on the same freguency.
In truth, the narrator of "Karain" and Marlow
: N
must continually separate illusion from "reality"”
because they are afraid of the consequences of not
doing so. Théy cannot, even for a moment, pTay the
game engaged in by Stein or Hollis--cannot, that 1s,
therapeutically manipulate illusion.** '
It would be more accurate to say that while both narrators
do not manipulate illusion, they regard it as the staple of
* 1life. The narrator of "Karain" must participate in Hollis'
¢« charade because he can thus prevent the Malay from
destruction, and Marlow must take Jim to Stein so that Stein
offers Jim a new illusion, a newydream, which Qill
rehabilitate the drifter.

s*Bruce Johnson, "Conrad's 'Karain' and Lord Jim," in Thomas
Moser, ed., Lord Jim (New York: Norton, 1960) 469-70.
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When Stein gives Jim the silver ring to present to
Doramin, the ring will, it seems from Marlow's account, earn
him the friendship of Doramin, with whose help he will
achieve greatnes in politically unstable, conflict-torn
Patusan:

The ring! The ring! Where the devil! Ah! Here it was
Jove! Wouldn't do to lose the thing. He
meditated gravwely over his fist. . . . Would hang

the bally affair round his neck. And he proceeded to

do this immediately, producing a string . . . for
the purpose. .. 'I'vé been waiting for that. I1'1ll
show yet . . . I'll . . . I'm ready for any
confounded thing. . . . I've been dreaming of it.

Jove! This is luck at last. . . You wait. I'll. .
" (234-35).

The ring rekindles Jim's illusion. He has always had the
dream of becoming a successful fairy-tale hero but failed to
act to this end when he deserted the Patna. The ring now,
once again, promises such heroism,. Thé.ﬁower of his renewed
belief in illusion has an instantaneous effect,'for as soon
as Jim receives thg,rxng from Ste1n, his quilt (not only hxs
sense of failure but~also his awareness of betrayal), like
Karain's following his {sceipt of the é{xpence, leaves
him.*' Jim regaiﬁs mental peace, and, once in Patusahﬁ

s*Bruce/ Johnson rightly suggests, "Th potency of both
charms derives from the we1ght of hu@n intention behind
them. . . . Both Karain and Jim sally forth like a paxr of
Italian peasants, with sllghfly absurd (shoestring, pxece of
blue ribbon--it is all the same) yet potent charms hangxng
around their necks., . ." (468 69).
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demonstrates his zeal to live by immersing himself in the
success of military expedition and governing enterprise.

But Conrad wanted Jim to be significantly different
from Karain, nonetheless. Jim should not merely survive,
like Karain, but learn to live morally and meaningfully: he
should fulfill his duty towards other peoplé. Therefore,
while Jim in Patusan engages himself in conquest and
governing enterprise to chase the illusion of personal
glory, he learns to employ them and his other actions in the
service -of the larger society of Patusan. Thus he reverses
the earlier pattern of his life, both before, during, and
after the betrayal, a pattern of detachment from others.

Before taking this further,xl would like to suggest
that because Conrad wanted H;;\character to develop in these

terms, he made Marlow's narrative task more complex than

that of the narrator of "Karain." Marlow, like the story's
)

narrator, shows a man's capacity to survive, but he gas the
added task of exblaining for his curious readers/listeners
why his character must not merely surviQe but gain a socéal
identity. Theféfore, Conrad varies the plot structure of the
- novel from that of the story and uses multiple'perspecfg§eé
as opposed to the story's single perspective. The story has
a relatively linear action, with only one flashbaék which
does not violate the reader's sense of a temporal orderT.But
the novel radical;y reshuEfles and interrupts narrative-

chronology, allowidg Marlow to shift perspectives, to uiib

other characters' opinions and situations before, during;

-

. TP tax
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and after his conversation yith Jim about the Patna
incident. The examples and commentaries of various people
and the conversation enable the reader to discover the full
significance of Jim's truth, so he can meaningfully follow
the less winding and admittedly less complex narrative in
the second half of the novel. The shifts in time and point
of view analyse Jim's moral situation and indicate ﬁis moral
need to achieve community with other humans, whfleig
relatively linear narrative illustrates his moral growtﬁ,
his capacity for communion. ' *

An omniscient narrator opens the novel in medias res,
after Jim has the Patna incident and Marlow's attempts at
his rehabilitation behind him. Then, the nérraf&f goes back
in time, working over Jim's past, moving from his boyhood to
the desertion to the Court of Inquiry (leaving out the ]
circumstances of the desertion, however). Marlow soon takes
over the nagrative task and without telling the |
reader/listener what happened on board the Patna or at the

»

court, b:ck-tracks long enough to explain his interest in ‘
the Patna and her office\rs, and goes off on a digression_ ‘
‘about the Chief Engineer; M'arl»owdisrupticfu'onoiog‘y and
presents the Engineer‘s case because he. wants the teader to
see--before J1m begms to narrate h1s own story of hlS |
Jump--that Jim is a ccmplex character- while he evokes

sympathy, Qhe is ‘nonetheless an offender against human trust

and solidarity. = | : B
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Marlow begins by telling the reader that on his way to
the court he encountered the Patna’s officers and chief
mate. While -he Q}d not ‘bother about the morally revolting
officers, he was immediately struck bi_the appearance of the
chiefmate:

He looked as uqspncerned and unapproachable as only
the young can look. There he stood, clean-limbed,
clean-faced, firm on his feet, as promisingAa boy as
the sun ever shone on. . . . He had no business to
look so sound. I thought to myself--well, if that
sort. can go wrong like that . . . . (40)
Jim appears sqgfull of promise, innocence, so honourable
that Marlow is i@presséd; Jim's youth reminds Marlow of . his
own ﬁigh-minded idealistic youth (51). Ye£, Jim is véry
disturbing, for with him all men are on trial; all men.are
capabletqf committing what Jim did, no man is really ,‘
trustworthy. Jim's appeqrance and tﬁe sensé of human
vulnerability that his jump 1mplies will alwa{s encourage
Marlow to take a sympathetic view of Jim'smcasé, but he
cannot condone Jim's offence: -
' - He looked as genuine as a new sovereign, but there
was’some infernal alloy in'hié metal. . . . (45-46)

To emphasizg the nature of Jim's crimé, Marlow
continues, his digression and presents the Engiheer's case.
When Marlow visiﬁs the Engineer at the hospital befare
at ing‘i the Court of Inquiry for the first time, he

atchesf the man suffer from a vision of pink toads: .
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'Millions of pink toads. There's no eyes like mine.
Millions of pink toads. It's worse than seeing a

ship sink. "The ship was full of them, you
know, and we had to clear out on the strict Q.T.,’
'"All pink! All pink!-as big as mastiffs, with an eye
on the top of the head and claws all round their
ugly mouths. Oughi Ough!' Quick jerks as of galvanic
shocks disclosed under the flat coverlet the meagre
and agitated 1egs;\he let go my shoulder and reéched.
aféer.something in the air . . . The spectral horror
in him broke through his glassy gaze. (52-53)
The toads are commonly seen as symbol of the éight hundred
pilgrims multiplied in delirium. The Engineer's demented
'mind shows that he cannot shut out from his subconscious the
terrifying awareness of having betrayed the passengers. The
Engineer was willing to ébandon the Patna and her
passengers, but now even this unscrupulous man cannot forget
his crime because his crime is enormous. The Chief ‘
Englneer s case affords a moral perspe&t1ve- his crime is
enormous and he suffers deservedly. This enables the reader
to see that Jim's crime too’ is huge and needs.to be put
“pndér strict méral scrutiny. Although Jim was unwilling to
desert his shi§ andfﬁhe pilgrims, he, too, has partidig?ted
in his colleague's serious grime. ‘ o
Marlow s 1mpressxon of Jim suggests that J1m deserves
sympathy, although he is an offender, wh1le the Eng1neer s

3

petspect1ve indicates the serxousness of sz s offence.
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After the Engineer episode, the narrative does not go back
to the time of the collision on the Patna and explain the
circumstances of the betrayal. Instead, Marlow moves forward
in time to a week after the Inquiry to talk about Capgain
Brierley, who "had never in his life/made a mistake . .

[had never known] indecision, much less . . . self-mistrust”
(57). Brierley committed suicide 'soon after the Inquiry
because he admitted to himself that in a test similar to
Jim's he too might have tailed. The Brierley episode
emphasizes human vulperability and evokes sympathy for Jim.

By disrupting chronology Marlow uses different
perspectives--his own, the Engineer’'s, Captain
Brierley's--so that he can analyse J&m‘s morél situation:
while Jim's act calls for a hqrsh judgment, Jim deserves
sympathetic understanding. Yet the significant fact about
Marlow's analysis of Jim throughout the first half of the
novel is its continual emph&sis on Jim's crime, which,
coupled with Jim's desire to undo his moral failure, implies
that Jim's moral Efcessity,is to achieve rapproachméntAwith
"human society.

Marlow s conversation with Jim and his use of the
perspectlves of the French Lieutenant and Bog.Etanton, among
others, accentuate the sympathetic Jim's offence. Brierley

\
epiSode, the narrative moves back in t1me to the days of the
Inquiry and further'%ack ,to the time of the collision on the

Patna a§'Marlow and Jim begin to talk about ths/jump. While

) , 7
the Brierley episode has emphasized the need for a

[ 4
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sympathetic understanding of Jim, Marlow's conversation with
Jim emphasizes the seriousness of his offence. While Jim's
narration of his crime reveals his perspective as to the
5ump at an earlier time, Marlow's comment on Jim's story
reveals his own point of view in the narrative present. The
interaction of‘the'fwo'perspectives throws light on Jim's |
offence: . *

"So the bulkhead held out after all” . . . .F"Yes it

held." And suddenly he [Jim] lifted hiS'heed;'he sat’

up; he slapped his thigh. 'Ah!' What a chance
missed! My God! What a chance missed!" . . . ﬁe had

/ﬁo leisuée to regret what he had lost, he was so

whoiﬁy and naturally-concerned for what he had

failed to obtain. (83)
While Jim's comment imblies his moral limitations, Marlow's
analysis strengthens the reader's impression of such
limitations. Jim's concern is with the glory he might have
had had he stuck to the ship,. whereas he should be afflicted
by the sense of hav1ng betrayed the pilgrims and havxng
dishofioured the seaman'’ s code of serv1te, as Marlow ~\
suggests. |

The following conversat1en between Jim’ and Marlow also

shows Marlow s attempF to keep the focus on Jim's crime: :

"I had felt the ship move . . . . The cloud had

raced ahead, and this—first swell se®¥med to travel

ubon a sea of lead, . . . What would you have‘dgn'e'?"

You are ‘so sure of. yourself--aren't you? What would 3’

- ' - »
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you QO if you felt now--this minute--the house here
move,xjust move a little under your chair. Leap! By
heavens! You wbuld take one spring from where you
sit and land in that clump of bushes yonder.' "He
flung his arm out at the night beyond the stone
balustrade. I held my peace. He looked at me very
steadily, very severe. There could be no mistake: I
was being bullied now, and it behoved me to make no
“sigﬁ lest by a gesture or a word 1 should‘be drawn
into a fatal admission about myself which would have
had some bearing on the case. Ibqas not disposed t%
take any risk of that sort. Don't forget quad him
_before me, and really he was too much li£e~one of us
not to be dangerous. But if you want to know I don't
mind telling you that I did, with a rapid glance,
estimate the distance to the mass of denser black
-ness in the middle of the graqs—plot before the
verandah. He exaggerated. I would have landed shéft ]
by several feét--and that's the only .thgng of which
I am certain. (106-7)
Jim's question to‘Mariow;‘“What would you have done?"
implieshhis extenuating'rationalisation'that anpther  man
’woula have donevwﬁaf he did,u?der the ci%q&mstancesg\But
Marlow knows that while another sailor might\havé,jumped, to
admit that would be to condone Ji;'s crime. Jim is a seaman,
*one.of us,"” and Marlow, a sea captain, cannot_errlpok his

betrayal of eight Rundred pilgrims. In fact, Mérlow himsélf"

+ !
.

-~
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could not commit an offence as serious as Jim's because
L)

Marlow, like his namesake in "Heart of Darkness,"” has the
moral strength to withstand the degenerating influence of

¢« - .
‘kness. In the earlier tale”, Kurtz "had stepped over the

P edge [into an abyss of moral darkness]," while Marlow "had

- LY

beeh permxtted to draw back [his] he51tat1ng foot
Although we all stand, in Conrad's view, on the threshold of
the abyss, we should try to prevent ourselves from stumbling
R over. Marlow does.not use the abyss imagery in the novel,
out he aésociates, as does the Marlow of the novella,
immorality or moral collapse with an»;mbracing of darkness.
"Even if he deviated from his code of conduct, the novel's
narrator would land short of the mass of denser blackness,
to which Jim succumbs when he jumps. |
All through his conversation with Marlow,‘Jim tries to
bring Marlow ‘on to hls side, to make_himrtake a lenient view
of his jump. ﬁhile,Marlow sympathizes with Jim, he.is awareAA
of the subtle unsoundnese ot the man. Marlow's sympathy iéj

ES

;evidentbwhen at the beginning of Chapter Eleven, he says;

He wﬂs a youngster of the sprt-you like to see about
,

. you; of the sort you like to imagine. yourself to

A have 'been; of~the-sort whose appearanCe c1a1ms‘the
fellowshlp of these 111u51ons you had thought gone

h out, extlnct cold and wh1ch as 1f rek1nd1ed at
the approach of another flame, gzve a flutter deep,

deep down somewhere, give a flutter of l1ght . ..
O - :
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of heat!
But Marlow cannot forget the offence Jim has committed. Thus
when'Jim rationalizes that ‘there was not a "hair's breadth"
of d{iference between jumping 9ff the Patna at the time he

did ahd deserting tHe ship he would have been forced to do

when she sank, Marlow comments "a liitle viciously": "It is
“difficult to see a hair at midnight . . . And 0 you cleared
out‘at once" (131).

Marlow maintains focus on the seriotsngss of J%m's
offefice with two important digressions, among others,
namely, the episﬁdes concerning the French Lieutenant and

.
Bob Stanton. He recalls his meeting, at a much later date
than. when he holds his conversation with Jim, with a French
Lieutenant whose perspective provides the most damning .
criticism of Jim's jump. The Fpenéhman was on board the ship
that rescued the Patna and towed it into p&rt. He tells:
Marlow how fo% thirty Khours he s{ood on the Fatna's bridge
'while she, thfeatening to go under, was towgéi Not only ddés
‘his fearless devotion to tié rescue of an imperilled
humanity condemn Jim's failure of rgsponsibil}fy, but alﬁo-
his mention of the fact that it finally took only ‘
twenty-five minutes to unload the pilgrims from the Patna.
This reminds us that Jim stood still fpr twehty-seveﬁ
minutes on ghaé fatal night. Ahd sé when Marlow seeks
"profeséionalﬁopinion" on Jim's éase_from &hié "genie

endowed with strange powers of insight,"¢' he receives the

- -t - —— -

Dent, 1979) 3%,

> . »
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simple verdict, "And so that poor young mam ran_away'alon%

-

with the others™ (145), When Marlow invites the Lieutenant

>

to take a lenient view of Jim's case, he is confronted by

the Frenchman's "sharp glance . . . like a razor-edge on a’
" the stare of an executioner who proceeds to

. R ) -
slaughter Jim: ‘ o

!
.

battle-axe,

c.

I contend that one may get on knowing very well that }1
one's courage does not come of itself . . . . o
: . «

Tﬁere's-nothing maﬁh in that to get upset about. dne
truth the mqse ought not to make life inpdssfdfgsz.
But the nonour—ethe honour, monsieurd . . .:The
honour . . . that is jeal——that is! Andfwhat‘life
may be werth when . . . 'when honour is gone . . , 1
can oﬁfer no"odinion—-bedause--monsieut*—I know

nothing of it."(148) . o /
@ e

The Frenchman is fully awar¢ thas we all suffer [z

what is required, however , is to.control our covwing

b -

L) © g .‘

devotlng ourselves fJ}ly ‘to duty The French'Lleutenant/{s a
- ' 4

spokesman for all those offlcers who control thelr fear in-

/
/

- the service of! their shlp and passengers. : b /‘"

/

Marlow then dxgresses further, on the story of Bob
Stanton, Like J1m, Bob was a ch1ef mate 1nvolved in. a

-sh1pwreck but one. lady s maid refused to leave, Unl1ke J1m¢

[+

Bob- drowned h1mself in trylng ‘to save the mald A seaman >

‘ rd

‘dOes not desert a 51nk1ng ship while there are passengers on

board. Bob g1ves‘h15 life to‘ve one 11fe whereas J1m savés

o4
Tt

o

blS own life, leavrng eight hundred_passengers*to_drovn. v

/ 1
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By violating narrative chroqplbgy, Marlow uses
different perspectives, places different characters gn
relation to Jim, so that he can emphasize the need for.a
sympathetic undérstanding of the young chief mate, thle at
the same time stressing the gravity of his offence. While
Marlow in his capacity as "histor™*? listens to the opinions
of other characters, he also learns more and more about Jim
and gradually begins to take a more critical viewvof Jim's
betrayal. The effect of the perspectives o0f the French
Hieutenant and Bob Stanton on Jim, for,example, is that
Marlow now can unequivocally judge that=aim has committed "a
breach‘of>faith with the community of mankind"™ (157). The .
reader learns this throughodt the fi;sf half through the
per;g@ctives of various charpcters and in different forms,
and it implies to him that Jim's moral regeneration must
involve a reentry into the community of mankind. When the
reader hears, therefore, that Jim wants to "come upo; some
sort of chance to get it all back again” (179) that he
wants to regain the glory he would have had had he not
jumped but come to the rescue of the passengers, the reader
is cénvinced that what Jim really needs to do, given his
betrayal ofg humanity, is to achieve rapproachment with human
society and thus symbolically’undo the treéchery to the
pilgrims and reverse the earlier pattern of his life marked
" by detachment from others.‘*® As J. I. M. Stewart points out,

8
‘*Robert Scholes and Robert Kellog, The Nature of Narrative
(London: Oxford UP, 1966) 263.
*3As Leo Gurko comments, "In his [Jim’ s] experiences on the-
training ship and later as a young mate he always kept to
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Jiﬁ has not lost a position, a prestige, that he can
get back--like an athletic record, or a boy's place
at the top of his form. He has done something that
is in effect treason to his kind. Marlow sees this
as the simple fact on the record. [Jim's] egoism in
his romantic dzgam,. . . has made his treason

possible. Rehebilitation will be meaningful for him

\

only 1f 1t is concomitant with a radically changed
relationship to other people.**
In Patusan, however, Jim makes his rehabilitation
meaningful. Marlow's narrative in the second half of the
novel shows that Jim, Baving received an illusion like
Karain, doe; not ré€ally immerse himself, like his

predecessor, in the illusion of success, but learns to

.

commit himself to other humans.

-

Marlow's narrative technigque in the second half of the

novel is not as digressive and circuitous as in the Patna
section. In the first part, the narrativé focus tended to
centre our attention on Marlow's discussions with Jim and

the narrator's efforts to place the other characters in

*3(conf"d) himself, nourished his high-flying dreams of
heroism, thought of himself as above everybody else, was
responsive only to the claims of his own nature. . . .
Before, during, and after the tr1al Jim- remains a 'loner,
as detached from the white men and “their pr1vate codes in
the Pacific, as he+*is from his father the vicar who mouths
his untested platitudes back home in the safety of rural
England. The eye of others in this instance had no effect
upon Jim because he is blind to its existence.” See Leo
Gurko, Joseph €onrad: Giant in Exile (New York: Macmillan,
1962) 108. ’ ‘ . .

¢4J, 1. M. Stewart, Joseph Conrad(New York: Dodd, 1968)
111-12.
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relafion to the hero so that we understood the full
significance of his situation. After we have learned what
Jim needs to dp‘in oraer to make his rehabilitation
meaﬁingful,‘anrad reduces the gémplexity of the narrative.
The narrative still uses uqchronologicak time but, as Ian
'Waté points out, the violations of chronology "do not
materially change the narrative's temp?ral and ;batial
‘focus."*® We now read somewhat uhinter;uptedly.about JimLE_
actions and form an impression of his moral advance, which
becomes the highlight of the harrative. As we progressively
hear from Marlow about Jim's arrival in Patusan and his

™
involvement in local politics, our attention is focused on

Jim's meaningful rehabilitation.
Marlow's account of Jim's own.story of his finding
himself hip-deep in a mud-bank during his escape from Rajah

Allang's prison upon his arrival in Patusan suggests Jim's
¢

positive dévelopment: -
- It seemed to hi%'he was burying himself alive, and
then he struck out madly, ¢+scattering the mud with
his fists. It*fell on his head, on his face, over
" his eyes, into his mouth. . . . He made efforts,

. efforts that seemed to burst his eyeballs in their

4

sockets and make him blind, and culminating into on

o

mighty supreme effort in the darkness to crack the

&

earth asunder, to throw it off his limbs--and hé,
felt himself creeping feebly up the bank. He lay
. X ,

—— - —— - — - - -

‘'Watt, Conrad in the Nineteenth Century, .309.
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full length on the firm ground and saw the light,

. the Sk;fp}hen as a sort of happy thought the nogion
came to him that he woéuld go to sleep. He will have
it that he did actually go to sleep . . . and then
he afose mﬁdd:hfrom head to foot . . . .‘(254)

Jim has jumped again, not over a sﬁip's rail but over a
stockade anémféund himself in the mud of the river. Jim's

N - . ;
immersion into the mud suggests his imminent integration
into the land. His initial attempt'to free himself from mud
indicat?s hi;:unwillingnesskto accept integration, but his
dozing off tbwsleeé and waking symbolize both the death of ®
his fermer qxistence and the birth of }pis new life in the i
midst of a people. Signi®icantly, soon afterwards, he is
"received . . . intq the heart og\the communify" (258); he
finds a father, a mother, a devoted f;iend,‘and a ygfe, in
Dora®&n, the chieftain's‘wife, Dain Warris, and Jewel

respectively. His life has now a social texture and his

activities take on a social character.

Marlow reports, relying on personal observati during

his visit to Patusan and information from Jim, Jim's

involvement in Patusan politics, which enables him to serve
N A

an indigenous people:

¢ -~

When he arrivea the Bugiﬁkcommunity was in a most
critical position. 'They were qll afraid,' he said
gq_me--;each‘man afraid for himself; while I could
see as plain aé possible that -they must do something
at once, if they did not want to go under one after

. ° '
4

L3
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another, what between the Rejah and the vagabond
Sherif.' But to see that was nothing. When he got
‘bis idea he had to drive ig into reluctant minds....
He had to devise the means .'. .‘de his task“was
only half done. He had to inspire with his owp
confidejice a lot of people . . . he pad to //,
cpnciliate imbecile jealousies, and argue away all
. sorts of senseless mistrust. £361)
Jim is capablecof manipulating the emotions, pacifying the
fears and jealousies gf the Petusanians, }hspjring the
political consciousness of a divided stete.’He has become a
public hero,_pot in the heart of ciyilization, bJZ in a

remote Malay district. It is immaterial to Qonder whether

-Jim would have been able to achieve heroic status in the

public world of civiliZation.‘‘ What is material is to
appreciate that Jim has learnt to relate himself to others,
to étt dutifully for the Patusanians. |

Marlow describes how 'in his new environment a sense of
duty motivates all Jim's aetions..Jim now uses his pover,
obtained from the defeat of Sherif Ali, for the benefit of
his people, whose welfare is his cresponsibility since he is
the virtual ruler of the 1andv For exemplef he liberates the
slaves heg by Ali and puts pressure on the Ra]ah for rel:.ef';
of the local peasantry. He protects. such groups as the
coastal fishing villages from the Ra)ah s exertxons, and he
abolishes {he Rajah's system of slavery. One may view these.

- o o ———— - - — - ~— r

‘¢As -does Michael P. Jones in Conra‘d s Heroismz A Paradiu
Lost (Ann Arbor: UMI, 1985) 95,

x SN

.
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"and Jim's other actions as,egoistic, as Marlow does: "he
seemed to love.the land with a fierce egoisml;,But even
though Jim's actions may satisfy his ego, néither#&arlow nor
we can deny that they{ also affitm his respon51b111ty for his

people, for "there was a hlgh serlousness in his
, N

sﬁimmerinés" (248). He carries out his respodsgb1lity

because he feels a sense of identity and communlty with his
_ s

-

people.

s

Crucial to our understanding %f this is Marlow's °

presiftatgon of the Gentleman Brown episode. With the coming
of Brown to Pe?usan, Jim confronts a situation remarkably

. ’ R
similar to that on the Patna, where he was respdnsible for

‘the lives of‘huQﬁreds of .people. Now, as ruler of his

v

, ]
community he is respornisible for his people,.and his

effectiveness as a social being wi%& depend in‘a large
' ¥

measure orf whether he' succeeds in doing what is expeoteﬁ of

- -

him under-the circumstances. Avrom Fleishman suggests.thet
i 5]

Jim fails in his duty to his people by his decision. to let
Brown run away: '

'I

Jin creates hie.own community in Patusan; his jump
. takes hin»'into the heart of the community.' .'.',
It is this that givee him 'the impenetraole"a:ﬁonr
of resolut1qn he had'laéked. But he fails to make a
totgl 1dent1f1catlon w1th the community, with the

result that his resolutlon breaks down. When Browh

x

appeals to h1m on grounds of their common moral

failings and status‘as oqtcasts, Jim places Brown,

-~

&
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who is to him the 1mage of hls own prior self above
“his group ties. With this decision hey is cast back
into his hollow selfhood, and is sﬁndered from his

’

social group.*’

That Fleishman is wrong is not difficult to see énce we
devote to the Brown episode the close énalxsis that it
warrants., |

When Brown and his villainous crew of pirates arrive ih
Patusan, they are ablé to gain a foofhold because Jim is
away, and when he returns he is faced with the decision to
give Brown "a clear road or else a clear fight" (388). Jim
~allows the pirates to escape, without foreséeing the
disaster his decigion will bring upon Patusan and himself:
‘before he escapes, Brown opens. fire on the Bugis, killing -
Dain Darris, Doramin's son, and his men, and later Doramin
shoots Jim“to death to avenge his son's death. Marlow's
ac;ounf'of Jimls encountef with Brown might suggést that
Jim's surfaced guilt, and his unconscious identification
with Brown, are reasons why 5im fails to deal with Brown
properly and allows him ta\escape and thus incurs the )
disaster. When J1m confronts Brown, the 1atter asks, ;what

made you [come to Patusan]? " a quest1on wh1ch makes Jim's

guilt obvious, for‘Jxm "stared at th1s (380) and "got very .

a—— A}

red ithhe face" (381).
: ' o

RN

o Anr bt .

“1avrom Fleishman Conrad's ggli§%csx Co gnitﬁ A arch
in the Fiction et’Jose h Conra altimore; Johns Hop ns.
UP, 1967) 140. ~ IE‘\
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Brown causes Jim more pain when he unwittingly refers
to Jim's jump f;om his ship and one of its reasons, -fear:
| "This is as good a jumping off place'for me as
another. 1 ah sick of my infernal luck. But it would

i LY

be too easy. There are my men' in the same b6at——and,
by God, T am not the sort to jump out of trqubf; and
leave them in a d--d lurch,” I said. ... . "I've
lived--and so did you though you talk as if you were
one of tpose péople that should have wihgs so as to
go about without touching the dirty earth. Well--it
is dirty. I haven't got.any wings. 1 am here because
] was afraid once in my lif;. Want to know’what of?
I won't ask you what scared you into this infernal

, hole. . . ." (382-83) 1
Bro;n's comments remind Jim of the Patna incident; he_jumped
~of} the ship, partly, because of fear. Jim begins to see
that he ﬁs.no different from Brown, for fear brought them
where they are, and, in his pas£; he'acted,‘like Brown, from
the belief that "when 'it came to saving one's life . . .
one didn't care who else wéntf—three, thirty, three hundred

- - ' “
people"” (386). Jim's awareness of his guilt may have

strengthened his wish to spare Brown's life, and, similarly,

- -
.

Ris unconscious identification with,Brbwn may have caused
Lhim to think that Brown desg;dég a second chance. But the
real reason for his decision to let Brown go is, Mé}low

. wants his reader to see, Jim's sensé of duty towards his

people, his eagerness to ensure the welfare of his people.-

: >
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wpen Jim confronts Brown, Jim is faced with a decision
to choose a course- of aétionithat best serves the interest
of his people. He knows that the invaders have already
inflicted six casualties o;‘the village. A fight would
certainly destroy more lives and proper' , as Marlow's
report of Brown's threat to Jim sugeg;Zif' N -’
You don't want us to come down here perhaps--db you?
You are two hundred - to one. You don't want us to
come down into the open. Ah! I promise we shall give
"you some sport befﬁre you've‘done. You télk‘aboui me
making a cowardly set upon unoffending peoplg. ;f//
_What's that to me that they‘a;e unoffending when I

.

am starving for next to no offence. But I am not a

é&ward.JDon't you be one. Bring them along or, by
the fiend, we spalﬁ yet manage to send half of your
uno@fenéfhg village to heaven with us in smoke!" 3
(382) K
Ménlow seéms to suggest th;t under the circumétances Jiﬁb
j'ghtlxsdgqides to let. Brown escape, for _Marlow r?iterateéd'

Jim's claim that&he'is "responsible for every life in the
- land" (394). Moreover, by letting Brown eécape Jim acts in
éccordance'withﬁthe wisheg of h;; péople: 5

" In the town.mény hoped that' the rapacious strangers

" would be induced . . . to'gq\;rqyn It wouldﬂbe good

if they went away [without a

,atfle]. (390)
Jim's Sense of duty‘towards and:COmmuniEyibith~his

people is reaﬁerated'throbgh Maflow's presentation of Jim's

~
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«
reaction to the situation which grow$ éut of the massacre of
Dain Warris and his@wen. Following the disaster Marlow
interprets Jim's situation: P

"What thoughts passed through his head-—W%at
memories? Who can tell? Everything was gone, and he
who had been once unfaxthful to his trust had lost
again all men's confldence. . . . People had trusted
him with their lives-only for that; and yet they
could nevér, as he had said, neverlbe_madeﬂgg/ ‘
understand him." (409)
The situation %s now very ironic, fogﬂsi@'s éct of duty and
solidarity has resulted in the loss of people's trust in
him, has come to be seer, though unjustly, as betrayal like
is reél breach of faith with the community of mankind he
committed when ﬁe jumped off the gé&gg. Whétﬂcan Jim do in a
situation like this? Should he listen to Jewel, who pleags

1

with him to eséape from Patusé% ang the wrath'of Doramin?
But Jim cannot do thatAbecause his life would not be worth
having if he fled; as lan Watt sﬁggests, "escape miéht be a
, repetition of«géggg."" Jim presumably realizes he may not
be able to regain people‘s‘tnust,_but he can perform an.act
by which he can suggest that he has always been wothy of
their trugt; Thereforg, he must go to Doramin,'fully aware
that the'chieftain may take his life fbr the murder of 'his
son. It is an irony of fate that J1m must 1gnore the claims

of his beloved in order to fulflll hlS higher obligation to

“Watt, Conrad in the Nineteenth Century, 345,
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society, and in so dping_muét meet his death. Jim acts in
responrse .to the demands of his ego, but yis ego-fulfilme :
is inevitably linked with his social role. In satisfying his
@go, Jim reaffirms his responsibility towards and community
‘with his people, and suggests that he is a true social being
and very deserving of people's trust. Marlow draws attention
to this aspect of Jih‘s sacrifice when he recalls Jim's
promise to his people: "He was ready to answer with-his life

-

for any harm that shquld come to them if the white men . . .
- ,/l - ) ’
were allowed to retire” (392).

It is in the light of Jim's fulfilment of his role as a

-
.

social being that we can bgsf understaq?_Marlow's last

monologue, whicﬁ has caused critics often to condemn Jim:
But we éan see him,” as an obscure congueror of fame,
tearing hiﬁseif away from the arms of a gealous love
at the cali of his exalted egoism. He goes éﬁay from .
with a sﬁadow§’ideal.of\condhét. Is he
fsatisfied—-quite, now, I wonder? We ought to know.
He is one of us--and have I not sfoodtﬁp once, like =
an evoked ghost, to answerfféi his eternal
constancy? (416)

Douglas L. Mensforth comments on ithis passagéftﬁﬁs:

.. . the ‘shadowy ideal of conduct' which' causes

the iiQiné wbmén; Jevel, ;QQQntér into ‘that

*soundless, inert life' which is a kind of degth of

the spiriﬁ. Marlow says ghat'it is the cause of his

g
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.
exalted egoism that taFe-Jim’from Jewel's jealous

love. In this Jim represents that divisive spirit in

man that ‘is to Bgtshunned and guarded against.*
Mensforth disregards the faét that Jim cannot flee Patusan
with Jewel because, as already suggested, for Jim to.escape
would mean to betray'tae people of Patusan, to disgrace,
-himself; he could nét make Jewel a part. of his life
‘dihonouri It ié as if in\confirmation of this Marlow had *
saiq; "There are’ {he girfs we }ove, the men.We4look up to,
the tenderness, the friendships, the opportunities, the

, o )

pleasures!hBut the fact remainé that you must touch your”
reward with' clean hands, lest it turn to dead leavés, to
tho}ns, in your grasp" (222). If Jim fled, he could not
touch.Jewel'fwith clean hands.” In order to avoid betfayal,

¢
but to reassert his identifcation with the community he must

go to them. Jim sacrifices himself in response to his .
"egoism," but his egoism is "exaltedq"_firmly‘grounded in
accepted moral standards which enéourage a ruler's .
%ulfilment of his.duty to his soﬁial unit, |
When Marlow refers to Jim's final act as "pitiless™

wedding wi£h a shadowy ideal of conduct," he .is remembering
Jewel's impression (in Chapter 37) of Jim"s lack of feeling‘r
for the real, flesh and blood human being but commitment to
an abStrac{ énd unélear jdeal of social behavipﬁr. Bﬁt'szg's
ideal of COnduct_(ﬁhich is pérfectly clear .to Jim himself.)

is wofthy of praise- it cohfirms his‘"eﬁernal constancy" and

- - —— T - - -

¢sDouglasg L. Mensforth, Lord Jim (Oxford: Basil Blackwell,
,1970) 91, T A '
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- Marlow's bélief that Jim "had achieved gréatness" (225).
Marlow does not doubt the social significance of Jim's act,.
desplte the naggx@g implications of his. rhetor1c that things
c0uﬁ§ have been d1fferent, that destlny could have spared\

Jim 4f his flamboyant sacrifice, that Jim might Jhave hoped-
for a different ending to his life, that Jim might have .
wanted to accomplish more than he had done in his l1fet1me. _:
Such speculations are only to be expected when the sacrifice
of a life is at_issue, but they d6.n9t blur Ehe hotal‘and‘
communal signifjcance of -the aét_of rehunciation. As
Fleishman poinqggout, Jim's death is "an act of f
identification with the higher claims of<the comﬁunity:

‘there is to my mind a sort of prfound and tertifying logic

a

in it,' writes Marlqw (342). If we are to find the axiom of.

this logic it mtst lie in the philogophy'of the o;ganic

state."’° . ) ' . . ) . :
In Patﬁsan Jim mgles his life‘heahingfﬁl aéghe f01£ills

his duty-and ‘asserts hlS fellowship with people and thus z

gains the:;ftrust When he loses trust, he reasse:ts _
tommunitylﬁithltheg by sacr§f1c1ng his 11fe,"thereby_ | DR

de hstrating that he is very worthy of trust. This is Jim's

. }ay'of’fdlfiiling himself:‘of suggestiilg tﬁat an individuallzs
must live in‘golfdaritjxwith the larger society&of‘hﬁman »
beings and try‘to winnitS’;ruSt;Stlwhatevertcost to himself,
ofvrecoghising.the_brfmacy'of the social unit: . |

. e

N .

Yo
-

OrsFleishman, 110.



102

A comparative examination of "Karain" and Lord Jim

reveals, then, Conrad's dual attitude to the individual. In
the short story, he portrays the plight of an individual
whose inner torment i1solates him from people and forces him
to resort to the saving power of illusion. Karain remains at
the end an 1solated i1individual because his deliverance from
suffering has meaning only for himself; it enables him to
survive But not to relate to others. The novel also deals
with a character whose guiltbinitially keeps him apart from
others., While he, too, fihds illusion sustaining, he goes on
to fulfill himself‘through fellowship with a larger socilety
of human beings. Jim's story is thus the story of "the
relation of man to the human cémmunion.“ What prompted
Conrad to treat Jim's positive developﬁent is, 1t seems, hils
narrow vision of Karain's survival. ’

Conrad presents his limited vision in the short story
Ey skfllfully using complementary narrative segments. %
larger perspective of the individual's gradual develoﬁ&ent
to a social identity rebuires Conrad to use dislocated
chronology and multiple perspectives. With these methods, he

S .
stresses the character's need for and achievement of a

soclal self. . {



IV. 'The Secret Sharer’' and Under Western Eyes

When final work on Under Western Eyes became exasperating,

Conrad set aside the novel and decided to write a short
story. The idea for what he would write came first‘in a
letter from Captain Marris, whd for twenty years had liwved
in the East; in his letter Marris hoped Conrad would "give
so%e more tales of the East."” When, at the end of September

1909, Marris visited Conrad at Aldington, the latter made up

his mind about the kind of stories he should write. In his

»
»

letter of October 1909, to Pinker, Conrad wrote about

Marris' visit: -~
It was.like the raising of a lot of dead--dead to
me--because most ¢of them live out there and even
read my books and wonder who the devil has been
around taking notes. My visitor told me that Joshua
Lingard made the guess: 'It must have been the
fellow who was mate in the Vidar with Craig.' That's
me right enough. And the best of it is that all of
these men of 22 years ago feel kindly to the
chronicler of their lives and adventures. They shall
have some more of the stories they like.’'

Marris' letter and visit inspired Conrad to write, in two

weeks, "The Secret Sharer," a tale about sailors, ship, and

the sea, before returning to the unfinished povel.

Although "The Seeret Sharer" is set at sém and is about

) v
a captain, its main interest is in matters central to Under

"1Life and Letters, II, J30.. 0

L]
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Wwestern Eyes. The short time Conrad took to write the story

suggests that he had a clear conception of the story's
materi?l when he began work on it. In fact, a good deal of
thhe material came from the unfinished novel, a fact borne
out by the similarities between the two works. In both wgrks
a young murderer seeks refuge with another lonely young man
of his profession and appeals to him for a compassionate

understanding of the extenuating circumstances that, he

claimgﬁ are responsible for his crime. In Under Western Eyes

a young student murderer, Haldin, appeals to another young
student, Razumov, for sanctuary and urges him to try to
understand that he murdered M. de_P. only to advance the
revolution against‘the autocratic Russian regime. Similarly,
in "The Secret Sharer," young Leggatt, a seaman, makes a
plea to the captain-narrator for protection and wants the
captain to recognise that the crewman on the Sephora forced
him to commit murder. ,
In addition, both works treat the theme of identity. In

"The Secret Sharer," the captain acknowledges his identity
with Leggatt by repeatedly describing the }ugitive as "my
secret self,” "my double," "my other self,” my "secret
sharer,” phrases which derive from the unfinished novel;
after meeting with the revolutionaries, Razumov

felt bizérre as it may seem, as though another self,

an independent sharer of his mind, had been able to

view his whole person very distinctly. (230)

To treat thetheme of identity in the novel, Conrad presents

N
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Razumov and Haldin as spiritual brothers. They are alike: ,

\ A Y
4

just as Haldin murders M. de P., Razumov murders Haldin;
Razumov's suffering at the hands of the revolutionists
resembles Haldin's tortuyre at the hands of the Russian
police before his execution.

It would be worthwhile to consider at this point
Conrad's conceptlion of Razumov and to suggest how he might
have arrived at the idea of the character of the captain.
Razumov is an isloated figure since he has no family or
recognizable social connections, and he is alienated from
his social environment by his ambitionAof academic
distinction. When Haldin asks Razumov to help him escape
punishment‘for his murder, Razumov cannot do so and betrays
H&ldin to the authorites because he is afraid that the
autocratic regime would retaliate By persecuting him and
destroying his dream of academic success. Despite his
betrayal of Haldin, Razumov cannot get rid of him, however.
Ironically, Razumov becomes identified with the dead man who
lives in the guise of his sister, mother, and friends. It is
this assdciation which ultimately regenerates him, helps him
to grow morally. When ngrad wrote the story he created a
less\complex character, a simplified version of Razumov, His
new character is ilse\isolated from his society, the ship,

j
‘but unlike Razumov, when appealed to'for helpﬂby the
murderer, he honours the request and identifies with the
outlaw and deéelopé psychologically as a result. The focus

n . -
. of the two works is on the hero's identity with the
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assassin, and its positive effect.

We should note, however, while the isolated captain's
1denl1ty with Leggatt helps him to become whole and |
1ntegrated as an 1nd1v1dual Razumov's identity enables him
to find, through suffering, a social self. The story engs
optimisticaliy with the image of youth winning out, which
perhaps provided Conrad with the imaginative strength
necessary to complete the unfinished novel.

The captain, as the narfator of his tale, has a free
hand, so to speak, in delineating experience; he presents it
at length and entirely from his own perspective, revealing
consistently his sense of isolation which leads him to
identify\wﬂgh Leggatt and thus fulfill his emotional needs.
The narrator begins his tale with a description of the
tropical landscape which he reviews while standing alone on
his deck "at the threshold of a long passage”:

On my right hand there were lines of fiehing;stakes
resembling a mysterioue system of half-submerqged
bamboolfences, incomprehensible in ite division of-
the domain of tropical fishes, and crazy of aspect
as'if abandoned for ever by some nomad tribe of
fishermen how gone to the other end of»the ocean;
for there was no sign of human habitation as far as

the eye could :each. e W

This close attention to natural objects indicates the depth‘

"1Cedric Watts, ed. Typhoon and Other Tales (London: pxford
UP, 1986) 244, 243. Subsequent references to the story are
to this ed1t1on and will appear in parentheses in the text.

-



of the narrator's alienation from his crew; he is lost in
this barren lanéscape. His feeling ?f isolation is also
conveyed by such phrases as "no sign of human habitation,"”
"the barren islets." Metaphors suc‘DaS‘"a mysterious
system,” "incomprehensible,” "crazy of aspect” reveallhis,?
uncertainty and anxiety over a Conragdian test of his mettle,
and a feeling that he will be found wantiné. Not only is his
feeling that he is new to the ship but also his psychic )
condition keeps him apart from his society, the ship and.its
crew, ‘

In his emotional detachment from thp crew and the
tradition of seamanship, he acts like a private individual,
defies convention, and out of kindness, kee§§ anchor Watch:‘
"For the last two days the ;rew had had plenty of hard wgrk,
and the night befofe they haa very littlé sleep” (247); and,
when Leggatt arr1ves, he further reveals his compassions |
Before Leggatt eJen beg1ns to descrlbe how hé\kllled a man,
the captain excuses the fug1tive:

;

"Aha! Something wrorig?"

| Yes. Very wrong indeed. I have killed a man."
"What do you mean? Just now?" . L

@

No, on the passage. . . . when I say a man--"

i

‘x\u "F1t of temper," 1 suggested confzdently. (253)
This is the response of an 1solatég individual, not that of
.a true capta1n whose sol1dar1ty with the crev and allegxance
to law would‘have compelled him to banigh nggatt, if not to -
' éqsrender him to\thé police. »

.’
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However, because he is isolated from his\crew“he
believes that the only right thing to do is to disrggard
Leggatt's murder and its moral impljgétiong; in retelling S
Leggatt's own story of the killing he wants thé reader to do
‘the same: - . : RN

> "It happened while we were setting a reeféd
foresail, at dusk. Reefeé foresail! You understand
'the sort of weather. The only sail we had left to
keep the ship running; so you may guess ;hat it had
Been'like for days. Anxious sort of jobz that. He
gave me some of his cursed insolence at the sheet. 1
tell you I was overdone with thi$ terrific weather
that seemed to have no end to it. Tergific, I tell
yoﬁ--and a deep ship. I believe the fellow himself
was crazédeith funk. It(was no Fime for gentlemanly
. reproof, so I turned round and-felled him like an
ox. He up and at me. We closed just as an awful sea
made for the ship. All hgnds saw it coming and took
to the rigging, but I had ﬁiﬁ‘by the thr&at? and
went on shaking himnlike a rat, the men above us
yelling, 'Look out! look out! look out!™ Then a
crash as if the sky had fallen on my head. They say
f?r over ten minutes hardly anything was to se Sée".g
' of the ship--just the three masts and a bijt of the
foregastle head and the poop all awash dr vind along

-% )
in a smother of foam. It was a miracle that,thej’v

found us, jammed together behind the forebits. It's

8 : ) : ' ] “
) *



commit murder to save many lives is just a convenient
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clear that 1 meant business, because 1 was holding
him by the throat still whén they picked us up. He
was blaqk in the f;ce.,lt wés‘tOO much for them. it
Y| seems they rushed us aft together gripped as we |
were, screaming 'Murder! like a lot 6; }unatics, and
.broke into the cuddy." (254-55)

Leggatt's statement tbét the murder took place during the

,sefting of the reefed foresail indicatesvhis belief that the

victim was disrupting action necessary'to‘savé the ship.
However, from Leggatt's later account, it appears that the
fqresail did get set despite 515 having to engage himself in
a fight with the man. This indicates that the victim's
disruption was not of so drastic a nature to endanger l%ves
dn bgard the ship and that Leggatt'é claim that he had'to

P

excuse. But even before he has heard Leggat's story the

~

captain has decided“that Leggatt is innocent. In the passage

that:precedes Leggatt's account, the narrator without any
ev1dence suggests that Legatt's k1111ng of the man was a
necess1ty-‘"And I knew well ezough the pest1£erous danger of

such a character where there are né means of legal"

repression™ (254). Thus the‘géptain explains. away Leggatt's .

crime and in effect lendé support to Leggatt's ha;efulj
conviction that the victim was one of those "Miserdplé
devils who have no b051nesg.to 11ve at all" (253) ‘A8 Mark
Troy suggests, the capta1p is "not really conderened wx;h

the moral or legal aspects of - the case, or evén Legqatt's;;

Ll

~
a

-]
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own reasoning : his concern is the fabric he subjectively

" weaves ">
While impulsive sympathy prompts the.captéip initially
to pardon Leggatt's crime é;d take him on board, he soon
finds in the man an ally jus? as Jim finds in Marlow an ally'
following the desertion of the Patna. He identifies with
Leggatt emotionally to lessen the burden of his loneliness.
. Mofeover, instinctively he is drawn to the man's
self-confidence, courage and strength. Frqm the very moment
the two men meet, the captain is struck by Leggatt's "calm
and resolute voice," his "strong éoul" (251), and he intuits
he needs Leggatt's manly qﬁalities to become an integréted
pér;onality, to free himself from uncertainty and anxiety,
to be true to "that ideaﬁ conception of one's own
personality every man sets up for himself secretly" (246).
Tﬁe:efore, he repéétedly asserts his imaginary identity
~with Leggatt. In a diseussionlof the story, Marvin Mudrick
lists more than a dozen examples of the captain's feeling of
identity with the fuéitive to argue that the reader
Aunderstands the suggestion of the double early in the stery
and that subsequent insistence on the conception of duality

is unnecessary:

3

Here are some phrases of the captain’s, taken at
random from the'story, descfibing&Leggatt: "like my

double", "My sleeping suit was just right for his

-

"3Mark Troy, "'. . . of no particular siginficance except-to
Myself': Narrative Posture in Conrad's -'The Secret -
Sharer',"Studia Neophilologia 56 (1984) 44.
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Mudrick,

size", "ag though 1 had been faced by my own
reflection in the depths of a sombre gnd immense
mirror™, "murmured my double", (all these on a

’
single page); "as though I were myself in that other
sleeping suit"; "My double"; "we, the two’strangers
in the ship, faced each dﬁher in identical \
attitudes”; "he mﬁst have looked exactly as I used
to loqk in that bed"; "I‘felt dual more than ever"
"the dual working of my mind"; "I Qas censtantiy
watching myself, my secret self"; "Anybody would
have takeI him fo; me" . . . . by the time we have
given our energy to relating such coarse, obvious
and superabundant clues . .<f we have lost interest

and faith in the narrative itself.

however, fails to see that the repetitive double

imagery serves tolillustrate the captain's obsessive need,
k‘in'his isolation, for identity:

And I told him a little bit about myself. I had been

appointed to take charge while I least expected «,

anything of the sort, not quite a fortnight ago. I

didn't know the ship or the people. Hadn't had the

[

time in part to look about me or size ehybody up .o
For the rest, I was almost as much of a stranger on

board as himself, I said. (223) L o

it is as if: to assure h1mself that he is rot alone, that he

- - o - - - .

"Marvxn Mudrick, "Conrad and the Terms of Modern
Criticism,! in Bruce Harkness ed. Conrad's "The: Secret

‘Sharer"

and the Cr1t1cs (pelmont Calif: aasw rth, 1962)

» ¥
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‘has a sharer, a young ally whom he can emulate, he keeps
repeating his sense of identi%y.- - L?
Even though his imaginary identification with Leg;th
disrupts the ship's social order, the captain downplays its
significance, and thus suggests his allegiance to the
double. We notice in the concluding ;egment of Part 1

:
increased difficulty of communication between the captain

-~

and the crew., The morning after he tékes Leggé\t on board,
thé captain realizes the uneasiness between himself and the
crew:
The steward ;eappeared suddenly‘intthe doorways I.
jumped ug\from the couch so qQuickly that he gave a.
start. '
"What do you want here?" ~
"Close your port, sir." But he did not move from the
doorway and returned.my stare in an extraorginary,
equivocal manner faor a'timé. Then his eyes wavered,
all his expression changed, éndiin a voice unusually
géqtle, almost coaxingly:
"May I come in to take the émptywcup away,
sir?" | |
"of cou}se!" 1 turned my back on him while he popped
in and out. Then 1 unhooked and closed the door and
even pushed the bolt. This sort of thing could not

go on’veryfiong. (264)

The captain's unusual behaviour--his jump, stare, reddening,

L]
o

C ' . 3 . M 9 - .
“ 4&tc.--indicates more than his feé%?of Leggatt's being
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discovered in his cabin; he behaves unusually becaugé‘he
feels if Leggatt was found he would lose his psychological
ally. Soon afterwards; he comes down for breakfast,'sits at
the table, and

"eating nathing [himself he] presides[s] with such -

o
frigid dignity that the two mates [are] only glad to

\escape from the cabin as soon as decency permit{s] -
. . . (266) .
However, despite his knowledge that his éhelterfng Leggatt
has yidened the schism between him and the crew, he
overloqks its significance. Rather, he sees the crevw's .

reacfion to his behaviour as a sign of their hostility
towards him, which, he had detecfgévzrom the beginning, a
hostilify shggested by the mate's smile.and whiskers (265).
He seems to suggeSEﬁfgat the qutside.world is cohspiring
against him and his double. Such feeling derives from
allegiance to Leggatt.

The open1ng of Part 2° empha51zes the captain's loyalty
to his . 1maglnary double.,Thls sectlon opens with Capgiln
Archbold's visit to the yound captaln s ship. The narrator s
presentation of his professional counterpart's attytude to
Leggatt‘s case affirms h1s psychologlcal bond w1éh the -
fugitdves - ; o - e

"You were very anxious to- g1ve up'your mate to the
shoré people, I be11eve5" '
7 " He was. To the_law.‘Hi§/§bégqre-£enéﬁity on

_thaf point haé in it something incomprehensible.ind
B ' ' . / :

AR

s °
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a little awful' someth1ng as it were, mystical,
guite apart from hlS anx1ety that he should not be
‘ suspected of "countenancing any doings of that
sort." Seven and thirty virtuous years at sea, of
which over twenty of immaculate command, and the
last fifteen’ in the Sephora, seemed to haye laid ‘him
under some pitiless obligation. (270—71)
By piling up adjectives, "obscure," "incomprehensibie,"
"awful,” and "mystical,” theﬂnarnatér indicates hts
inability to see Leggatt as a criminal. More importantly, he
is unable to appreciate the older captain's sincere |
conviction that Leggatt deserveg to be surrendered to. legal
authorities. While Archboid failed in his duty to g&be
orders during ‘the Sephora crisis and deserves criticism for
that, his obligation to the law does not. Nonetheless} the
narrator makes clear that Leggatt is beyond the law and thus
shows his loyalty to the outlaw,
Ihdeed "The Secret Sharer" dramatizes thg ttiumph of

-

the captaln S 1dent1ty, which is shown part1cular1y in the

-

conclud1ng sectlon of the story. The middle sectlon of Part

i !7 ?

2 concentrates on the captaln s growing awareness of the
d1ff1cult1es in keeplng Leggatt concealed and the nece551ty
to maroon him. Léggattt hlmsel{ﬂw1shes to be/Jettlsoned. The
captain, therefore, says goodbye to‘his‘double; his manner
vof bidding farewell is at once an-affirmation of his’
1dent1ty with Leggatt and a demonstratlon of his having

5

become a complete personal1ty.
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In the final scqhe,_the captain bringéfhis ship
dangerously close into the shadow of the Kohrlng ‘so that
Leggatt can swim to the shore. He does this aga1nst the

' As}Shes of his crew,‘who_steal "glances at [him] from below
for signs 6f'luhacy or drunkenneés" (287). There is no ,
apparent reason for the captaln to endanger many llves on
board for the sake of one life. (Paradox1cally, in defence
6f his murder, hé had earlier claimed that the
reSpohsibility of a ship's officef is ®o proteci lives on

‘$oard his ship). Moreover, by not taking this ;isk he‘wouid .
not havé been putﬁing Leggatt's life at risk, given that ‘
'Leggatt ca& swim long distances. The. captain's |
individualistic behaviour énly serves to widen the gap
betweén him and the crew: | _
"She will never get out. You have done it sir.
1 knew it'd end like this. SheAwill never weather,
LY and you are too close now to stay. She' ll drlft
{ ashore before she's round. Oh! my God!" J;
‘"I caught his arm as he was ‘raising it to b;tter his.
poor devoted head, and shook it violently.

She's ashore alrgadi,* he wailed;‘trying'to tear .

\himseif’awéj. (292-93) - | | o

The capta1n here resembles Leggatt on_the gphora ‘who had to

control a mut1nous crew member’. The chzefmate dlsrupts the
movement of the ship, but the capta1h s act was, in the

f1rst place, unnecessary. It is ag ‘if to explain away the

"1rratlonal1ty of hxs behaV1our the cgptazn inszsts on

-

-
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&ﬁﬁ\ Leggatt's help in saving the ship, and thus indicates the

%

.

justitication for his act:

B

Was she moving? What 1 needed was something easily
seen, a piece of paper, which I could throw
overboard and Qatch. I had nothiMy on me. To run
down for it 1 didn't dare. There was no time. All at
once my strained, yearning stare distinguished a
white ébject floating within a yard of the ship's
side; . . . Now I had what 1 wanted--the saving mark
for my eyes. (296)
The captain's giving Leggatt the hat was an act of sympathy;
presumably, it was intended to save Leggatt from sunburn,
and the captain implies that Leggatt has left the hat behind
to provide him with the knowleage hé needs to save the ship.
The captain tries to suggest that if he had not brought his
;ship near the treacherous shore he would not have been able
toftest himself, to use the cap as a ma AN swinging his
ship away from the shore, and thus to masfér her and prove
his compétence. This, however, éannot be justifﬁcation
enough for the captain's act, ghich, inevitably, strikes one
as. an act of incompegénce; only by chance the captain
manages to save himself and the créw.
As 1t ﬁappens howgver, the‘captain's act is his way of
atfirming his identification with his dghﬁle, saying to him
’ that ﬁe, too, can now show confidence aﬁd’determinétion, and
,Fgge challenge; moreover, he has gained excellent

‘self-control. He can give necessary orders to his crew and

A
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subdue their rebellion without having to resoit te
brutality. The captain has outgrown anxiety, uncertainty and
become whole:
And 1 was alone with her. Nothing! no one in the
world should stand now between us, throwing a shadow
on the way of silent knowledge and mute affection,
the perfect communion of®a seaman with his first
command. (295)
However, 1t is realiy less than a "perfect communion,” for
he does not integrate himself into the community of saillors
on board the ship who remain apart from him and follow his

orders grudgingly and amid fear and distrust. What he has

&

achieved is that he has developed the ability-to occupy a
position, fulfilled himself as an individual. As Joan E.
Steiner suggests, the captain in the end is "free to
establish a bond of fellowship with his crew and pursue his
chosen profesiion at sea."’*® But the.story does not show the
captain's achievement of community. -

In a discussion Bf "The Secret Sharer,” %:G Boyle,
however, suggests that the captain achieves community,
;ﬁbugh nof with.the crew, with humanity. He interpreés the
hat's falling off Leggatt's head as an indicatidﬁ of the
‘fugitive's separateness {from thé captain. The captain,
according to Boyle, recognizes Leggatt és a separate human
being, and, therefore, ‘

his protection Jf Leggatt becomes sfmpathy for a-

3Joan E. Steingr, "The Secret Sharer": Complexities'of the
Doubling Relationship,” Conradiana XII, 3(1980): 182,
) .



fellow human being rather than a disguised
self-indulgence. . . . In helping Leggatt to escape,
the.captain establishes a solidarity with weak, yet
strangely\courageous mankind, and discovers, once
this solidarity fs established, that it i1s the
element necessary for the self-confidence without
which one cannot undertake a job so demanding as
that of ship's, captain.’*
Boyle misconstrues the captain's helping Leggatt to escape
as an act of solidafity, for, if anything, the act suggests
the captain's recognition that his double, the other
criminal self, must be abandon;d if he 1s to take command of
his ship. The captain;s taking the ship close to the shore
suggests his sympéthetic identificationiwith the man, whom
he must help, but,in doing so he must, paradoxically, free
himself from Leggatt. In the end, the captain has
dissociated himself from Leggatt, ready to take command, but
1s also isolated from the crew, .
Uﬁder Western Eyes, however, presents its hero'g

development in communal terms, for Razumov progresses from

- isolation to a social identity. The novel's narrator deploys
the points of vieQ of Razumov and other characters to
analyse Raumov's moral situation: his betrayal requires
sympathetic understanding, but it is, nonetheless, a serious
offence, and only by achieving community with other people
can he redeem himself. The perspectives of the other

O T

"*Ted E. Boyle, Symbol and Meaning in the Fiction of Joseph
Conrad (London: Mouton & Co., 1965%) 140. o
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characters in particular emphasize tTe identity between

Haldin and Razumov, and thus suggest’the gravity of

Razumov's crime, cause him suffering, and imply his poral ¢
need’for social integration. When sufferifg caused by a
general feeling of identity has prepared Razumov tqQ
establish solkdérity, the narrator uses Razumov's
perspective to demonstrate his moral ability for communion.
The narrator begins by presenting a hero who resembles
the captain of "The Secret Sha?ér" in’h&s isolation from his
social environment. Razumov, who is "as lonely in the world
as a mén in the deep sea" (10), endeavours to keep himself
detached from the political unrest of his'countryﬂ But hi$
desire for complete isolation is impracticable, for in a
society where tﬁe twin forces of autocracy and rebellion are
‘endlessly in conflict, the iﬁdividual ig susceptible to
deménds‘of allegiance~from these forces. Haldin, after

killing an autocratic minister, wants Razumov ‘to help him

-

escape. Razumov overturns the murderer's request for reasons
the narrator dramatizes as he presents Razumov's experience

from his own perspective:.

-

‘Soon after Haldin seeks help, Razumov feels that if he .

heéame involvéa he could be arrested, "shut up in a

‘fortress, worried, badgered, perhaps ill-used." While
Others had fathers, moeh;;s, brothers, relaﬁﬁons,
connexions, to move heaven and earth on their
behalf--he had no one;\The very ofgicials that

sentenced him some morning would forget his very

)
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existence before sunset. . . . A simple expulsfon.
from the University (the very least that could
happen to him), with an impossibility to continue
his studies anywhere, was enough taq, ruin utterly a
young man depending entirely upon the development of
his natgfal abilities in the world. He was a
Russian: and for him tnﬁbe implicated meant simply
sinking into the lowest social depths amongst the
hopeless and destitute --the night birds of the
tity. (21, 25-26) |
The lack of a famil§ is the cause of Razumov's feeling of
lon®liness, but the feeling that he cannot expect help from
any relations if he became implicated in a political crime
and that involvement in politics might jeopardﬁze his career
has alienated him from\fhe outside world; he cannot identify
with, or come to the Help of another man, cannot honour the .
trust put in him,(but ’nust‘keep himse]jf apart to fulfill his
selfish goal of eggdemic distinction, as the nerrator keeps
reminding us. Certainly, by presenting.Razﬁmov‘s predicament
from his ewn perspective, the narrator creates sympathy*fo;
the hero, and fhus justifies Conrad's assertion in the
Author's Note that "Razumov is treated sympathetically"
(xxxi).
Nevertheless, the narrator suggests tgat Razumov's
betrayal of Haldin was a mistake. Just as Marlow, despite

his sympathy for Jim cannot condone the chief mate's

offence, the teacher of languages cannot overlook Razumov's
'
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betrayal. By inc¢orporating Haldin's point of view into the

<

narrative, the narrator suggests that Razumov's act is,
indeed, a trangression against human bonds:
_Yes, Razumov, Yes, brother. . . . we have made the

sacrifice of pur lives, but all the same I want to

-
L 4

escape if it can be done. It is not my life I want

to save, but my power to do. I won't live idle. Oh
?

no! Don't make any mistake, Razumov. . . L All I

want you to do is to help me vanish. (19-20)

Haldin is committed to the idea that he exists for the
Russian people; his brutal act was intended to free the
masses from tfranny and advance a patriotic cause. While wé
cannot blame Razumov for not shgring Haldin's_poiitical
idealism (Zhe language teacher believes both the
revolutionists and the autocrats are cynics), we cannot
Jondone hig violatiBn of the human bond that exists between
people. Razumov'should have respected Haldin's appeal to him
as "brother." )
By u%ihg ihe'pe;spectives of Razumov and Haldin, the -
narrator‘éuggests that Razumov's betrayal neédé tb be
undérstqod sympathetically, but he has violated ana-
dishonoured hqggn solid?rity. His isolation from the outside
world has made his betrayal possible., It is only through
suffering caused by an assumed identity between Haldin and R
himself that Razumov will symbolically undo‘thd_tre:che:& to

Haldin, demonstrate a capacity for communion with others,

and attain a social self.

v
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Razumov's moral, progress is made possible by his having
been sent to Geneva as a government spys Tﬂrough his
allegiance‘to the regime, Razumov wanted to ensure'his
freedom to puféue, in isolation from his social environment,
his goal of aéademic‘distinction, but, ironically, his
loyalty entraps him not only in the web of government but
also in that of the revolutioniéts: That he is ensnared
becomes apparent to Razumov in the closing moments of his
visit with Mikulin, soon after Haldin's arrest: .

"But, ;;ally, I must cNaim the right to be done once
for all with tﬂ;t man. And in orde; to accomplish’
this I shall take liberty . . ."

Razumov on his side of the table bowed slightly
to the seated bureaucrat.

" . . . To retire--simply to retige," he

finished'with great resolution.

An unhurried voice s;id -

"Kirylo Sidorovitch."

Razumov at the door turned his head.

"Where to?" asked Councillor Mikulin softly. (99)
Razumov is-+o0 go to Geneva, of course, to act as government
spy. However, by involving Razumo; in politics, Mikulin,
unwittingly, provides Razumov with an opportunity for
realizing his social self. In the novel's mofal scheme,

- ¢ -

Razumov's coming to Geneva is a means to reconfront him with

Haldin in the guise of his family and friends, to make him
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suffer and develop.commdnai feelings.

Partly to set the stage for Razumov's meeting with
Haldin's family and friends, Conrad breaks the chronology of
events after Part 1. Soon after Mikﬁlin's "where to?" we
enter right into the lives of the Haldins in Geneva about
the time of Haldin's execution in St. Pefersburg; Thus theré
is a slight break in time sequence, which enables Conrad not
to focus on Raumov's role as a-spy but on circumségﬁéés that
inevitably lead to Eye qguestion of Razumov'slénd Haidin's
identity. Before we>see Razumov as a revolutionary agenﬁ,\we
hear how intensely Mrs. Haldin and Natalia mourn the loss of
Vicfor, and how the mother wishes to understand the
circumstances in which her son was caught and to have
confirmed her conviction that his death is not connected
w{fh any weakness of his own. The Haldins already have a
high opihion of Razumov from a former letter of Haldin's, in
which the victim praisesuRazumov highly. Quite
unhersﬁand%bly, therefore, the.grief“stricken family, as
well as their Profeséor-friend; ;ill turn -to Razumov for ’
information about Haldin; they will expect to hear from him
something tﬁét will éatisfy particularly the mother's needs.’
.As it happens, Razumov cannot free himsélf from Haldin, for
Haldin's family and friends’continhally suggest by wdrds ané
gesture that the newly arrived agent and the dead

revolutionary\have a common identity. Consequently, Razumov {

experiehces inner Eorment, which ultimately produces in him
. s . 'Y 2

‘social instinct. .
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In tﬁg second part of the novel, Razumov's interaétion
with the incarnations of Haldin is the focus of the
narrator's presentation of Razumov's diary. During each
inreractioh the point of view of an incarnation emphasizes
the bond between Haldin and Razumov, suggesting the
seriousness of his offence, and causing him suffering. His
first significant meeting is with Natalia. With her eyes
full of tears, sﬁe says to Razumov, "Can't you guess who I
am? . . . Victor--Victor Haldin!" (-172). One immediately
recalls the scene in Rézumov‘s apartment 1in Str Petersbug,
where Haldin tells Razumov of his sister: "She has the most
trustful eyes of any human belng that ever walked this
earth” (22). She wants support from Razumov as she would
from her brother if she was distressed; from her po1nt of
view, the two mén are the same. Natalia views the
relationship between her brother and Razumov as "the very
brotherhood of souls.” Significantly, Haldin had earlier
called Razumov a brother. Razqyov haé no existence
inéepenaent of Haldin. He senses that Natalia believes in

A

_hlS and Haldin's common 1dent1ty, and he begins to suffer
the pangs of conscience: "He p051:1vely reeled. He leaned
against the terrace. ‘(t72) Razumov presumably fealizes that
it is a great ctrime to betray one s brother and dxshonour _
human bond. Razumov's experlerce is the reverse of the
captain's pléaéant éxperiende of his idgptity with his

double,
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Razumov's first mee;ing with the Professoﬁ also focuses
on the general éssumption of the Russians in Geneva of the
bond Between Razumov and Haldin. Because the narrator is the
Haldins' friend, he feels an obligation to encourage Razumov
to satisfy the ﬁother's expection to hear something gdod .
about her éon, and in so doing he intensifigs Razumov's
suffering. Acting under the assumption that 'Razumov and
Haldin weré best of friends he unwittingly says tormenting
things: "There was something peculiar in the circumstances
of [Haldin's] arrest. You no doubt know the whole truth"
(186). One of the reasons Conrad uses a language feacher as
narrator is that he wants us to think about language, its
elusiveness.and uncommunicativeness, and its hidden power to
cause suffering. The narrator's comment to Razumoy indicates
the last characteristic:

1 felt my-arm seized above the elbow, and next
instant found myself swung so as to face Mr.

r

Razumov, . ‘
"You spring up from the grouﬁd before me with this
talk. Who the devil are you? This is not to be
-borne!‘Why! What for? What do you know what‘is or is
not peculiar? Qhat have you to do with any
fcoﬂfounded circumstances, or anything that happens
in Russia, anyway?" (186)
The narrator's cqmment has made clear to Razumov that the
narrator also considers him.Haldinfg double, someone whoﬁ;;

Haldin would tell everyﬁhing about his secret activities.
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Again this tortures Razumov, for it makes clear to him the -
enormity of hiscrime of betraying his brother; the
intérrogativeg in his protést against the narrator's comment
indicate the depth of Razumov's suffering.
Later the narrator dttempts again to extract

information from Rézumov with the same results:

"Yes, I see you here; and I‘assume you are here on

account of the Haldin affair?"

His manne; changed.

"You call it the Haldin affair--do you?" he observed

indifferently. (192)
As Karl'suggests, "Razumov exists only because Haldin exists
for the people of Geneva."’’ The professor's perspective,
like Natalia's, confronts Razumov with his identity with the
man he gave up to execution and remindé hih of "‘the enormity

- 2>
. . . . v . ‘
of his crime, making him more and more bitter.

Haldin keeps coming back to Razumov also in the guise

of the revolutionaries. Peter Ivanovitch, for example, -

flatters Razumov by saying, ‘
Just now you are a man associated with a greaf deed,
which had been hoped for,%and tried forutoo, without
success. People have pérished for attempting that
which you and Haldin have done at last. (207)

Peter Ivanovitch's perspective here suggests the general

beiief in the friendship and communjty between Haldin and

Razumov, which is of course a lie; Razumov must bear with

’’A Reader's Guide to Conrad, 218.
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the fame which came to him as a result of the betrayal of
his double.

By using the pergpectives of various
characters--Haldin, Natalia, the Professor, Peter
Ivanovitch--the narrator has repeétedly asserted tﬁe S
" seriousness of Razumov's crime, his betrayal of human
soiidarity. The repetitiveness is,&onrad's w;y of implying
that Razumov :can redeem himself only througﬁ community with
others. As he reads the novel, the reader begins to feel
that it is the only way in which Rézumov could develop
morally. L

.Soon, however, we beginito notice the positive effect
of people's assumption of the identity between Razumov and

Y

aldln. As a result of suffer1ng,~he begins to show ‘a .
capac1ty to feel for others, what he obviously lacked when b
he bgtrayed Haldin. This becomes very noticeable from the
way he associates with Tekla. When they f?rstjmegt, he takes
his hat off'to'her; and she, in her turn, offers to ake B
care of him if he "were to get ill" or hecome ?nfﬁt§§(233}
while performing some dangerous work. Her wo,rdl are an
‘expression of love, someth1ng he has been deéprived 6f all
his 11fe. When he learns that she, too, is isolated, with no
one to care for her he, too, is capable of intimacy:

"It will be easier to call YOU Tekla, as.yourdirect

“me," sa1d Razumov, 1f~you consent tqwcall me

‘Kirylo, Yhen we are talk1ng lzke R@‘s"qUIthy--onlg,/»/
you and me." (236) : A v
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Razumov has begun to feel for another person who has also
had a difficult life, to associate with her on a persohal
level. Thus he begins a process which will end with his

attainment of a social-identity.

L

Through this personal relationship with Tekla Razumov,
the son of reason, who exercised his intellect to betray
Haldin,'* reveals an emotional aspect which will eventually

help him discover his social self. The narrator does not any

longer need the perspectives of other characters to analyse
Razumov's crime and to imply his M¥ral need. Having achieved

that goal, he now writes from Razumov's perspective to
© N , &‘

present Razumov's a}tainment of a social’ identity. When he
learns of the death of Ziemianitch, whom he had tortured on

the night Haldin appeared in his apartment, Razumov again

.

reveals emotion, feeling "pity," and remorse, and beginning

- ’

to write his diary. He writes, ‘significantly, sitting under
"a bronze effigy of Jean Jacques Rousseau" (290), the
adyocateiéf the emotional and sentimental. The writing
itself.is a confession of his cruelty to Ziemianitch and

Haldin, an acknowledgement ‘of his human inadequacy, and by

extension, a recognition of the need for a sympathetic
understanding of people.
Suffering caused by the assumed identity between

. o -
Razumov SﬁB\Haldin'and its implications has, then, produced

-
-

- o - - —— -

"7*Razumov's tendency to rationalize, to 1ntellectual1ze is
evident in the.credo he formulates to justify his betrayal:
History not Theory/Patriotism not Internationalism/
Evolution not Revolution/ Direction not Destruction/Unity
not D1srupt1on. (qp) :

- . "\
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in the hero the capacity for remorse as well as an
understanding of other people. It is only loglcal

therefore, that Razumov should go on , soon, in Part 4, to
make his confession to Natalia and the revolutionists. The ~
opening‘of'Part 4 takes us back in time to events concerning
Razumov's leaving RSssia; thus, Conrad brings the reaéer
back;in the middle of the moral problem of betrayal. That
Razumov's confessien:shoﬁld come immediately after the
atmdsphere of betrayal has been tecreated suggests the
urgency of the hero's recoghirion gf human bondsg, and
therefore, makes perfect sense aestﬁetically. :

It was a difficult task for Conrad to complete the part
dealing with Razumov's confession. J. I. M. Sgewart‘writeéz
["The Secret Sharer")] was written when the novel was
nearing completion--and Conradeas;in that state of
desperation to which he was reduced by the srrain’of'
a longaimaginative task. 'There's neither
inspiration nor hope in my work,' we have seen'him:‘
write to Norman Douglass about .the novei in ﬁecember
1909 .~ With whatever degree of conscious ihtention;

- .he.fbund reFief by turning aside %rom the. theme of
betrayal to the story of a man who, eppeaied to in a
dreadful crisis by one of his k1nd acknowledges an,

“~> obligation and d1scharges it at great risk. |

Whlle the wr1t1ng ofw!The Secret Sharer gave Conrad rel1e£.“-

from the sombre rea11¢y of Under . Western Eyes ‘a8 Stewart

LY

3 . . .

";__---.;_..:a ........

”Siewart; 240. .
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suggests, it also afforded him the strength necessary to
complete the novel. In the story the captain becomes whole
through his association wjtﬁ~;;s dddBTET_TEE?nS to fit
himself to his role 55 captain, although he reﬁains outside
the community of sailors on his ship. Having presented the
capthin's psychological growth in the story, Conrad 1s now

able%to complete the process of the novel's hero's
deveiopment (begunh by the suffering caused by the general
feeling of his identity with Haldin), his integration into
socliety. In the story, the captain'sApersonality,grows
through his loyalty to the double; in the novel, the hero
grows morally as he shows loyalty to the incarnation of his
double, Natalia, apd symbolically undoes the original
perfidy to Haldin, implying that he should have honoured the
desd man's appeal for trust. This is suggested by his
confession to Natalla. ;" §$A
Razumov's confession is precipitated by his ﬁeeeé&ng
with Mrs. Haldir: )
The fifteen minuEes with Mrs. Haldin were like the
revenge of the unknown: that white féce, that weak
" distinct- voice; that head, at first turned to him
| : eagerly, then, after a while, still }light of the
room in which his words which he tried to subdue
resounded so loudly--had troubled h&m Wike some
strange discovery. (340)
Ra%ﬁmov‘s particular attention to Haldin's mother's face,

voite, and head implies his ability to feel the depth of
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N
another person's misery. He now begins to see more clearly

than ever before the violative meaning of his action, which
has produced so many of his tormentors. Haldin has comte back
to haunt him "through the affection of that old woman
the thoughts of all these people posing as lovers of
humanity™ (341). .
This discovery is followed by his encounter with
Natalia whose goodness draws Razumov to her:
It was as though he were coming to himself in the
awakened conscious;ess of that marvellous harmony of
\feature, of lines, of glances, of voice, which made
of the gifl before him a being so rare, outside,
and, as it were, above the common notion of beauty.
He looked at her so long that she coloured slightly.
(342-43)
Razumov's sensitive appreciation of the girl's whole nature
indicates that he feels an emotional bond with her. He falls
in love with Na£alia and gains morally through his feeling
for her. He needs her but must not take advantage of her and
must selflessly renounce her to honour his bond with her. "I
felt," he writes in his diary, "that I have ended by loving
you. And to tell you that I must confess” (361). Assured by
her assertion that she believes in "the efficacy of remorse”
(252), he realizes that she is the only person to whom he

could pour out the story of crime and thus unburden himself

of his ancient-mariner like qgilt, he confesses.

)
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Leaving Natalia, he runs out into the rain, returns to
his room to announce "I am washed clean"™ (357) to hig
gandlord. Razumov has redeemed himself, as the cleansing by
rain symbolises, by not betraying again, and by repenting he
has, symbolically, honoured the trust put in him by Haldin,
a fellow human in need of sympakhy. Thus, he has achieved a
soc1ial seff.

Razumov's attainment of a social self suggests Conrad's
belief tha} "human life is social, that there 'is nowhere for
.the individual to retire in isolatfon."'° Because Razumov
was lost in his solitary dream of academié success, he was
unrelated to others. Suffering has enabled him to be loyal
to people, as evident ,in his confession to Natalia, and
feeling for others. It ts such loyalty to and un@@rstanding

of others that make life jh‘society possible.

Those critics who interpret Razumov's second
®

confeséion, to the revolutionaries, as his declaration of
his independenge from all ties and go on to suggés} that
Razumov's attitude is ultimately anti-social, base,their
argument onlthe following passage:
Today, of all days since I came amongst you, I was
made safe, and today I made myself free from all
falsehood, from remorse--independent of every. single
human being on this earth. (368) |

It is a declaration of Razumov's independence from the

radicals, not from all humanity, a fact tThat critics

- - ——— = ——
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overleok. Razumov implies that he has alienated himself from
all political groups, the government and the anarchists. In
one sense, he 1is "indebendent of"~Natalia: she cannot haunt
him any more as an incarnation of Haldin, because in
confesssing he has laid Haldin to rest. The Natal¥ who
exists for him after the coqfession is a different
character, a loving being, an embodiment of forgiveness who
undid "the evil, in making [him] betray [himself] back into
truth and pﬁgce" (349). His confidence in Natalia indicates
that he has entered a kind of non—institutioqalized soéiety
of human beings based on love and friendship, symbolically
through Natalia. And through solidarity with %ekla he has
made his entry into society real.

After Razumov's ear drums are burst by Nikita and
Razumov has a tram accident, Tekla can, therefore, say "I am
a relatioh . . . This young man is a Russian, and I am his
relation." Then, |

She sat down calmly, and took his head on her lap;

her sca:ed‘fadéd eyes avoided looking at his

deathlike face; ... Razumov's new-found relation.

never shed a tear but the officials had some

diffic;lty in inducing her to go away. (371)
Razumov has won his mother, a family, love, all th;t
characterizes domestic tradition and society,qailnthat(
Razumov lacked:

@ "You are a son, a brother, a nephew, a cousin--I

don't know what--to no end of péople. I am just a

- s



[&

¥

134

man. Here 1 stand before you. . . . Did 1t ever
occur to you how a man who had never heard a word of
affection or praise in his life would think on
matters on which you would think first with or
against your class, your domestic tradition--your
fireside prejudices? (61) S

Now Razumov has entered that society of domestic tradition,

he has a home, and a mother in Tekla who selflessly nurses

him.

Razumov's and the captain's developments thus
}Tfﬁstrate Conrad's double vision of the individual. The
captain's isolation enables and encourages him to identify
with an imaginary double and remain loyal to him at the
expense of his duty to, convention and his ship with the
result that he becomes an integrated pgrsonality andes
fulfills himself as an individual. Razumov's isolation
forces him to betray his double. But he cannot shake off the
identit;_between him and Haldi%, which leads him gradually
to discover his social self.

The unwavering consistency of the'captain‘s lone point

of view focuses intensely on his isolation, identity, and

psychol?gical growth. In Under Western Eyes, the narrator .
presents Razumov's story from different éerspectives so that"
the reader understands how‘lhe opinions of-others cause
Razumov to grow yqrally and discover slowly his sociai

identity. The slow realization of Razumov's social self, his

emergence as a new man, is matched by the s}ow action of the
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Geneva section of the novel. When Razumov is ready to
confess and to complete his progress to a new identity,
Conrad breaks the chronology of events, takes us back to the
time of betrayal, recreates the atmosphere of betrayal. Thus

Razumov's confession becdﬁzs very significant.
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.V; ‘The Planter of Malata: and Victory
The combosition‘history of Victory, like that of Under
Western Eyes, suggests two Fharacterist&c features of
Conrad's work habit: his inability to conceive and plan a
long work adequately and his tendency to write shorter works
wﬁen the long work's material, on which he ﬁéﬁ been working
for some time, became stale. In April 1912, Conrad told
Pinker that he had a "short story," tentatively called
"Dollars™ in mind;*'' the evengyal product of this short
story enterprise was the novel Victory. The short story got .
out of hand, just as "Jim" and "Razumov" had, growing into
full-léngth novels. During the period,in which the projected
"Dollars" continued to expand into a novel, Conrad also
_ wrote three stories, "The Inn of the Two Witches," "The
Planter of M;aata," and "Because of the Dollars." The first
-of these does'not relate to'Victory in any significant way.’
The other two works have characters and themes which are
"similar to those in the novel,

Some of the characters in "Because of the DSllars"
resemble some of Victory's characters. Both Anne and Lena,
the heroines of éhe story and the novel respectively, are '
women' of ill-repute who give their‘liQes to_save the lives
of Ehe works' heroes. In both works an evil trio of
desperadoes pays a visit to the isolated placelin which the

hero lives. The Davidsons of the story and the novel,

moreover, are &good and generous men, who play the parts of

- e e G - e - - -

' 'Three Lives, 715.

136
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general observers of events.
In addition, one notices in both works the use of the
theme of coins. The obsolete coins of the story remind one

of the false coin the hero's father in the novel perceives

life to be.

The relationship between the works does not go beyond
these incideﬁtal,similarities, however. It is their
"difference which is more important: "Because of the Dollars"”

is primarily concerned with presenting a good man, Captain

e

Davidson, as a victim of other people's malice and
ill-fortune, while substantially and in its central emphasis

Victory, like "The Planter of Malata,” concerns the

~

self-exiled indivjdual's predicament; therefore, "The
Planter" forms a close parallel to Victory.

The principal similarity between "The Planter of
. 4
Malata" and Victory lies in the author's conception of the

works' central characters. Seeing much evil and corrqﬁtion
in the world, Heyst chooses to live out his life on an
island as an observer, never a participant in human affairs.
Renouard, the story's hero, is a leader of menz an ‘
adventuger, but he is isoiated as well,. Like'Héyst, he
wilfully withdraws to an island, "a hermitfon.the sea

shore."*?

i

Heyst and Renouard are alike also because their

isolated existences on their respective isPands draw the

e e - . ¥ 3 g
s2Joseph Conrad Within the Tides (Harmondgworth: Penguin,
1963) 33. All further references to the story are t¥ this
~edition and will appear in parentheses in;the-text.

. , ; , |

~ « . /
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world's attention. Using language, the world's inhabitants
define either the solitary himself or the nature of his
existence, showing thereby that he cannot completely detach
himself from the world. People fasten names onto Heyst:
"Enchanged Heyst," "Hard Facts,” "Heyst the Enemy,"
"Hermit," and the "Spider."*’ The outer world intrudes b&”
defining Heyst's character with these labels, and Heyst
cannot resist this. Renouard receives the same sort of
treatment from the world. He too becomes a victim»of gossip.
The "meddlesome journalist,"‘yho resembles Schomberg of the
novel, the breeder of gossip, constantly defines Renouard's
life on his island: Renouard 0 is "leading an unhealthy
life. . . . Solitude works like poison" (16), etc.
More importantly, these &sland;dweller heroes of the
.short and long works cannot edtirﬁly withdraw from human
relationships. Heyst involves hims;lf in the human world
twicéf once when hg lendg Morrison‘money to save his ship -
from confiscation—;y the Portuguese authorities, and agaiﬁ
when he rescues Lena from the vicious Zanziacomo. Heyst's

second involvement proves fatal for it rouses against him
)

evil forces who kill Lena, and her death forces him to

-

commit suicide. In "The Planter,"” Renouard engages an
!Q\\assistant and thus, unwittingly, prepares the way for his
involvement with Felicia Moorsom. It turns out that the

assistant had been engaged to Felicia, but he hid himself 'in

Malata when he was wrongly accused of embezzlément. Renouard

- %3These hames are used repeatedly in the first several
chapters of Victory.
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conceals the fact that his assistant had died recently and
sails with the Moorsoms to Malata ostensibly to find the
" man, but actually to enjoy the company of Felicia)whom he
madly desires. The consequenées of Renouard's involvement
with Felicia are fatal. Once she learns of the truth, she,
scornfully turns him away, and Renouard commits suicide.

However, Conrad's treatment of the isolated men's
involvements shows his différent motivation: through
Renouard's attachment to Felicia he suggests that Renouard
is a private indiyiduaiqwhile through Heyst's ties Conrad
bortrays the solitary's progress to a social'self. The story
pfesents Renouard's involvement by placing it in the context
of his willing isolation, and by focusing on the planter's
feelings for Felicia. An omniscient narrator tells
Renouard's story in a ;tréightforwérd manner, beginning with
a long introductory section, followed by conflict and élow
resolutiQn; he employs the different but ;omplementary
. narrative ;egmenté cumplatively to emphasize Renouard's
isolation.’ ) ’

The ingroductory segment of "The Planter of Malata"
(the first two sections) is carefull§ orchest:attd>tof3
establish the.natura of Renouard's isolation. The opening
section introduces us to the character's situation as,
during a conversation with the editor of the principal"'
newspaper of the great colonial city, Renouard dgclares,
1'E:verybogly knows I'am notvaisociéty man" -(18). By the word

*society"” Renouard means the fashionablé class of people or

3
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trivial social gatherings. But the word ironically implies
that Renouard has, through his voluntary withdrawal from

society, become unfit for ties with-other humans. This

4

impression intensifies when we recall the various comments
i ‘

about Renouard's isolation that are“used throughout the
narrative. After leaving home at nineteen, we learn, for
instance, Renouard has felt no need to "see a single human

being to whom he was related, for many years" (34). As he
{0
does not feel‘aqgenuine desire for human communion,” his
LEPTEE S S .

S I N
: th his so-called journalist "friend" is "that

£ o
et .
of [the] merely outward intimacy some young men get drawn

into easily” (57). Renouard's purely formal and superficiéi
relations with his employers, agents, exploring parties, gnd
plantation crews also confirm that he has never "needed
other company than his owp" (57).

Renouard is isolated from his kind because he is unable
to actept what is human. The function of the opening,
conversation between the journalist and Renouard is to drive
this meaninguhome. Renouard tells the editor that he finds
the appearance of people in the city "awfully expressive."
To emphasize the peculiarity of Renouard's vision, the
narrator offers this gloss:

Geoffrey Renouard did not tell his journalist‘friend
that the suggestions of his own face, the face of a
friend, bothered him as much as the others. He " -

detected a degfading quality in the touches of ‘age

" which every day adds to a human countenance. They
} .

!
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moved and disturbed him, like the signs of a
horrible inward travail which was frightfully
apparent to thg fresh eye he had brought from his ‘
isolation in. Malata, where he had settled after f{}fj:§*\
strenuous years of adventure ahd exploration., (16) ’
Renouard's incapacity to see people as they appear to us in
societyrand to accept the realities of éging is indication
enough that he is unsuited for the humap world and that he
is emotionally isolated from his‘kind. n

+

"To emphasize Renouard's'isolation, the narrator looks

A

critically at’ the planter s fasc1nat1on with Felicia

kS

Moorsom To Renouard Fe11c1a is not a human being but all‘ ,
appearahce, as hlS report to the edltor about his 1mpre551on
of her at the d1nner at Dunster s indicates. Renouard
perceives Felicia as "a head.of.a character which to him
appeared peculiar, something--well--pagan, crowneépwith a
great wealth of hair . . . magnificently red . . " (20). He'
is struck by the‘"éxtraordfnary splendour” of Feiicia(§
shoulders and bare arms and by the "admirable contour of the
face, stralght fine nose with delicate nostrllé the !
exquisite crimson brushstroke of the lips." The narrator
compleﬁes‘h1s‘rather ponderous description of Renouard 's
first impression of Felicia thus: |
The expression of the eyes was lost in a shadowy
ﬁysterioué play of jet and silvdr,lstirting under .
the red coppery gold of the hair as* though she hadf~

‘been a be1ng made of 1vory and precious metals . ]

.

. S > -
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§
changed into'living tissue. (21)
Renouard responds to Felicia in terms of visual impressions,

sees her as an art object, as a statue in‘-a museum, not as a

¢

human being. That he sees her thus indicates he-is isolated
from humanity and could.not accept an ordinary flesh and

"blood person as his love. Renouard's fascinatidn &ith
Felitia does not indicate; therefore,’;n éétempt to

reluct;ntly resume some reigtlonshxp w1th manklnd ¢ as
Juliet McLauchlan suyggests, bué affll%s rather his

incapacity or lack of desire tereturn to human society

‘\ . . & 'y N
through normal relatiomship. Humanity has never interested
. q\ r] -7
N ' “\ “
Through the first two sectlons of the story, then, the

narrator provides us with the necessary~g\;ormat10n about

him and never will.

emotionally

I
elS“

Renouard for understanding his character .\
detached from humanity in his incapacity to acceﬁt\what is
a0 .

human; therefore, we begin to feel that his involvement with
’ \ -

Felicia is not an indication of his social instinct. When

the conflict is intro8uced belatedly (about fifteen pages

into the narrative), it is to provide a more intense <
. ' 3
. a ¥
impression of Renouard's separateness, to suggest that he
can love only himself, not others. As the editor imphrts to’

¢ -

Renouard .the information that Felicia is, in fact, engaged

=S

to be marriéd to another man, Renouard's desire for an

illuSion, an unreal being, beéomes intense. Returning to ‘his.

i

e

schooner upon spending an even1ng with Fe11C1a Moorsom and

*4Juliet McLaychlan, "Conrad s Heart of Emptiness: The
Planter of Malata,” Conradiana 5 (1986) 135, "
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her father, .

He lay on his back, sighing, profoundly in the dark,
and suddenly beheld his very own self, carrying a
small bizarre lamp, reflected in a long mirror
insgde a room in an empty and unfurnished palace. In
this‘jtartlingyimage of himself he recognized
somebody he had to follow==the fr1ghtened gu1de of )
‘his dream. . . . The 51ckly wh;;e light of dawq
showed him the head ;f a statue. Its maébie hair -was
Wone in the bold lines of a ﬁelme;,‘on iﬁs lips the
’ chisellhad left a faint smile, and it resembled M%ss‘
Moorsom. (38) = - | ‘ <

\
As .Bruce Johnson conyinqiqglf suggé?ts,‘Renouard's passion

. L - . ! A W . R -
is "not so much for M¥kss Moorsom as for the dream image of
A ‘ . 1

himself." The "frightened guiaé of his dream" is Feliciat

actually Renoyard's other self #'Johnson points out that in
the manUsc;iﬁt "frighténed" reads "fraternal"l" Felicia' is,
indeed, an aépect of -Renouard, a dream image that he must ¢

Y

create and rg;reaté in his mind. Thus he suggégts his
inability to accept Felicja as afhuman being and to, overcome
‘his 1solat10n through normal relatlonsh1p buf.hls ab111ty to
rema1n absorbed in his selfhood.

Conrad does not resolve the conflict quickly but
éxténds it partly to present in aetail the other cﬁaréqtérs*‘

att1tude to Fe11c1a at the same time as he descr1bes

Renouard s feelings far hér. Thus, Coniad at only shows hcw

—-——-—————--—-——--—

*sBruce Johnson, Conrad's: Models of Mxnd M neapolis: U of .
M1nnesota P, 19715 1§§ ; . _ ‘
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the planter receives fheir impression but the author also
emphasizes Renouard's absorption 1n his personal vision and
detachment from the actual woman, and by extension, all
humanity. Aftér the narrator has presented to us Renouard's
first impression of Felicia as -a statue, the Editor says,
"Striking girl--eh?” implying thereby that she 1s mere
appearance, a true member of the world of‘Fashion and
Finance, who has "been playing the London hostess to the
tiptop people ever since she put her hair up, probably”

(25). Again, soon after Renouard perceives Felicia as a

- &

goddess, the Professor conf}onts him with the truth that she
is not capable of genuinely loving anyone. Her quest for her
lost lover is undertaken to redress a wrong, and, therefore,
the Professor is not "even sure how far this sentimental
pilgriﬁage is genuine” (45). But ogher people's impressions
éf Feli¢tia cannot change Renouard's impression of her. He
{}cannot tear himself away from the ideal being he thinks she
is: "a magic painting of charm, fascination . . ." (51).
While through other characters' attitude to Felicia the

>

regéer discovers her as a cold, shallow, society womarn®¥

L]
.

Renouard remains obsessed with his ideal vision.

"The consequence of Renouard's obsession is that it will
leave ﬁim with a sense of nothingness and isolation and
force him to commit suicide. When ésgéﬁard takes this
imaginary being to his private island, he prepares,for such
an aftermath. The resolution of thejconflict focuses on

Renouard's attempt to possess Felicia, to make her his own.

’
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In a previous endeavour to do the same during a Qream, he
destroyed her: her head crumbled into dust. In grying to
accept Felicia into his 1ife,‘he really destroys her or his
vision of her. When he pours out his feelings for her, she
expresses her one desire, to exercige power over her lost

" lover's fate, which to her is "truth." Soon thereafter, he
kills his ideal being, saying that her soul is "made of
foam™ (76), and takes his own life because he experiences
terrible isolation and void.

Axel ﬁeyst of Victory, however, is different from
Renouard from the beginning, for despite his resolve to live
in isolation he is not unsuited for human relationships or
incapable of falling in love with a flesh and blood humqh
being, who pulls him toward life and helps him to-return to
human society.

The novel's presentation of Heyst's involvement in
human affairs is, we shoyld note at the outset, more complex
than the story's tregtment of Renouard's involvemen®. The
novel offé}s a complicated examination of Heyst's
relationship to more characters; it presents the Swede's
involvement with Morrison first and, tpen, with Lena,- which
is seen in the context of his allegiancé to his father and
the outsidg world. The inyvolvement intensifies the conflict
between Heys£:s social instinct and isolation, and resolves
it by brinéing Heyst back to soéie;y; Whereas the stor{ uses
a singlé narrative perspective and lineer action, the novel

uses multiple perspectives and time“shfft method to relate
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Heyst to other characters, to analyse his moral.situation,
and to imply his moral need to integrate himself into human
society.

The opening narrator®* begins the novel by telling us
how Axel Heyst, tﬁe former manager of the now liquidated
Tropical Belt Coal Company, lives alone on the island of
Samburan:

His most frequent visitors were shadows, the shadows
of clouds, relieving the monotony of the inanimate,
Ed
brooding sunshine of the tropics. His nearest
neighbour . . . was an indolent volcano which smoked
all day with its head just above the northern
horizon, and at night levelled at him, from amongst
the iiear stars, a dull red glow, expanding and
Ca collapsing spasmodically like the end of a gigantic
cigar puffed at intermittently in the dark. Axel
Heyst was also a smoker; and when he lounged out on
his veranda with his.cheroot, the last thing before
going to bed, he-made 1in the night'lhe same sort of
~glow and of the same size as that other one so many
miles away. (19-20)
Here one may\get the impression that Heyst, like ﬁenouard[

"never needed other company than his own.," However, Heyst is

more complex. The association of Heyst with the volcano

D e EEE R

**This narrator is necessary for Conrad to\éresent the
opinions of people, in the real world of Sourabaya, about
Heyst. He has pictked up various impressions of Heyst while
chatting with his friends at Schomberg's hotel and presents
them in a gossipy manner.
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sugge§ts that inside him there are burning fires of
distress, and it fo?eshadows the tormenting contradiction in
the man between his loyalty to the philosophy of withdrawal
and his growing desire to partigipate in lifel

After getting the character in with a strong impression
and suggesting tQat }solq}{on causes suffering, the narrator
disrupts the time sequence of events. Instead of narrating
Heyst's activities in the present, he takes us back to the
time before the ligquidation of Heyst's company so that he
can analyse Heyst's moral situation, expose the i;adequacy
of Heyst's attitude to life. To ;his end, the narrator
presents an account of Heyst's involvemeng with Morrison:
The narrator has, proﬁ%bly, picked up from-Schomberg's hotel
the story of the meetinngeEween Heyst and Morrison,~>which
results in their relgtiodshép, and he presents it from
M?rrison's perspectivé. We hear from the narrator about
Morrison's generosity to the natives, his lending them money i
and never collecting his debts; as a result, he has no spare
cash in hand to pay the fine whiéh the Portuguese officials.
have inflicted on him. Morrison's is, then, the plight of Q
good and generous man, wﬁé is in need‘of help, and it is
from his point of view that Heyst's response to the
fg;btain's story is to be.sgen: A . ‘
| 'Fever!' he cried. 'Give me fever. Give me plague.
They are diseases. One géts over them. But I am

being'mdrdered by the*Porfugue,e. The gang here

downed me at last among them. I am to have my throat
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cut the day after tomorrow.'
In the face éf this passion Heyst made, with his
eyebrows, a silent movement of surprise which would
not have been misplaced in a drawing-room.
Morrison's despairing reserQe had broken down. He
had been wandering with a dry throat all oOver that
m{serable town of mud hovels, silent with no soul to
turAeto in his distress, and positively maddened by
his thoughts, and suddenly he had stumbled on é
white man. . . . He let himself go for the mere
relief of violent speech, his elbows planted on the
table, his eyes blood shot,khis voice nearly gone,
the brim of his round pith hat shading an unshaven,
livid face. His white clothes, whicﬁ he had not
taken off for threeydays, were dingy. He had already
. gone to,the bad, past redemption. The sight was so
shocking to Heyst; but he let nothing of it appear

in his bearing, conceall\ng his impression under that

r, of his, Polite attention, what's /

good°society man

due from one gentleman listeping to-anpther, was
N 4

what he showed} and, as usual, it was catching; so

that Morrisop pylled himself together and finished

his narrative inja conversational tone, with a

man-of-the world/air. (26) , ('A
Morrisan's "dry throat,[ "blood shot eyes," near loss of
vgﬁge, unshaven pgllid facs, and dirty clothes picture himo'

as a miserable man. But st can respond to6 Morrison's

)
a

e’ - -
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story only with "surprise,” "good spciety manner, " aﬁd .
"polite attention,” which wpuld ha;e been appropriate in a
"drawing room." Seen from Morrison's perspective, Heyst's
reaction must seem morally inadequate: Heyst 1is unable to
give up his life-denying attitude and give himself entirely
in sympathy to the distressed man. Morrison finds Heyst's
attitude contagious ("catching”); it infects Morrison's
- judgment so that he does mot immediately see that his
auditor canﬁot truly share his grief. It does’not, however,
take Morrison long to sense Heyst's limitation:
Morrison had pulled himself together, but one felt
the snapping strain on his recovered
self-possessioh. Heyst was beginning to say that he
'could very well see all the bearings of this
unfortunate' when Morrison interrupted him jerkily.
'Upon my word, I don't know why I have been
telling you all this. . . . (27)
Morris;n seems to feel shame for exposing his emotion so
violently to a man who responés to his story only with
"formal alacrity and a polite murmur in which
'rrifle--delighted--of service,' could just be
distinguished" (28). Morrison deserves more than Heyst's.
formal response, for "consummate politeness is not the right
tonic for an emotional Eollapse" (30). Heyst's behaviour is
responsible for tﬁe wretched captain's feeling of guilt at
haviné received the Swede's money: "Heyst. I haQe_robbed

{

you" (30). - o o
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Although the telling of the story of Heyst's
ipvolvement from Morrison's perspective suggests Heyst's
failure to achieve true community with Morrisqn, it also
indicates, we should note, that Heyst is not devoid of ‘\
sympato; after all, he does come to Morrison's rescue. Only
his resolve to keep himself free of human involvemég}s

~prevents him from a total identification with the distressed
captain. It is morélly necessary, of course, that Heyst
abandon his philosophy in favour of a spirit of
collaboration which makes social life possible.

Soon after the Morrison episode, the narrator brings us
«forward in ﬁime to tell us about Heyst's second involvement,
aftef the Tropical Belt Company has gone out of business.
His second relationship strengthens ournimpression of
Heyst's moral need to accept life in human society. The
hero's second tie is presented from his own perspective.
Heyst is s;aying at Schomberg's hotel in Chapter 1, Paft 2.
Used‘to'living on an island, "clothed iﬁ . . . dark garments
of leaves, in a great hush of silver and azure, where the
sea without murmurs meets the sky in a ring of magic
stillness" (68), Heyst finds the uproarious music at the
hotel "awful". He is quite overcome by the "volume of noise"
(69), and as Robert Secor rightly suggests, it is

in this state of mind, the philosophical
consciousness suerrted by the sensual and
irrational, that Heyst meets Lena, and it is from

this perspective, we witness the meeting. . . . with
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the collapse of his rational resolve he can 'lose’ '
himself in human sympathy. . . . [Heyst acts] in an
hypnotic state in which he hopelessly watches the
ineffectuality of all his principles.*’
Feeling sorry for Lena's suffering at the hands of
Zanziacomo, Heyst offers to,  help her escape the band. As
they plan the escape‘they become intimate enough to kiss.
But we are told, through his involvement with Lena, Heyst
does not reveal his capacity and sympathy for a humaﬁ'being
in distress. He is only fascinated@ with her voice:
But her voice! It seduced Heyst by its amaziné
quality. It was a voice fit to utter the most
exquisite things, a voice which would have made
silly chatter supportable and the roughest talk
fascinating. Heyst drank in its charm as one listens
to the tone of some instrument without heeding the
tune. (74) |
-Both Heyst's acting in an hypnotic state and his respohdingﬁ
to the sound of Lena's voice, not to her story of suffering,
show that he does not feel spontaneous sympathy for the
distressed maiden. ®¥nce again his immoral philosophical
resolve keeps'him from true communion:with another human
" being, and once again Conrad implies Heyst'"s incapacity{for

living in the human world and his need to recognizé the

importance of society, which is made possible by our

*"Robert Secor, The Rhetoric of Shitting Perspectives: b
Conrad's Victory, Pennsylvania State University St es No.
32, 2729 : - , -
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sympathy for our fellow beings.

By shifting his attention from the present (Heyst's
situation after the liquidation) to the past andgto the
present in which Heyst involves himself with Lena and thus
using the perspectives of Morrison and Heyst, Conrad's
narrator relates the central character to other characters
and analyses Heyst's moral situation. Thus he brings
together the Heyst of the past and the Heyst of the present,
and shows thidt the Swede has not changed from what he was
before. As before, he is not entirely capable of accepting
humanity or maintaining perfect detachment. In spite of his
limitations indicated by his two inwolvements: however, it
is clear that he feels a tug in the direction of humanity,
and, as F. R.:Leavis sﬁggests,'Heyst is-fnot sQo
self-sufficient morally as he had supposed.”®‘*Heyst needs
other people, as evident in his bringing Lena to Samburan.
By Heyst's own admissi?n, "there must be a lot of the
original Adam in me" (256), meaning that he could not
restrain himself from becoming involved with Lena. But at
this point of the novel, Hey;t's involvement is
half-hearted, and Conrad's presentation of Heyst's
relationship with Lena in the iatter half of'the novel
further exposes Heyst's moral limitations and implies that
Heyst achieve excellence and find meaning in life through
collaboration with others’. However, Conréd not only shows

.

Heyst's moral deficiency to embrace this spirit"of

-—— e e m— o ————

*SF. R. Leavis, The Great Tradition: George Eliot, Henry - .
James, Joseph Conrad (New York: New York UP, 1960) 205.
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fellowship, but also demonstratesfhow, at the end, Heyst
succeeds, with Lena's help, in linking himself to the human
society as represented by Lena.®

Heyst's moral limitations, Lena's role, and Heyst's
capacity for communion are presénted by an omniscient
narrator. The first—pegson narrator ts no longer necessary
because he could not have peen "logically present in
Samburan,"’° which is the setting for the novel's more
important actions. Since he has full access to Heyst's
consciousness, the omniscient narrator can present his
difficulties in accepting the human world: difficulties
arising from Heyst's allegiance to his father, firm in his
conviction of the sanity of isolation from society. Heyst
cannot easily and completely accept life because he is very
much under the sway of his dead father. \

It is to emphasize this sthat the narrator opéns Part 3
not with a scene about how Heyst and Lena live gn Samburan,
‘after they have fled theré. Rather, he disrupts/time
sequence and takes us back to the time immediately after the
liquidation of Heyst}s company when He§st in his island home
remembers his father. THe shift in time indicates the son's
devotion to his father sand his philosophy, and shows that
the elder ﬁeyst's point of view 'with regard to life is still

*’As Fleishman suggests (76), "Almost any society would be
sufficient to redeem the al1enated' to Jim it -offers itself
in the form of a native town, to Heyst, in his petsonal
attachment to Lena . [Conrad] dramatically affirms that
an integrated comﬂﬁnxty, in whatever ‘form and magnitude, is
the only viable fr;ﬁewonk of a man's life," ¢ o
" ?’*William Bonney, orns “and Arabesques: Contexts or
Conrad's. g:ction (B altimore: Joﬁns HopEin UP, 1§BUT"190.
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present; the shift also implies Heyst's moral need to accept
life in society. Heyst retreats to the days he had spent
with his father and and shows his deep regard for the
property left him by the philosopher. By presenting Heyst's
memory of his father andahis property and Heyst's attitude
to it, the narrator shows that that past is not easily
forgotten.
As Heyst confronts the desolation of his surroundingé
after the liquidation, he turns to his father
He remembered the thin.features, the great mass of
white hair, and the ivory complexion. A ‘
five—branchedAcandlestick stood on a little table by
the side of the easy chair. They had been talking a
rlong time. .
'What is one to do, then?' sighed the young
» man, regarding his father, rigid in the high—backed
‘chair.

'Look on--make no sound,” were the last words
of the man who had épent his life in blowing blasts
upon a ;errible trumpet which filled heaven and
earth with ruins, while mankind went on its way

. unheeding. (150)

By paying particular attention to details of the dead
thinker's features and the setting of the conversation,
Conrad suggests fhat the son fondly remembers the father and
that he is virtually present in Samburan with his

philosophy. The power‘of:the thinker's point of view
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incapacitates Heyst to fully accept life.

Conrad follows Heyst's memory of his conversation with

his father with a description of Heyst's inheritance:

o
s

The elder Heyst had left behind him a little money,
and a certain quantity of movable obﬁects, such' as
books, tables, chairs, and pictures, which might
have complained of heartless desertion after many
years of faithful service; for there is soul 1in
Fhings. Heyst, our Heyst, had often thought of‘them,
reproachful and mute, shrouded and locked ué in
thoée rooms, far away in London with the sounds of

the street reaching them faintly, and sometimes a

~little éunshine, when the blinds were pulled up and

the windows opened from time to ‘time in pursuance of
his original instructions ‘and later reminders. It
seemed as if in his conception of a world not worth
touching, and perhaps not substantial enough to
grasp, these objects familﬁar to his childhood and
his youth, and assdbiateq-with the memory of an old
man, were the only realities,.something having an

absolute existence. Helwould never have them sold,

or even moved from the places they occupied whén'he

looked upon them last. When h§ was adviged from
London that his lease had expired, .and that the
houée, with‘éome others as like it as two peas, was

to be demolished, he was éurprisinglyldistressed.

! ' T ‘ 8



A\ D

156

He had entered by then the broad, human pafh pf
inconsistencies. Already the Tropical Belt a1l
Companijas_in existence. He sent instructions to
have some of the things sent out:- to him at Samburan, .
just as any ordinary, credulous person would have
done. They came torn out from their long repose--a
lot of Books, some chairs and tables, his father*s
portrait in oils, which‘surprised Heyst by its air
of youth, because ‘he rememberéé‘his_fathér as a much
older 'man; g lot of small‘objecﬁs; such a;_ '
candlesticks, inkstands, and étatuetles from his
father's study, which surprised him because they
looked so old and so much worn.

The manager of the Tropical Belt Coal Company,

unpacking them on the veranda in the shade besieged

* : 5
by a fierce sunshine, must have felt like a ~

remorseful apostate before these relics. (151-52)
Heystﬁs fond memory of the ca}é he had(tSRen of his fatherﬂs
pggperty implies the influence these objects have had on
him. Heyst has the biinds raised and the w{hdows opened, as
if thése,objects were human beings who.-might need some fresh
air and a bit of sunshine. He is distressed by the news that
these objécts cannot be kept in thg London housé; where they
had been for years, because the hOUSé wéuld be soon
demolished. Me must have them brought over to Samburan S?
ththhe can make the possession a part of His own,léfe and.

accept the philosophy they represent (significantly, these
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objects include books, tables, chairs, all of which
contributed to the formulation of the philosophy of
detachment).’But the irony of Heyst;s visit to Sourabaya,
made with the purpose of obtaining these objects, is that he
returns to Samburan not only wjth the embodiments of his “
father's‘philosophy but also with Lena, who stands for Quman
. society. Aé Heyst later-says to Lena: "I wonder . . .
whether you are just a child, or whether YOU'represént
gomething as‘old as the world" (305). Lena does fep;esent
thekuniveréai feeling‘éf human fellowship, and stands for
society.‘If the shift in time indicates the extent of the

influence of the dead philosopher on his son,,ig also

. suggests the weakness in the son's commitment to his father,

-

for -he cannot completely withdraw from relationships. That
“he returq§ to his island home with Lena implies the need for
collaborqtion and communion.

<  When Heyst and Lena come to Samburan, however, Heyst

1

has his dual allegiance, that to his-father, represented by
bookéf.tables, chair and by the portrait, warning him to

shun involvement,’' and to Lena, bent upon the mission to
. o , .

*1As Gary Geddes suggests, Heyst's father is a haunting
presence in the novel: "In the first chapter we learn . . .
that Heyst got a few books from his late father;.in the .
fourth chapter, that his father, who was somevhat of :a crank
philosopher, has written some of these books . . . The :
‘spectral figure of the elder Heyst surfaces in the third
chapter of Part II, replete with enchantment and blue .silk
dressing-gown: 'Three years of such companionship at that

' . plastic and impressionable age were bound to leave in that o

boy a profound distrust of life. The young man learned to
reflect, which is a destructive process, a reckoning with -
the, past.'" Cornrad’s Later- Novels (Montreal: McGill-Queen's -
UP, 1980) -51-52 S I R T S

€
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1 .
bring Heyst back to 1ifeihThe inte?action between Lena and
Heyst will, therefore. be difficult. The narrator tells us
that Heyst cannot respond to Lena in a normal manner. When
he kisses her lips, he tastes on them the "bitterness of a
tear fallen there"”; he regards-this experience as "another
appeal to his tenderness-~a new seductipn™ (181). It appears
that although Lena depends on him for her existence, he does
not want to admit the fact. He tries to fight the emotional~
attraction he feels tow’ her, to avoid maklng any
commitment.

Heyst cannot commit himself to Lena.despite her
attempts to win his lcve because Hefst's father 1s still a
powerful influnce on him. The conflict betwen the elder
Heyst, and his point of view, and Lena, and her perspectivéﬁ
is an important aspect of the narrative; Conrad presents
this conflict by switching from the present to the past and
back to the present. Thus when Heyst is on the island with
Lena, the narrative retreats to Heyst's past, records His
memory of his father gr'depicts his identification with the
‘dead man. This is how the narcator employs the dead
thinker's perspective. But soon the narrative returns to the
present, with Lena endeavouring to‘bring_Heyst back to human
community. The narrator thus uses Lena's .perspective. At the
end of the conflict between past and present, between the
two perspectives, the reader's sense of Heyst's mo}al need
f;r social integration is increased. Nowhere is this

conflict between past and preéent more clear than in the
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’

scene in which Heyst, having learnt from Lena about the lie

Schomberg- has been spreading that Heyst is responsible for

Morrison's death, begins to read his father's work:

“we
4

A great silence brooded over Samburan~-£hé silence
of the great heat that seems pregnant with fatal
issues, like the silence of ardent thought. Heyst
remained alone in the big room. The girl seeing him
take up a book, had retreated to her chamber. Heyst
sat QOwn under his father‘s‘bortrait; and the
abominable calumny crept back into his recollection.
The taste of it came on his lips, nauseating and
corrosive like some kinds of poison. He was. tempted
to spit on the floor, naively, in sheer ]
unsophisticated disgust of the physﬁcal sensation.
He shook his head, surprised at himself. He wasbnot
used to receive his inteilectual impressioné in that
way--reflected in movements of carnal emotion. He
stirred impatiently in his chair, and raised the
book to his eyes with both hands. It was one of his
father's. He opened it haphazard, and his eyes fell
on the middle of the page. The eld;r Heyst had
written of everything in many books--of space and -
time, of animals and of stars; analysing ideas and
actions, the laughter and the frowns-of men, and the
grimaces of their agony. Tﬂeison read, shrinking |
int0~himse1fi composing his face as if under-thé

author's eye, with a vivid caonsciousness of the
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portrait on his right hand, a little above his head;
a wonderful presence in its heavy frame on the
fliméy wall of mats, looking exiled and at home, out
4 of place and masterful, in the painted immobility .of
the profile. . . . It seemed to him that he was
hearing his father's voice, speaking ané ceasing and
speaking again. Startled at first, he ended by
finding a charm in the illusion. He abandoned
himself to the half-belief that something of his
father dwelt yet on earth--a ghostly voice, audible
to the ear of his own flesh and blood. (183-84)
Heyst sits 'under' his father's portraié,ﬁwith "g vivid
consciousness of the portrait,” "a wonderful presence,” and
reads his book. By repeating the "presence” of the elder
Heyst, Conrad suggests the depth of the son's allegiance to
the father, an intense emotional bond with the philosopher
which is further confirmed by the son's hearing the father's
"voice," or his appreciating the thinker's point of view
with regard to life. Oppressed by the sense of the world's
wickedness, Heyst seems to have returned to his youthful
days when the "cold blasts of the father's analysis" first
produced in the son "a profound mistrust of life" (87). The
voice warns Heyst against all engagements, especially love,
which is, "of the stratagems of life the most cruel." Yet it
is significant that Heyst cannot remain committed to

. li
nihilism because Lena won't allow it.
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Interestingy enough, Heyst's hearing of his father's
volce 1s interrubted by "Lena's voice [which] spoke aboveﬂ
his head in the manner of Heyst'.s father's voice. However,
her voice has an entirely different meaning: it indicates
her attempt to help Heyst achieve a social self. To
emphasize this the narrator now writes, specifically, from
Lena's perspective:

'You sit there as if you were unhappy.'

'l thought you were asleep,' he said.’

'l was lyiné éownAright enough, but I never closed

my eyes.’

‘The . rest would have done you good aﬁter walk,

Didn;z you try?’ 2

'l was lying down, I tell you, but sleep I

couldn't.’

'and you made no sound! What want of sincerity. Or

did you want to be alone for a time?'

"1 alone! ' She murmured. (184-85)
Lena's concluding remark reveals her protest against
isolation and negation that Heyst has just been relearning
from his father's book. She suggests that she cannot even
stand the idea of being sepérated from him even for a very
short time. Lena's role is, then, the opposite of Felicia
Moorsoﬁ} Lena draws Heyst towards relationéhib, while
Felicia pushes Renouard back into his isolation.

When protests like'the above fail, Lena appeals to

: Heyst directly: ‘
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'You should try to love me!' she said.

'l have done nothing,' she said in a low voice.
'It's you who have been good, helpful, and tender to
me. Perhaps you love me fdr that--just for that; or
- perhaps you love me for company, and because --well!
But sometimes it seems to me that you can never love
me for myself, as people do love each other when it
is to be for ever!’
Her head drooped. 'For ever,' she breathed out
again; then, still more faintly, she added the
entreating: 'Do try.' (185)
Lena's forceful appeal has an immediate effect on Heyst, for
her last worés "went straight to his heart,"” and all "his
defences were broken now. Life had him by the throat" (186).
Heyst finds that "all his cherished negations were falling
off him one by one"™ (187). Heyst is now closer to expreséing
his love for her than ever before, for he says.to her:
"Tﬁere is that in you, Lenti_which can coensole me for worse
things [than the calumny about the treatment of Morrison],
for uglier passages" (187). Thus Heyst expresses his trust
in her, and then he embraces her, an act which indicates his
desire to affirm his love for her and his moral need to
accept lifp in community. .-
If disruption of chrénology and shift in time and view
is Conrad's means .of stressing Heyst's need for communion

with others, narrative sequence is his means of emphasizing.
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Heyst's ability for fellowship. The action in the later hglf
of the novel is chronological and it focuses uninterruptedly
on Lena's role in providing Heyst with this ability. Lena
decides that she must help Heyst to affirm his love for and
communion with her. To achieve this goal she must, she
thinks, give herself up to him more completely, by some act
of absolute sacrifice. The arrival of the Jones gang on.
Samburan provides Lena with an opportunity to achieve he}
objective. Ricardo threatens to kill Hey%t with his knife,
and she secures the knife from Ricardo, and thus brings
death upon herself.’? Lena, however, believes that she has
made her sacr}fice and saved Heyst's life: "I have done it!
I would never have let him. . ." (322). Lena's sacrifice is
a demonstration of her love for Heyst; it symbolises the
bond with humanity found in th. love of a man and woman. And
her sacrifice -achieves, as she had hoped, Heyst's reunion
with society.

By shifting time and viewpoints, Conrad has, then,
analysea Heyst's moral limitations tb emphasize his need to
integraté himself into human community. In thé final
chapters of the novel, the narrator writes mainly from
Heyst's perspective and demonstrates his moral capacity for
4 .

communion. Heyst responds toLena's plea that he take her

into his arms by cursing "his fastidious soul, whiéh even at

*11n order to secure the knife Lena pretends to accept the
advances of Ricardo. Finding Ricardo at her feet Jones, vho
has a pathological horror of women, fires a ghot at Ricardo
in an attempt to kill him. But his bullet kills Lena
instead. ‘ ‘ o
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that moment kept the true cry of love from his lips in its
infernal mistrust of all life" (324). Heyst's cursing
suggests his rejection of the philosophy of detachment and
indicates that he now sees the folly of an isolated
existence, which has for so long rendered him incapable of a
direct statement of love. Yet through a symbolic gesture he
affirms his love for Lena:

She tried to raise herself, but éll she could do was

to lift her head a little from the pillow. With a

terrified and gentle movement, Heyst hastened to

slip his arm under  her neck. She felt relieved at

once of gn‘intolerable weight, and was content to .
surrender to him the infinite weariness of her
tremendous achievement. . . . He was ready to lift
her up in his firm arms and take her into the
sanctuary of his innermost heart--for ever! (324)
‘Heyst's slipping his arm under Lena's neck suggests love and
care for another human being ;nd a retreat from extreme
independent individualism. Heyst's gestures indicat his

entry into human society, to which Conrad refers, in the

preface to The Njgger of the 'Narcissus', by the term "human
solidarity,"
" . . the subtle but invincible conviction of
solidarity that knits together the loneliness. of
innumerable hearts, . . . the solidarity in dreams,

“in joy, ipssorrow, in aspirations, in illusions, in

hope{ in femr, which binds men to each other, which
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binds together all humanity--the dead to the living
and the living to the unborn. (12)
On the ba;is of common interests and an awareness.of’a
common‘fate, human beings are members of a common "society,”
and one affirms his rootedness in this universal human
community by his feeling of fellowship. Heyst's gestures
indicate that he has become a member of this society, that
he has gained a social self: he is now capable of love and
care, of communion, gqualities that make social life
possible.
Those criti;s who see Conrad as a voice of modern
pessimism overlook the social significance of Heyst's action
but concentrate their attention on his suicide soon after
Lena's death, which they regard only as an isolated
individual's nihilistic denial of life. C. B. Cox, for
instance, writes that .
. . . the imaginative impact of the final
catastrophe does not sbpport Leavis' optimism [that
Heyst's victory is for life]. In his passion for
Lena, Heyst discovers a greatér sense of his own
reality than he had ever known before, but this
- awakened consciou;ness leads hiﬁ inevitably to

death.’?

Critics like Cox look for support for their assertionothat

Heyst's suicide is a denial of life in what Heyst says to

Davidson before he gbes to his death: "Ah! Davidson, woe to

- — - e - S S = - —

*3C. B:s Cox, Joseph Conrad: The Modern Imagihation (London:
Dent, 1974) 136. ‘
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the man whose heart has not learned while foung to hope, to
love--and to put trust in life!!"™ (326). They believe
because Heyst fails to put trust in life he commits suicide.
Heyst's comment, however, means something quite different.
what he suggests is that if he had learned to lcve and trust
early, he would have lived a meaningful life in society and,
we may surmise, if he had learned to do so by the time he
met Lena, he would not have had Eo lose her. He and Lena
would have been I{Ving with other humans in society. Yet
Heyst has, although belatedly, learned to love and trust,’®
as his taking Lena into his arms suggests.

The suicide is a staement of his love for, and trust *
inT\Lena; it is a sacrifice for the person he loves. And the
sacrifice is best understood in the light of Conrad's
remarks in his essay; "Henry James"

That a sacrifice must be made, that something has to
be given up, ts the truth engraved in the innermost
“recesses of the fair temple built for our
)
edification by the masters of fiction. There is no
other secret behind .the curtain. All adventure, all

love, every success is resumed in the supreme energy

of an act of renunciation. It is the utmost limit of

*4As Adam Gillon remarks, "The tie with Lena, which, like
everything else, has seemed vague and inidsinct, is now
real; so real, indeed, that he cannot go on living because
he cannot stand his thoughts before Lena's dead body. . . .
Now, for the first time in his life, Heyst speaks with an
accent of unconcealed despair. Paradoxically enough his
suicide is the ultimate manifestation of Heyst's redemption:
it symbolises his return to humanity." See, The Eternal
olltarx (New york: Bookman Associates, 1960) 140.

[
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our power; it is the most potent and effective force
at our disposal on which rest the labours of a
solitary man in his study, the rock on which have
been built commonwealth whose might casts a dwarfing |,
shadow upon two oceans. Like a natural force which
is obscured as much as illuminated by the
multipiicity of phenomena, the power of renunciation
is obscured by the mass of'weaknesses, vacillations,
secondary motives and false stéps and compromises
which make up the sum of our activity. But no man or
woman worghy‘of the néme, can pretend to aﬁything
more, to anything greater.*® ’
Tthere is no better statement in Conrad on the need for
renunciation or‘sagrifice. And there is no better fictional
illustration in his wfitings of this spirit of sacrifice
than Heyst's suicide. His death is an illustratioﬁ of his
commitﬁent to Lena, and it "represents the victory he has
won .». . against those elements in his nature that had led
him to despise and isolate himself from, his féllbw men,"**
Heyst's.sacrifice is an affirmation of.his soiidarify with
Lena, and with her, with theglarger society of human beings..
Karl rightly sugg®ts that Heyst is a "living example of
Donne's lproposition that: no lilaﬁ i:-; an island ‘nto‘llimself

and human solida;}ty must take precedence over the

¢ o

L4

*sJoseph Conrad, Notes g'éfe and Letters (London: Dent,
1921) 19-20. ) o .
*¢Andreas, 163. - Q‘_E;

!
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individual will."’"

| What makes possible Heyst's attainTFnF of a social self
is his social instinct, his impulsive sympathy, which
involves him in the world.’And the world, which is
represented not only by the Schombergs, the Joneses, and
Ricérdos, but also by the Lenas, helps Heyst to see, and
accept, the good of humanity. Confad suggests that we cannot
live on islands to escape the Schombergs and Joneses and
Ricardos; we must live in society to keep such forces from
operating and fulfill ourselves, as Heyst did, in meaningful
relationships with the Lenas.

As we have seen, Victory offers Conrad's vision of the
solitary individual's attainment of a social self. Heyst |
begins as an individual who is committed to isolation, but
as he involves himself with people he gradually learns to
commit himself to othe;s. Thus he stands in sharp contrast
to Renouard, who isolates himself from his kigd and loses
the capacit} for human relationships and life in(society. To
read "The Planter of Malata" and then go on to Victbrz is,
then, to proceed fromi story about a man's life-denying
individualism to a novel about a man's relation to the hdhan
communion. ‘

Conrad skillfully uses a single narrator and linear and

' /

cumulative narrative blocks to focus on Renouard's situation
in "The Planter of Malata.” In Viétorz, on the other hand,
he employs unchronological time and different perspectives

—————————————————— (

>’ A Reader's Guide to Conrad, 265.
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to expose the 1imitations;of Heyst's philosophy and to
suggest the moral imperative that Heyst integrate himself
into society. And by means of the perspecctives of Lena and
Heyst in the narrative presenf\ anrad depicts Heyst's

‘attainment of a social self.



VI. Conclusion
Conrad views man as a séparate being and as an alienated
individual who learns to integrate himself into society. In
;) those of his works that depict his social vision, Coﬁrad's
imaginatio? is primarily concerned with articulating his
characters: change or progress to a social reality. The
change often comes late, as in the cases of Jim, Razumov,
‘ ;
and Heyst, but, as Wm. Wallace Bancroft suggests, "the
lateness of the triumph . . . is due to conditions that must
be fulfilled before life unfolds its meaning.

Conrad's shorter works and novels well‘illustrgte his
double vision- of isolation and social integration. His
practice is to write short fiction and novels to present a
vision of isolation and’to delingate both separateness and

solidarity. Conrad's handling of the theme of .isolation in

"The Return" and The Secret Agent indicates that while the

short story deals with lonely individuals cut off from
_a;ﬁsnciety, the novel can equally claim that theme as its
;progefty.'Conrad's more representative practice, however, is
‘to use novels asisocial counterparts to his stories, as the
relatiohships between "Karain" and Lord Jim, "The Secret

Sharer" and Under Western Eyes, and "The Planter of Malata"

and Victory demonstrate. Another pair of works, "Freya of
the Seven“Isles" and Chance, also illustrates Conrad's
practice.

*¢Joseph Conrad: HlS Phllosophy of Life (1933- New York:
Haskell House, 1964) 90.
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Written during an interlude|in the composition of
CQance," "Freya" is the other side of the longer work:
while Freyg of the story is isolated throughout, Flora of
the novel overcomei her isolation through commitment to
another person. The narrator of the story presents, in a
straightforward manner, his memory of.Fréya; the

i

~presentation has, roughly speaking, three different stages:

a descriptian of the initial impres;ion of Freya, the
treatment of the cordflict arising from Freya's decision to
‘put her marriaée on hold, and the%%bcount of the destruction
of Jaspgr's bri; énd Freya's attitude to Jasper. Conrad uses
;these stages cumulatively to cre?te a strong impression of#
Fre?a's isolation. a

Freya lost her mother at the age of twelve, and lived
for the next six years with a kind liiy in Singapore, as ve
learn in the opening péges.'Whén she.joins her father on the
islands, she evokes in theiobserver a feeling-of her
"strength, and .. . ugcon;cious self-confidencé."‘3° Her
sense of her own powé£ and selfJSfoiciency isolatésxher
from people. She ;éyostensibly in lové with Jaspgr,;but'
cannot relate tof or feel any need_fér him, and, as we hear ;
‘in part_2,4her'rea1 desire‘ié.to be "mistress of the dear
brig and sail abpuf these seas" (145). th;unrélatedness
»*Chance was begun‘gbfil'19 5'and finished 25 March 1912,
"Freya" was started 26 December 1910 and completed 28 -
February 1911. See Rosalind Smith, "Dates of Composition of .
Gonrad's Works," Conradiana XI, 1 (1979) 77, -
te*Jogseph Conrad, 'Twixt Land and Sea (Harmondswvorth: -

Penguin; 1980) 135. Subsequent references, cited
parenthetically, are to this edition. .. ..

e . G
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manifesté also in her decision to put off her marriage with
Jasper on the convenient ground that "there shall be no
mistake 1in peopié's mind as to me being old enough to know
what I dm doing"” (149). As sne does not need others, she 1s
content to remain apart and to fulfill her own need, to
"rule ove., the beautiful brig . . ." (149). There is much
truth to the statement she makes to Jasper; "no one could
carr; me -of f. Not even you. I am not the sort of girl that

gets carried off" (168). : '

In‘the final stage o’narration, whicﬁ includers ’a
ponderous account of Heemskirk's de§{ructkgy\of Jasper's
brig, the main moral interest 1is in/Freya's reaction to the
catastrophe, which eﬁphasizes her isolation. Upon hearing of
the destruction of the grig, she cannot rélate to Jasper's
sorrow, but is preoé%upied\wiph per own loss, he:xinability
to fulfill her dream of becoming‘theAmistress of the.brig; ‘
and she egpresses her frustration with het "I will never
forgive him! (205) Later, she tells her father that
"péthaps, when the day came I would not have'gone“ .
(208)--she is‘referring to the arrangement she and Jasper
imade to elope when she turned twenty49ne. It is clear, .
thérefore, despife her flirtétions wﬁth 5asper, she has
always sbeen gsofated from him.

Bernard Meyer suggests that in creating Fiora,,Conrad

was "repeating the image-.of the powerful Freya whose

v

hair-raising piaho—piaying is accompanied by flashes of

"
R4
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"lightning and roar of thunder"'°'--he is commenting on a
passage in Chance which compares Flora's power to that of
electricity. Freya's living (from age 12 up to 18) with a
person other than her parent has produced a feeling of
self-confidence and st@ength, thereby isolating her from
other humans. Flora's upbringiné and misfortunes have
created in her a sense of power, evident in ﬁer defiance of
others. Her defiance is the manifestation of her isolation.
Conrad's moral interest in Chance, however, 1s not only’to
present Flora's separateness but also to show how she she
realizes her social identity through a relationship with
Roderick Anchony who, as Paul Wiley suggests, is Jasper
Allen's successor "at least in his extremely idealisfic
attitude towards woman and his capacityfior Htense
emotion."'°? While a linear narrative, which uses its

different parts cumulatively, portrays Freya's is&ﬁation, an

-~
[

extremely complicated technique of shifting time and point
of view ang a relatively linear narrative sequence depicts
Flora's isolaéion and atEainment of a social identity.

It is largeiy through Marlow that Conrad presents.his'

visjbn of Flo;a. In Lord Jim énd "Heart of Dafkneés,"s

Marlow's information derives from his direct involvement in

-~

o’

the action of the works and the lives of the characters or
from people who directly impart it to him. But much of

Marlow's ihform&iion,in Chance is gained at second or third .

1o 1Meyer, 226. . ’ : ., 5
_vvipaul L. Wiley;; Conrad's Measure of Man (Madisdh: U of
Wisconsin P, $) 141. o T .
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hand. Despite this apparent limitation, Marlow, like the
narrator of "Freya,"'®® arranges his information effectively
to portray the main character's situation.

After an opening section in which Powell tells of the
circumsta?ces of his first job as second officer under
Captain Aﬁ&hony of the Ferndale, who has his wife Fiora with
him on board, Marlow in the next chapter takes us to an
earlier time in the life of Flora, and presents her near
suicide from his perspective. The presentation reveals
Flora's sense of her own power, her ability to do whatever
she wishes in defiance of people's feelings, and thus .
indicates her emotional isolation. When Marlow expresses his
concern that she was walking perilously close to the edge of
the quarry pit and she could fall into the abyss, Flora
answers: "I don't see why 9—sﬂbsldn't be as reckless as 1
please.”"'®* Flora cannot see that her dea;h ﬁight shock
others, for she is detached from them emotionally: "aace one
was dead, what horrid people thought of one did not matter”
(36). The "horrid people" here refers to Flora's governess$,
who abuses her after.her father has gone bankrupt, and her
‘relations who call her a pauper and the daughter of a
convict. Marlow suggests early in the novel that'Flora's
defiance, her isolation is the result of her upbringing and
her misfortunes. It is to emphasize this that soon after his

'*3Gee in this connection, Palmer‘ 231-32. Palmer points out
the striking similarities between®the story s narrator and
Marlow,

'*4+Joseph Conrad, Chance (London: Methuen, 1912) 35.
Subsequent references, quoted parenthetically, are to this
ed1t10n.
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'
recollection of Flora's attempted suicide, he retreats into

an even eérlier time in Flora's life and presents, from Mrs.
Fyne's perspective, a complete history of Flora's younger
years, her suffering in the hands of various people, which
has produced her spirit of defiance, and has led her to '
believe that people like the governess and her cousins are
not her own kind, that she can do without them.
Following the account of Flora's victimization, there
{

is a shift in time, bringing us back to the time soon after -
Flora's attempted suicide and elopement with Anthony. Marlow
and Fyne are in London to persuade Anthony against marrying
Flora. But while standing in the street, Marlow takes us
back to the time when Anthony proposed to Flora, and writes
from her perspective:

"Yod have understood?"

She looked at him in silence.

"That I love you," he finished.'

" &he shook her head the least bit.
"Don't you bélieve me?" he asKed in a low,

infuriated véjce

L]
~

"Nobody would love me," she énsweféd in a very quiet
tone. Noboéy‘could." (180)
flora here defies Anthony's feelings, enjoys hef'power to
tell him that she“{s different and detached from other
humans, that noboay could love her. ..
L;f The ibove.remarks give some ide‘.bﬁ_Chance's complex

method. Conrad's narrator shifts time to present a situation



-
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'from different perspectives--a method which, :as we have
seen, Conrad used in Lord Jim and Victory. This method is,
we may add, also reminiscent of Nostromo. The second chapter
of Nostromo introduces the bumptious Captain Mitchell, who
disapproves of "the freguent changes of governmnet brought
about by revolutions of the military type."'%® This is

sometime after the downfall of the president-dictator

"Ribiera. We soon move back in time, first to the day

(eighteen months before the outbreak of the revolution which
brings the dictator's rule to an end)-on which Ribiera
appears in Sulaco to grace the first s%g for the railway;
then, we spiral further back in time, to the days of the
reopening of the mine, even before Ribiera has come to
power. At this point in time-Mgs. Gould's perspective in
regard to Costaguana's histofy is given to us: "In'all these
houses she could hear stories of political outrage e W
%(84). The narrative eventually takes us forward to the time

when Captain Mitchell has gone home to England, after

Ribiera_has been put.into power, dethroned, Sulaco has

,
i

seceded from the rest of Costaguana and become an

independentbstate.'Yet the possibility of strife is ‘.

imminent, for Sulaco is conspiring to invade Costaguana. Dr.
: L4
Monygham's perspective makes clear thht chaos and struggle

are to continue. In response to Mrs. Gould's question, "Will

»
there be no rest?"” he utters an emphatic "No!" (419).:

-~ - — - = — i - -

'*1Joseph Conrad, Nostromo (Harmondsworth: Penguin, 198Qg/
22. Subseguent references, quoted parenthetically, are t
this edition. - *
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Conrad's technique achieves.a plausible analysis of the
situation of Costagquana, of its endless chaos, atrocities,
and strife. When one character, at the opening of the book,
reports that Costaguana's history has been one of sq[uggle
. and falling apart of governments,'another character from a
much earlier time reasserts the same view of violence and
lawlessness, and still another character from a future time
reinforces the idea, then the author's vision of history as
-4

anarchy receives a stereoscopic quality.
. )

In Chance, as we move from one time to another, and
with that from one perspective to the next, our sense of M
Flora's isolation becomes str?ng.‘The presentafion of
isolation, however, is a necessary step towards the
depiction of her achievement of community.: The novel is
about Flora's moral progress, and Conrad empha51zes -
isolation in the beéinning because he wants to show that she .
progfeéses from this emotional state to a sense of
fellowship: To present her development, Conrad treats
Flora's gnd Anthony's relationship differently from that of »
Freya and Jasper's. Freie cannot come close to jasper
‘emotionally, while Flora does commit herself to Anthony. 'I"he.“
second parg of the novel uses'a relatively-éhronological
narrative, Whlch focuses on Flora S. graduaI’movement ‘towards
Anthony. Marlow presents th1s movement by spxnning yarn from
' the hintg§ thrown out by Powell, the second officer of the
the ferndale, on which tgges‘plhce Flora's change. The
change takes time because Flora's fﬁthet,'whdbis_on board

i



178

the ship after a jail term, competes with Anthony for
Flora's love. Out of jealousy he pours poison into Anthony's
drink, is caught, and when Anthony vows to give Flora up,
Flora expresses her commitment to the captain: "You can't
cast me out like this, Roderick. I won'(-go away from you. 1
won't---" Flora confirms her‘fellowship with Anthony as she
flies into his arms and finds peace in "Anthony's clasp”
(338). Flora's surrendering herself to Anthony, like Heyst's
taking Lena ihto his arms, suggests her participation ;Q the
universal human community, her solidarity with another human
Leing.

As the examination of Conrad's works from his different
writing periodstsonfirms, Conrad view‘s man as an isolated
individual and as alparticipant in human community:. He.
writes short fiction and novels to present an aspect of his
double vision and both aspects of his contemplation. An .\
extremely éonscious craftsman, Conrad uses effective methods
for the presentation of his vdsion: simple and single
narrative perspectives, linear acﬁion, and cumulative
naffative blocks in the short stories; dislocated

chronology, narrative sequence, and multiple perspectives in

the novels. .
B \ °
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