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INTRODUCTION

Conrad's importance in the history of the English novel
lies in the fact that his fictional achievement comes at a
crucially transitional point. Hizs works are ha!lf-way
between those of Thackery, Dickens and Jane Austen,on the
one hand, and those of James Joyvce and Virginia Woolf on
the other. His innovations extend the theme of the novel
to its forwm. He thas ohe unifying theme from which all
other themes stem, nam=ly, the ambiguity of good and evil.
This ambiguity is in line with the revolutionary thoughts
and ideas which prevailed in the endings of the
nineteenth- century and the beginning of the twentieth.
it also coincides with Conrad's belief in two sets of
paradoxical ideas. On the one hand, man's relation to
nature, the role of women, preolitical ideas and theories
drive him to assert the extent of the human dilemma and
the impozgible situation of the zolitary humans on earth.
on the other hand, his experience as a sailor makes him
value the ideas of fidelity, lovalty to the group and
gelf-sacrifice. This janiformity of outlock accounts for
many of the ambiguities in his works.

This thesis 13 an attempt to examine Conrad's
ambiguities in the Llight of his wark, or, of the work in

its own light which 1is strong and which springs from a



number of sources. The first of these is  his iiterary
theory discussed in charter one. This chapter questions
Conrad's choice 9f the novel as a literary form, his
differentiation between invention and imagination and his
view of language. It also examines his attitude towards
the different schools of fiction and the restrictions
imposed on the artist. In addition, it deals with his
opinion about aesthetic digtance and the artist's relation
to moral and religious Iissues.

The secopnd source iz  his fechnique dealt with in
chapter two. Most of Ceonrad's criticism concentrates on
the contents and the i1deas of his works. The aim here is
to suggest the relation of the parts to the whole, of the
form and the technical methods along with the themes to
the final shape of the work. This charter presents the
things demanding calculation and severe effort  for their
fulfilment by the craftsman. It presents his innovations
in technigue and how he works out the idea of the "planned
novel" in which each sbtep 1in the novel points towards a
predetermined effect in what he ¢calls a nowvelistic
"prodression dTeffet.” In this respect, an examination of
him as a modernist writer lavgely in control of his medium
includes the discussion of his narrvative technique,time-—
shift, flashback, use of itvony. setbing, characterization

and delaved decoding. It ins alzgo shown how all these are
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used to intensify the ambioguities presented in his ﬁorks.
The last and third source presents 1tgelf in  the
shape of his different themes. Chapter three iz a survey
af the prominent Conradian themes in an attempt to prove
that al!l of them tend, in the end, to sbtress the ambiguity
of gopd and evil in the world of the novels. Moreover,

the dagality of Conrad's moral stance results from his

-111-

double vision of life. One asserts the ultimate

loneliness and Lragedy of the individual 1iIn a world
without walues. Thizs stems from his recegnition of the
futility of the human existence in a universe which pavs
no attention to the insignificanf man; from the illusory
nature of any human retaticonship: from the corruptible
nature of all political ideas and thecries and before all.,
from a lack of any belief in the existence of God. The
other wision stresses human sclidarity and unreflective
stoicism. This chapter marks the end of the theoretical
part ofrthe thesis which lays the basis on which the
analysis of the novels 13 built.

Then, comes the second practical part. It starts
with Chapter four which - deals with

An Dutcast of the Isiands (1896}, This novel stands as a

representative of the first period in Conrad's literary
career in which Contrad iz not yvet in verfect command of

his ¢raft, This Chapter proves that despite its
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weaknesses, the novel includes most of the thémes and
the technical metheods he is to develop later iIn  his
career. 1t alsgo points aut how far the ambiguity of good
and evil is dominant even at such an early stage.

Chapter five analyses The Secret Agent (1907), one of

Conrad's major works belonging to the fruitful middle
period. It deals with the nature of the political and
moral ambiguities prevailing over the world of the novel.
In additien, it points out the technical qualities which
make this novel stand out as a magster piece.

Finally, Chapter six 15 concerned with the analysis

of The Shadow.-Line {1917) which heleongs to the later

fiction of Conrad. It finds out how this work acts as a
mirror of the established but exhausted novelist, who, no
longer able to experiment. has to draw upon all his
practical skill to preduce more novels. It also explores
how this deterioration affects Conrad's meoral outlook and

his technigue. Then follows the conclusion.



Fart One : Theory
Chapter 1 : Literary Theory

Joseph Conrad has never attempted %o set forth his
critical prinicples 1in a long essay,., like that written,
for example, by Henry James. For him, "the gquestion of
art i= so endless, involved and so obscure that ohe is
tempted to turn one's face resolutely away from it."2
Whenever he finds himself compelled to theorize about his
work., he tries to evade the questicon by digressing to all
sorts of other things. That 1=z why his Author’'s Notes and
Prefaces to nis works are vather disappointing, Instead
of being a guide Lo his artigtic and aesthetic intentions,
they merely deal with triwvialitles tracing all events and
characters to their factual! counterparts. Disclosing the
depth of the creative proceszs with the standards that
determine it is so difficult for him because his feelings
towards his own creation are so ‘'deep, complex f{and at
times e?en contradictory}."2 Howewver, one can, by a close
examination of his letters., es=ssays on other writers and

his only valuahle preface to The Nigger of the

. "Marcigssus', deduce a set of criftical principles upon
which his literary theory is based. This, in its ovn

turn, helps to judge hig artistic successes as well as his




sarlier and later generally less successful works.

It i=s significant that Conrad. in his shift from
sailor to artist, chooses the novel as a medium for his
work. Thi=s choice stems from his belief that "a writer of
imaginative prose (even motre than any other sort of
artisti™® is the one capable of arpealing Lo the people
and that the nowvel is "absolutely the only wehicle for the
thought of our day.” 2 He does nobt choose to write postry
since he does nob apprecinte it angd confesses that he is
"in general insensible to wverse."® This is due to his
conceptiaon of art as "a single-minded attempt to render
the highest kind of justice to the visible upniverse.'® On
the other hand, peets - as Flaubert puts it - find it
necessary  '"only to  spealk af  themselves to remain
eternal."? Poetry which is an cutpouring of the poet's
internal self can never excel the nowvel which represents
the image of life. Mareowver, the novel has the additional
virtue of representing life in motion. Whereas poetry is
still life experienced only 1in space, the novel exceeds
this houndary and is iived Irxmth in space and 1In Ltime.
Moreover, he does not show a great respect for drama. For
him, each play serms to bhe "an amazing freak of folly." It
is an ar:t concernsd with the '"unkelievable,"”. He cannot
stand the actors being "dizsguised and ugly" involwved in

their "transparent pretences. P



Furthermore, he believes that the nowvel is not only

superior to the other literary forms, out  also to
nen—-literary writings. In this respect, the novelist is
superior to the moralist. The latter '"has no conscience

except the one he i=s at pains to produce for the use of
others" while the former's ceonscience lies in "his deeper
senge of things, lawful and unlawful {which} giwvez him his
attitude before the wortld."® Conrad alse goes further to
draw the Aristotelian analogy between history and poetry
(fiction). Whereas deocumentary history is based on second
hand impressions which state bhefore the reader mere facts
without any clear or predetermined aim, fiction is "based
on the reality of forms and the cobservation of social
phenomena, "1@
In thig rezspect, Conrad’ s opinion is in line wikh the
disgstinction made beiween
“Inderstanding, ' the faculty which reduces its
object to & concept  in order to g¢lassify it,
and the "Thaginat ian, " the faculty which
maintains itz chiects 1in a presentation in
arder o know it asm it is - undistorted by
logical reduction.?®?
For him, fact is fidelity to 1eality, but truth "3Suggests
a world bthat gives semblance of reality and includes

more, "2 This “more’ 1=z what makes fiction "nearer to



truth,"*?® Conrad confesses  Lhat  "facts don't matter"
because he 13 "writing ficticn not secret thistory."3< A
real artist should asplre to bring fto 1light "truth,
manifold and one"'® by getting "through the weil of

details at the essence of life,"2$ This truth is "wmore

permanently enduring”?®® because - unitike logical truth
which 15 directed tc "our common sense™® — it appeals to
that '"part of our being which is not dependent on

wisdom. "*® Here, Conrad suggests that the truth the
novelist geeks is a guality within the heart or the core
of an experience that only the deep sensitivity and
insight of an artist rcan gt held of.  Moreover, the real
skill of an artist is shown in his ability to render this
truth to his readers with the samwe degree of clarity that
he =sees it with. He dos=s thi=z by appealing "to our
capacity for delight and wonder, to the sense of myvstery
surrounding our lives; to cur senss of pity, and bheauty,
and pain, toe the latent feelinga of fellowship with all
creation."=°

The novelist manaées to veAach this  truth only by
means of his imagination. The nowve=]l can never be just a
set of idea=z, not a nan addreszing another, each
preserving his own likerty of thought and action. it
should rather 'take upon its<1f a form of imagined life

clearer than reality whose accumllated wersimilitude of




that:
my past had., by the wvery force of my work,
become one of the sources of what 1 may call.,
for want of a better word, my inspiration - of
the inner force which sets the pen in motion.=2%
In this way, the writer uses the events of his life
and his age, then transfer what haz till now remained
perscnal to another level illuminating some permanent
problems of civilized 1life - its engagements, its
conditions and its imposed sacrifices. Hence, he carries
the work further aiming at what is enduring and universal,
That is why Conrad rejects any ¢lassification of art. Art
for him must appeal to all people of all ages. Rerlying
to an "absurd" gquestion by one of his friends asking if
hizs forthcoming book had any message for the voung, Conrad
asserts that "in a work exclusively artistic in its aim to
appeal to emotions, fthere should be something for
evervhody, young or old, who was at all susceptible to
gesthetic impressions. 27
Moreover, tLhe writ;r's imagindion should not vield to
any outer influence. Conrad believes that the artist. in
hig attempt to appeal teo all pecple must not succumb to
the taste of the public for fear of damaging his
popularity and conseguently his income, After all, no

artist "gan giwve the pubklic what 1t wants because humanity



does not  know what it wants."2° Hence, an artist should
only listen to the higher authority of art. Conrad
remains faithful to this doctrine most of his 1ife, the
thing that accounts for his lack of popularity or high
estimation. Howewver, towards the end of his life, he
hecomes more ready *ro make =zoms =zort of concession to
please the people. His success comes with Chance which is
criginally decked out to  catch porularity. After the
failure of his previous three major novels, he chooses an
aprealing title which is less forbidding than the pervious
ones. He also tries to make the anding "nicer — I am
thinking of the public,'"2® he savs. He becomes evenh ready
to deny his own creative power and criginality in order to
sell his works to the pulklishers, He writes to Alfred
Enopf:
My point of wiew, which i purely human, my
subjects, which Aare not too specialized as to
the <c¢lass of people oy kind of events, my
stvle, which mav be clumsy here and there, but
i= perfechly stralghtforward and tending
towards the colleguial, <annot possibly stand
in the way <of a large public, As to what I
have to say — vou know 1t 1s never outrageous
to mind or feeling. 2@

Mevertheless, it is fair enough to assert that Ceonrad




never really loses sight of his artistic aims and tis
concessions are rarely on the expense of the 4quality of
his worlk.

Furthermore, Conrad never gives up his belief that an
artist should use his imagination to deal with events not
as an end in themselwves but as "the outward sign of inward
feeling” feelings alome "are truly pathetic and
interestjng." In order for *the artist to be able to
express them, he "must give {himself} up to emotions, 31
This,of course, 13 not easy to attain because the writer
will have to

Squeeze out of (himself) every sensation, severy
thought, every I1mage — mercilessly, without

reserve and without remorse (he)l must search

the darkest corners of (his) heart, the most
remote recegses of {his) brain ... (in
order to) create human souls : to disclsce

human hearts. 3=
Honethelegs, for the sake of mederation which is one
of the conditions of éuccess, feelings themselwes should
not get hold of the writer. There 1is big difference
between possegssing a feeling and bheing possessed by one.
Conrad makes it clear that one should understand feelings
and search for their sources and obhjects since this is the

way to truth which is the uttimate aim of arkt. Howewver,




