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ABSTRACT

Title of Dissertation: BETRAYAL AND MORAL IMAGINATION:
A STUDY OF JOSEPH CONRAD’S FIVE MAJOR WORKS

Chull Wang, Doctor of Philosophy, 1990

Dissertation directed by: Professor Morris F dman

I :nt of Eny sh

A series of Joseph Conrad’s five major novels, beginning with
Lord Jim ( 1900), followed by Nostromo (1904), The Secret Agent ( 1907),
Under Western Eyes (1911), and concluding with Victory (1915), are all
concerned with the theme of betrayal. These novels demonstrate Conrad’s
artistic depth and ultimately provide a better way of understanding his
Profound "moral . igination."

The ‘“standing jump” Conrad made out of Poland certainly
Motivated him to speculate diligently and almost exhaustively about the
significance of the "jump" or betrayal. Conrad did not, however, remain
In a personal realm. He transcended, as Russell Kirk said of ,.S. Eliot,
"e barriers of private experience” by shaping his unique experience ingo
4 universal art wi  the power of his moral imagination. His treatment of
betrayal is too comprehensive, too artistic to be merely private of

Personal. The life of Conrad was a ceaseless and always agonizing



Struggle, as Eliot said of Shakespeare, "to transmute his personal and
Private agonies into something rich and strange, something universal and
impersonal.”

It is F.R. Leavis who first noted Conrad’s "moral intensity” and
thereby placed him in the "Great Tradition” of English literature, along
with Jane Austen, George Eliot, Henry James, and D.H. Lawrence.
Conrad surely occupies his place in the "Great Tradition" not only as an
‘innovator in form and method” but also as an artist whose "moral
intensity" stands out among ~glish wr s,

Any study of Conrad should not ignore his passion for "the moral

. . .. . : " ' ,
discovery” as well as his "spirit of love for mankind.” The "moral

discovery" was for Conrad "the object of every tale." It is certainly

through such moral imagination that Conrad succeeds in, to borrow
Lionel Trilling’s phrase, "involving the reader himself in the moral life,

M s M s " " -‘ . y
Inviting him to put his own motives under examination." It is also

through the rec :ming and alm saling pov © of tI moral

. - . . [P ae . . ‘. . rek"stY .
Imagination that Conrad’s vision as a whole always resists becoming

either wholly existential or merely nihilistic.
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Chapter I

Introduction

I should be sorry if 1 only entertained them [the

audience/, I wish to make them better.
George Hande]

! have always approached my task in the spirit of love

Jfor mankind.
Joseph Conrad

It has become established that Joseph Conrad was almost always
interested in the act of betrayal and its aftermath. Perhaps it would be

more appropriate and m« : accurate to say that the theme of betrayal is

4t the very heart of Conrad’s fictional universe. = imerous critics have

No 1 that Conrad’s Polish background functioned as a source for hig

almost obsessive concern with the theme of betrayal. As early as | 930,

Gustav Mort tried to extract Conre it complex from his varioug

fiction. According to Morf, many of Conrad’s works were ceaseless
atempts, by way of art, to justify his "desertion” from his native Poland.
Lord 1im is, says Morf, "a confession of a man tortured by doubts and
nightmarish fears.”' Mort’s analysis of Conrad’s guilt complex, though
somewhat oversimplified, has some truth in it. Czeslaw Milosz also notes

that "a car lly  dden complex of treason is discernible in some of

—

'Gustay Morf. The Polish Heritage of Joseph Conrad (London: — mpson, 1930) 149,
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[Conrad’s] writings--a  feeling that he had betrayed the cause so

faﬂatical[y embraced by his compatriots and, above all, by his father,"?

In March 1899, Polish novelist Eliza Orzeszkowa accused Conrad

of betraying Poland for financial gains:

[ must say that this gentleman, who writes popular and very

lucrative novels in English, has almost caused me a nervous

id about him. ... C itive

s

P doov My ) @ s when |

talent forms the very I d of the tree, the pinnacle of the tow:

the life-blood of the nation. And to take away that flower, to
remove 1at pinnacle, to drain away that life-blood from the nation

in order to pass it on to the Anglo-Saxons (who anyway lie on a
bed of roses) just because they pay better. ... It is even hard to

think about it without shame!’

One may get the impression from Eliza Orzeszkowa’s harsh criticism that
Conrad became rich in England. But the fact is quite otherwise, as

Zdzislaw Najder indicates: "writing never gave him financial security." It

*Creslaw Milosz, "Joseph Conrad in Polish Eyes," The Art of Joseph Conrad: A
Critical Symposium, cd. RW. Stallt . (East Lansing: Michigan Statc UP, 1960) . Sce
also 35-43.

*Eliza Orzeszkowa, "The Emigration of Talent,” Conrad under Farilial Eyes, trans.
Haling Carroll-Najder, cd. Zdzislaw Najder (Cambridge: Cambridge UP, 83) 187-8,

4Najd(:r, Joseph Conrad: A Chronicle (New Brunswick: Rutgers UP, 1983) 255.






By "a standing jump" Conrad might be alluding to Jim’s jump out of the
Patna in Lord Jim, but one should not fail to notice a distinction
between Conrad and Jim. Conrad is fully accepting his responsibility for
his "standing jump"; whereas Jim, unlike his creator, always tries (o
evade responsibility for his desertion of the ship, saying, "I had
L..It seems."® It is perhaps too excessive to generalize, as Morf

Jumy

does, that Jim is Conrad. s Leo Gurko obs ses, "To pursue Morf’s line

IS 1o accept the book as the victim of the man, where it deserves to be

. . . . . 4 : . 119
accep | as « nonstration of his insight and aesthetic power."
p lasac no g

The “standing jump” Conrad made at the age of seventeen (1874)

may have impelled him to lead forever a marginal and solitary life in his

adopted country England. It is thus quite understandabt  that Conrad

could not bear any sense of loss, as Bernard C. Meyer comments on it:

Throughout his adult life, and presumably earlier, Conrad was
obsessed by the idea of loss, which included not only the loss of
persons but of material objects as well, of things often of
insignificant importance. He was forever misplacing or losing
rievably lost simply

ot ts, often insisting at they were Ir

*Conrad, Lord Jim 111,
’Leo Gurko, Joseph Conrad: Giant in Exile (New York: Macmillan, 1979) 17,



5

because he could not recall where he had put them. Once he had

reconciled himself to the idea that they were gone he would

become resentful if they were recovered.'

Indeed, one of the pervasive elements in Conrad’s fictional works is "the
Idea of logs." It is not far from truth to assume that Conrad’s marginal

life in a foreign country made him extremely conscious of the loss. It

Seéems, howe' -, that M ser’s indication ¢ Coi d’s o on with the

loss is rather excessive, for Conrad’s coni n with the loss derives not

entirely from an obsession but from an artistic taste, as shown his

Cxpression of absolute fear of loss:

I have tried to be a sober worker all my life--all my two lives [sea

life and writing career]. I did so from taste, no doubt having an

st ctive he or of le my . of full self-possession, but

~ - - i]
also from conviction.

It is not an accident that many of his characters are confronted

with an agonizing sense of loss. Axel Heyst (Victory), for instance,

of loss after ™ :na’s death so tF - he

Cxperiences an overwhelming sen

YBernard C. Meyer, Joseph Conrad: A Psychoanalytic Biography (Princeton:
Princcion UP, 1967) 49-50.

"Conrad, A Personal Record 112.
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artistic character through whom Conrad presents his vision of life to the

world.,

There are dangers when one is always eager to hunt "an element
of autobiography" in every novel, since in criticism one is not seeking a
Personal myth or cult but a universal truth about human beings. The
critic’s real task is, to use T.S. Eliot’s phrase, "the elucidation of works of

. "nis . .
art™™ rather than a mere source hunting. One also has to bear in mind

that the very =~ onal exper 1ce becomes someth  impe nal ¢ ring
the process of composition. ™ may sound odd to quote E™  at this point
(because Courad said that "every novel contains an  ement of

dutobiography”), yet Eliot’s words are quite  evant to Conrad: the
a " tic process should be "a continual self-sacrifice, a continual extinction

of personality.”® In this context, Stephen  dalus’s elaborate statement of

the artist in James Joyce’s A Portrait of the Artist as a Young Man

should be taken sc.. usly:

The artist, like the God of the creation, remains within or behind

or beyond or above his handiwork, invisible, refined out of

BT.S. Eliot, Select.  Essays (New York: Harco 1932) 13.

“Eliot, Selected Essays 7. Morton Dauwen Zabel notes: G
endorsed Eliot’s sentence which his own preface 10 The Nigger of the 'Narcissus' 10
'The more perfect the artist, the more completely separate in
¢ and the mind which creates™.” See Zabel’s "Chance and

ad "would have

IS(.)_mC degree anticipated:
1M will be the man who suffer
ecognition,” The Art of Joseph Conrad, cd. Staliman, 27.



existence, indifferent, paring his fingernails. (Italics added)’

Despite 1 : obvious relations between Conrad’s personal experience
and his works, one always has to go beyond that level. The great artist is
NOL content merely to testify to his own experience in his works but to

make it something rich and universal. André Gide once wrote:

Conrad did not li y talk about his I a of modesty, a lack

of rc ard for himself restrained him and kept him silent on hig
past. s memories of the sea seemed to him now only the raw
material for his art, and, because the requirements of his art, as
transpose, to

they I :ame involved, constrained him to

depersonalize and distance from himself by fiction everything he

had experienced personally, he was sit ilarly awkward, both in
his books and in his »n tion, as a raconteur; only in fiction
[4 o

did he feel at ease. (Italics added)"

: " "noo.
i s e as an outcast”" int
Conrad was ceaselessly rendering his experience as an "outc: 10

Something uni» sal in human nature. Conrad would not have 1
placed in "t Great Tradition” by F.R. Leavis had he not attained such

C K ikine. 1¢
"James Joyce, A Portrait of the Arist as a Young Man (New York: Viking, 1967)
215.

ad.” The Joseph Conrad, cd. & man, 4,
"André Gide, "Joseph Conrad,” The Art of Josep



universality.

For instance, the pervasive sense of loss in Conrad’s major works
1s not merely a reflection of his own sense of loss or a testimony that he
Wwas psychologically crippled but "a way of art" that enabled him to
Pt etrate into the psyche of the modern man. As J.LM. Stewart remarks,
"the story of a Fall and of a Paradise lost to us is, of all our myths,
Perhaps the one most immemorially central to the human imagination.""
It is, then, no exaggeration to say that Conrad’s prose is highly
rach” (1867) which prophesied

suggestive of Matthew Arnold’s "Dover

modern man’s loss:

The Sea of Faith

Was once, too, at the f I, and round earth’s shore
Lay like the folds of a bright ; dle furl’d.

But now I only hear

Its melancholy, long, withdrawing roar,
Retreating, to the breath

Of the night-wind, down the vast edges drear

" 1d naked shingles of the world. (21-8)

“JIM. Siewart, "Conrad,” Eight Modern Writers (Oxford: Oxlord UP, 1963) 199,
Stewart further notes: "It is the grand characteristic of Conrad’s art that, wherever it takes
us, the scene unive dizes itsell cven as that art begins o speak” (198).
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Arnold’s poetry crystallizes modern man’s irretrievable loss of "Faith." It
should be noted that Amold’s "Sea of Faith" does not merely indicate
faith in God but faith in humanity and its life-enhancing values, or to use
Conrad’s phrase, "faith in himself and o ers.® Poetry was for Arnold
"the interpretess of the moral world,”" and prose was for Conrad an

Interpreter of the moral world.?
Both Arnold and Conrad knew that something was lost in their

age and that m. : loss was minent. Jim in the Patusan island, Decoud

in the Isabel, and Heyst in the so-called "Round Isl 1" lead "the sea of

life enisled” that Arnold described in his poem "Switzerland":

Yes! in the sea of life enis 1,

Wi echoing straits betwe 1 us thrown,

Dotting the shoreless wa 'y wild,

We mortal millions liv  alone. (5.1-4)

20
Conrad, Nostromo 496.

"Matthew Arnold, says Literary and Critical (New York: Everyman, 1906) 68.

2j6yce Cary obscrves: "We know that the building is there to give us a certain
cxperic . of b iy, and so we know that the book’ is there to gl'vc. us 4 certain
expericnce of moral beings in action.” Sce Joyce Cary’s Art ”’f“{ R‘f‘“'”)" Ways of the
Creative Progess (New York: Harper, 1958) 151. Golden L. Larsen suggests that Joyce
Cary owes a Joi 0 Conrad. For a more dctzy}cd discussion, sce Larsen $ The Dark
Descent: Socigl Change and Moral Responsibility in the Novels of Joyce Cary (New

York: Roy, 1966) 1-21.
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Arnold reminds that what once was "a single continent" ("Switzerland"
16) has become the "poor fragments of a broken world” ("Obermann

Once " 217). Heyst’s life resembles that of modern man "enisled”

from others. Razumov yearns for an island where he can secure solitude:

‘I wish I were in the middle of some field miles away from

cverywhere."” Nostromo and Decoud are miles apart even while they are

being engaged in the same work:

[ :oud pumped without intermission. Nostromo stee | without

rela; 1g Hr a second the intense, peering effort of his stare. Each

of them was as if utterly alone with his task. ... There was nothing

in common between them ['lhey seemed to have become

completely estranged, as if they had discovered in the very shock
of the collision that the loss of the lighter would not mean the

same thing to them both. Tl common danger brought their
14 B

differences in aim, in view, in character, and in position, into
absolute prominence in the private vision of each. There was no
bond of conviction, of common idea; they were merely two

adventu s pursuing each his own adventure, involr 1 in the same
C

it ainence of deadly ail. Therefore they had nothing to say to

“Conrad, Under Western Eyes 289-90.
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each other. (Italics added)®

Modern men as such, Conrad notes, "are camped like bewildered
travellers in a garish, unrestful hotel."” It is no wonder that John
Batchelor reads Conrad because he finds in Conrad “the loneliness of
human beings caught and communicated with a vividness unsurpassed in

any otl  writer."*

As nur ous critics have no I, Cc rad’s lifelong interest in the

act of betrayal should not be treated separately from his strong sense of

fidelity to human solidarity. Indeed, a breach of hum  solidarity is g

Kin  of betrayal. In his Preface to The Nigger of the Narcissus, Conrad

Speaks of the artist as one who speaks

to the subtle but invincible c¢  :tion of solidarity that knits

of innumer le I s, to the solidarity in

together the lonelin

dreams, in joy, in sorrow, in aspirations, n illusions, in ' in

fear. which binds men to each other, which binds together all

humanity.

A\ . . ey gt N ", P o 3 ey pof >,
The artise’s ultimate responsibility is to "awaken in the hearts of the

—— R - S

2
‘Conrad, Nostromo 295.

“Conrad, Victory 3.
%John Baichclor, The Edwardian Novelists (New York: St. Mar s, 1982) 28,



beholders that feeling of unavoidable solidarity."”

Adam Gillon perceptively describes Conrad’s stress on human
solidarity as follows: "No transgression against this human solidarity
remains unpunished--in Conrad’s books, at any rate. The supreme sin, to
Conrad, is failure to be loyal, which in more extreme form is betrayal,"®
Gillon is absolutely correct when he regards the theme of betrayal as

Crucial in Conrad’s art, but his generalization, unless qualified, is an

tinly, some of the characters such i Jim (Lord

over nplification. Ce
Jim), Nostromo (Nostromo), and Razumov (Under Western Tyes) get
Punished in one way or another because of their betrayal, but the js
alwayg somebody in the Conradian world who, despite the act of
betrayal, never gets punished: Brown (Lord Jim), some of the

revolutionists (Nostromo), some of the anarchists (The Secret Ageny),

Peter Ivanovitch (Under Western Eyes) and Schomberg (Victory) all

'emain intact though . :y more e to be punished.

M F) " 20 6
Other critics also tend to overgeneralize Conrad’s treatmc  of

betrayal. Steve Ressler, a recent critic, understands Conrad’s

characterization of betrayal in terms of "betrayal, guilt and punishment"

and consequently fails to discuss The Secret Agent which is virtually

“Conrad, The Nigger of the Narcissus Xiv.

The Eternal Solitary: A Study of Joseph Conrad (New York:

WA 4o
*Adam Gillon, hapter "The Anatomy of Betrayal,” 109-40.

Bookman, 1960) 118. Sce also the ¢
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IS ag important as another. Cornelius may be a minor character (or
betrayer) yet contributes significantly to one’s understanding of Jim’s
character. Perhaps, Gould as a character is, if not more, as important as

Nostromo. Jones as a character is as important as Heyst.

What seems to complicate Conrad’s theme of betrayal and human
solidarity is a continual presence of skepticism. How could one justify or

explain Conrad’s sk¢ ticism if one takes seriously his sense of fidelity to

human solid: y? Conrad once thoug : of the U verse as "a knitting

Machine" which "knits us in” and "knits us out” and in which "there is
no morality, no knowledge and no hope."” Is Conrad here saying that
because we can find "no morality, no knowledge and no hope" the only
thing we can do is to be aware of the tragic human existence in this

"knitting machine"? It is then understandable why some critics v' drously
argue for a ihilistic vision in Conrad and why so many  tics also find
illis Miller, for instance, thinks of

an existential vision in Conrad. J.

o O
Conrad as "an explorer of modern perspectivism and nihilism."™" Miller,

however, ignores the fact that Conrad’s strong commitment to life-

enhancing values almost always counterbalances his  nihilism or

existentialism. While undoubtedly profound, the element of nihilism or

BCT. Watts, ed., Joseph Conrad's Letiers 1o Cunninghame Gr a/’mm (Cambridge:

- Lo vy SO ! N . P . o A % "Har, Ta 7 i
Cilmbridgc 4 ],969)’ 57. 71. In his introducti ~ Walts obscrves leﬁt }}}fd)f S view of
Nature as (he inhuman aatomation’” may be reflected in Conrad’s idea of "knitting

Machine" (25).
M Hillis M 1. Poets of Reality: Six Twentieth-Century Writers (Cambridge:
Harvard UP, 1965) 6. Scc also 13-67.



17

existentialism in Conrad’s art cannot be an ultimate vision as long as the
life-enhancing values like "faith, honor and fidelity to truth" firmly

OCcupy the Conradi. universe. (This study, however, iS in no way

Saying or suggesting that existentialism is necessarily in conflict with
mordl jssues.)

Edward Said provic ; a flexible and discriminatory view about the
nature of Conrad’s skepticism (though he, too often, singles out the

- - p " ,\ 1 ’
existential sic  of Cor d). Said maintains that Conrad’s world view had

been changed. He observes that the Great War (1914-1918) was a turning
point: ¢ 1rad thought of the universe as the knitting machine before ]

. : 15
) , see 'non-mechanistic existence."
War but after the War he began to see "no '

Thig

idy is basically in accordance with Said’s perceptive argument that
> CLe
Conrad’s skeptic m experienced a transformation at some point, but

differs from Said’s as to when the change occurred. The change was far
ad i imps n Conrad’s
from 4 dramatic one. The Great W  had little impact on Conrad’s

outlook, as Najder st rests:
[Conrad] seems to be the only major European wri  of his time

whose outlook did not change as a result of World War I, and

perhaps the o1 7 one who would not I ve I n surprised by the
erhaps )

. 131! " Awobiography (Cambridge:
' ' nd the Fiction of
PEdward  Said, Joseph Conrad

Harvard Up, 1966) 75.
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[T]he victory is a victory over skepticism, a victory of life.*

This study is not in any way suggesting that skepticism was

something that Conrad had to totally eliminate. On e contrary, the

validity of Conrad’s profound skepticism is fully appreciated, without
which Conrad could not have done such exhaustive studies of betrayal. It

s indeed through his skepticism that Conrad was able to investigate the

he___an psyche behind the :t betrayal. One ¢ Id not imagit  Martin

Decoud and Dr. Monygham (Nostromo) v hout their penetrating
skepticism. Skepticism is not a negative force in Conrad’s art but, as he

Wrote to John Galsworthy, "the agent of truth--the way of art and
salvation."® It is through his "agent of truth" that Con | was ceaselessly
able to question what is behind Jim’s desertion (Lord Jim), Nostromo’s

theft of the fatal silver ingo (Nostromo), Verloc’s | fessional betrayal
(The Secret Agent), Razumov’s ustifyir = betrayal of his friend

Haldin (Under Western Eyes), and Heyst’s deplorable detacl  :nt and his

inability to return Lena’s love (Victory).

What Conrad tried to eliminate was skepticism for the sake of
skepticism and any blind adherence to skepticism per se. The fate of

Martin Decoud (Nostromo) is exemplary in this aspect. It is obvious that

YER. Leavis, The Great Tradition (London: Chatto, 1 ) 202.
“Georges Jean-Aubry, Joseph Conrad. Life and Letters (New York: Doubleday,
1927) 1: 301.
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Decoud shares with Conrad a shrewd skepticism through which he is
able to provide an astute insight into the world of Costaguana and its

politics. It is Decoud alone, perhaps apart from Dr. Monygham, who is

Capable of seeing things clearly and without any illusion:

There is a curse of futility upon our character: Don Quixote and
Sancho Panza, chivalry and materialism, high-sounding sentiments

and a su_ne mc ity, violent ef s for an idea d a sul ,

. . . 41
acquiescence 1n every form corruption.

Nobody else in the novel provides the more po  1ant and more p cing
Cr'*~ism on the political situation of Costaguana. One can almost get the
Impression that Conrad himself is expressing his political vision by
borrowing Decoud’s voice. One should not be surprised to see that the
ostly }COL TS

Memorable exp sions 1 Nostromo ap T

Such resemblance between Conrad and Decoud made Leavis declare:

In fact, Decoud may be said to have had a considerable part in the

writing of Nostromo; or one might say that Nostromo was written
H . 12
by a Decoud who w sn’t a complacent dilett

“Conrad, Nostromo 171.

“Leavis, The Grear Tradition 200.
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Yet Decoud, as Leavis also observes, cannot be all Conrad, since the

inability to maintain a "faith in himself and others" clearly differentiates

Decoud from his creator. Decoud’s suicide is, then, an inevitable result of
his "intellectual audacity." As Albert Guerard notes, Conrad "attempts to

condemn himself by prOX}/-"43

Although Conrad never completely abandoned or discarded his

Decoud-" skepticism, | ver lost a "faith him: £ 1d others.”
Accordingly, Com I’s world view shifted from that of the "knitting

macl 1e” to  at of the creed of "undying hope™

To be hopeful in an artistic sense it is not necessary to think that

the world is good. It is enough to believe that there is no

impossibility of its being made s0.%

Conrad never says, because of his lifelong skepticism, that the world is
good. Instead, he says that we can make it livable as long as we keep
hope and faith alive.

To add to o critical disc~eement, there seems to be a lack of

attention for the ossible meanings and implications of the word betrayal,

= e

A y .
“Conrad, Notes on Life and Letters 8-9.
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Many critics discuss the theme of betrayal without addressing or defining
the term. They perhaps think the word betrayal is too obvious and too
simple to need any kind of definition. Razumov’s speculation, however,

testifies how seriously Conrad thought of the implications and meanings

of it

Betray. A great wor.. What is betrayal? They talk of a man

betraying his cowr y, his friends, his sw -ttt There must be a

moral bond first. All a man can betray is |~ own conscience.*

Rema ably, Razumov addresses here the very theme of Conrad’s major
works: "a man betraying his country, his friends, his sweetheart."

According to Razumov, the most serious betrayal is that of one’s own

conscience. His speculation underlines . least one dimension that the
word  betrayal might evol  and imply. But his definition needs

amplification to become comprehensive. What Razumov does not

understand at this stage is, first, that one can betray others without the
- r y g ,V

slightest sense of violating a social code and consequently one’s own

conscience; and, secondly, that Razumov is too self-justifying and too

solip * tic to give primal importance to others who a rayed.

“Conrad, Under Western Eyes 37.
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Razumov’s  solipsistic  definition of the term betrayal s
problematic, for it raises a serious question: Is the act of betrayal
justifiable as loy as one’s own conscience remains clear and intact? If
80, the betrayer in "The Informer," for instance, may be fully vindicated:
"I have been thwarting, deceiving, and betraying you--from conviction,"s
The question is of course a delicate one. Yet it will be too naive to
assume that any means including dec Htion and lies can be excused if

done "from conviction."
Marlow’s definition provides something that Razumov’s does not

im plica

he real significance of crime 18 in its being a breach of faith with

the community of mankind.*

While . mov is st sing the n ce of one’s . [ Marlow gives
more importance to "faith with the community of mankind." In other
words, Marlow’s focus is on human solidarity.

Jackson W. Heimer seems to be in accord with Marlow, as he
defineg betrayal as follows: "Since one man is bound to another he ig

bound to all, and hence owes an obligation to all men. Each man must

—_—

“Conrad, A Set of Six 97.

“Conrad, Lord Jim 157.












such as Brighton Rock, The Power and Glory and others.

One should not fail to notice that Conrad is also speculating to g
certain extent the mythical dimension of betrayal, notably in his Under
Western Eyes and Victory. Though not knowing how Haldin met death,
Mrs. Haldin miraculously penetrates into the heart of the maiter by
observing: "Even amongst the Apostles of Christ there was found a

Judas."? Of course it is an exaggeration to compare Haldin’s betrayal of

Razumov with Judas’s | wyal of Cb t. Razumov’s fate can be

Compared to that of Oedipus: as Oedipus puts out his eyes because of hig

sin (or betrayal), Razumov chooses to let his ear-drums  :t crushed. The

island of Samburan can be compared to a paradise v Heyst and Lena
live ag if they were Adam and Eve. Heyst even compares himself to
Adam: "There must be a lot of the original Adam in me, after all."s
Lena is called "princess of Samburan."* The paradise is doomed because
of the Satanic trio. As in the case of Under Western Eyes, the literal
application of the biblical story to Victory is not quite fitting. Yet the
biblical allusion nevertheless enhances complexity of Conrad’s theme of
betrayal. There is even an allusion to the Faust legend in which Faust

sells his soul to Mephistopheles. Razumov has something of both Faust

and Mephistopheles. He, like Faust, sells his soul by betraying his friend

_— [

“Conrad, Under Western Eyes 115.
*Conrad, Victory 173.

*Conrad, Victory 193.
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and, like Mephistopheles, exults over his bargain and laughs 2

"Mephistophelian laughter."*
1 e historical dimension of betrayal is also suggested: Peter

Iva yvitch exasperates Razumov by suggesting that "There is something

of a Brutus [in you]."* Like Brutus who betrayed and killed Caesar,

Razumoy betrays his friend Haldin. There are also Shakespearean

references, as Adam Gillon serves: "The common dramatic and

Psychological situation of [Under Western ..jes] and of Macbheth is the

betrayal of a trusting guest."”

The discussion of the theme of betrayal would be incomplete

Without addressing the problem of making a choice. For some characters

Making a choice is virtually impossible and they are nevertheless forced

0 do so. In most ca : they make a wrong choice and thereby betray

. « > "_: 3 el M Al S
others. Said’s generalization of the "either/or posture™ in Conradian

characters addresses the i e admirably: "There 18 no middle way, and

there is no other method of putting the issues. Either one allows that
Meaningless chaos is the hopeless restriction upon human behavior, or

. e PR I .
one must admit that order and significance depend only upon man’s will

550 i , See also , 253. Sophia Antonovna also is
Conrad, Under Western Eyes 60.
Compared (0 Mephistopheles.

*Conrad, Under Western Eyes 208.

* _.llon, Joseph Conrad 126.
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to live at all costs. This, of course, is the Schopenhauerian dilemma, "

Bruce Johnson also puts it in existential terms: a Conrad hero is "unable

to el it is ke who has done so."™

Making a choice hardly matters for some characters. Verloc and
other anarchists (The Secret Agent) ironically feed themselves on
professional betrayals and never show any moral conflicts in making a
choice. It is perhaps too easy for them to make a decision. The "either/or
av1or.

pPosture" is seldom found in eir

The tI ne of betrayal is not only present in Conrad’s novels but

also in some of the tales such as "Heart of Darkr s," "Informer," and

"The Secret Sharer.” "The Secret Sharer” is illuminatit in terms of

betrayal motif, though the act never actually occurs. Under normal
circumstances the proper thing the captain has to do is to surrender

Leggatt (who killed a rebellious crew member in anotl - ship) to the

appropriate authorities and let ¢ m punish him, but the captain

iﬂtuitivcly senses that there should be something  that ultimately

transcends the rigidly inflexible justice system, or to quote Leavis, "the

inescapable need for individual moral judgment, and for moral conviction

that is stror enough to forget codes and to defy law and codified

—

*Said, Joseph Conrad and the Fiction of Autobiography 13.

SJohnson, Conrad’s Models of Mind 14.
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morality and justice."™ The situation the captain is in can be gan

existential “either/or,” but he firmly withstands the circumstantial

Pressures and never even thinks of betraying Leggatt to others. The
Captain finally lets Leggatt (his Doppelgdnger) swim to safety by sailing
Cxtremely close to the shoreline. In this sense, the captain in "The Secret
Sharer" can be a foil to others who surrender themselves to their blind

will for the purpose of self-preservation and commit betrayal. The captain
is one . few courageous me C radian world who would not

‘ade | own responsibility.
serics of Conrad’s five major novels, beginning with Lord Jim

(1900), followed by Nostromo (1904), The Secret Agent (1907), Under
Western Eyes (1911), and concluding with Victory (1915), are all
concerned with the theme of betrayal, demonstrating Conrad’s artistic

depth in his treatment of the theme of betrayal and ultimately providi;

better way of understan t Conr. 's moral im~~‘nation. By "moral

imagination” this study is more or less referring to an inseparable alliance
of the moral and the imaginative in Conrad’s works. The phrase "moral
Imagination” need not be redefined, for it has been already defined and

established by several dist zuished scholars.
First of all, Russell Kirk elucidates the phrase in his imp isive

discussion of Eliot:

—

“Leavis, Anna Karenina and Other Essays (London: Chatto, 1967) 114.
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Now what is the moral imagination? The phrase is Edmund
Burke’s. By it, Burke meant that power of ethical perception which
strides beyond the barriers of private experience and events of the
moment--"especially,” as the dictionary has it, "the higher form of
this power exercised in poetry and art." The moral imagination
aspi i to the apprehending of right order in the soul and right

or« intl commc AL

Kirk hails Eliot as "the principal champion of the moral imagination in
the tv tieth century." Kirk’s use of Edmund Burke’s phrase "moral

imagination” is extremely  Ipful for understanding Conrad’s moral

universe. .ae "power of ethical perception which strides beyond the

barriers of private experience and events of the moment” is strikingly

Conradian. ,.e "standi  jump” Co ad made out of Poland certainly

motivated him to speculate diligently and almost exhaustively about the
significance of the "jump" or betrayal. Conrad did not, however, rema
In a personal realm. He transcended "the barriers of private experience"

by shaping his unique experience into a universal art with the power of

his moral imagination. s treatment of betrayal is too comprehensis

“Russell Kirk, 7.8. Eliot and His Age: 7.8. Elior's Moral {magt’rzation the
S W nle lare . : ’ ¢ '
Twentieth Contury (La Salle: Sherwood, 1984) 7. Sce also Fleishman’s Conrad’s Politics
377 F}nghnﬁhydi‘qctms'ce Conrad’s politics in conneclion with Burke’s "organicism.”

- ) < X N Pl W
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a

oo artistic to be merely private or personal. The life of Conrad was
Ceaseless and always agonizing struggle, as Eliot said of Shakespeare, "to

transmute his personal and private agonies into something rich and

Strange, something universal and impersonal."®

Lionel Trilling also is an advocate of the "moral imagination."
Calling the novel "the most effective agent of the moral imagination,”

Trilling hails the merit and strength of "the moral imagination";

[llts greatness and its practical usefulness lay in its unremitting
work of involving the reader himself in the moral li  inviting

him to put his own motives under examination, suggesting that
reality is not as his conventional education has led him to see it. It

taught us .. t extent of human variety and the value of this

variety.*

What Trilling describes about the moral imagination in general can be
exactly applied to Conrad’s novels. Indeed, Conrad’s novels make the

reader involved "in the moral life" and invite him to scrutinize "his own

——

“Eliot, Selected Essays 117.

. Liberal Imagination (Garden City: D()u_b]cq'a,y, 1953) 214.5.
o le%lrllcl: Mm'f)lity of Conrad’s Imag ation," Joseph Conrad:
oom (New Y : Chelsca, 1986) 120. Mclnick
Ils upon the reader (o take up the responsibility
from the cxperience of reading such

“Lionel Trilling,
Sce also Daniel Melnick’s
Modern Critical Views, cd. Harold
Stmilarly obscryes: "Conrad’s fiction ca )
for moral exploration and judgment that ariscs
work,"
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motives."
It is F.R. Leavis who first notes Conrad’s "moral intensity" and
thereby places him in the "Great Tradition” of English literature, along

with Jane Austen, George Eliot, Henry James, and D.H. Lawrence.

Leavis specifically uses the phrase "moral imagination":

Nostromo is a masterpiece of "form" in senses of the term
cor~=nial to the ¢ :cussion of 't , but to appreciate
Conrad’s "form” is to take stock of a process of relative valuation
conducted by him in the face of life: what do men live by? what
can men live by?--these are the questions that animate his theme.

The dramatic imagination at work 1s an intensely moral

Imagination, the vividness of which is inalienably a judging and a

valuing.®

' ' ad’s " ation with ’form’"--";
Leavis calls one’s attention to Conrad’s "preoccups a

I'esponsibility involving, of its very nature, imaginative sympathy, moral
. , alyre 165 )
discrimination and judgment of relative human value." Indeed, Conrad

d . . . . " . la radltionu I]O[ O]]l as an
firmly occupies his place in the "Great T Y

1Q " )
"innovator 1 form and method" but also as an artist whose "moral

“Leavis, The Great Tradition 30.

3 . . - ' C
“Leavis, The Great Tradition 29.
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SCriousness” or "moral intensity” stands out among English writers.
Martin Price’s definition of the phrase should be informative
fice, too, uses the term in its most aesthetic sense as he discusses

e s 1 J
Conrad’s  two major works, Lord Jim and Nostromo. By "moral

!magnation,” Price means "the depth and adequacy of the novelist’s
Conception of experience; the degree to which he recognizes the

complexities of decision or action or inaction and the effort or release

involved in solving or ring or evading problems.” Conrad’s use . *

irony, Price argues, is something that tells about his moral imagination.
Perhaps there is no better place than the Preface to The Nigger of
the Narcissus to find Conrad’s own sense of the moral " agination

S ified:

[Art] is an attempt to find in its forms, in its colours, in its light,
in its shadc s, in t : aspects of matter and in the facts of life
what of each is fundamental, what is enduring and essential--their

one illuminating and convincing quality--the very truth of  eir

very existence.”’

My task which I am trying to ach is, by the power of the

“Martin Pricc. Forms of Life: Characier and Moral Imagination in the Novel (New
Haven: Yale UP, 1983) xii.

&7 ; ’ issus X1
"Conrad, The Nigger of the Narcissus XL
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written word[,] to make you hear, to make you feel--it is, before
all, to make you see. If I succeed, you shall find there according
to your deserts: encouragement, consolation, fear, charm--all you

demand--and, perhaps, also that glimpse of t th for which you

have forgotten to ask.”

Conrad approacl 1 his task "in tenderness and faith"® as well as "in the

spirit of fove r ankit "™

The narrator in Under Western FEyes, it s ns, crystallizes

Conrad’s moral imagination most memorably:

The task [of the narrator] is the rendering ... of the moral

conditions ruling over a large portion of this earth’s surface:
conditions not easily to be understood, much less discovered in the
vord is found; a wo ' th could

limits of a ory, till ke

stand at the back of all the words covering the pages, a word

which, if not truth itself, may perchance hold truth enough to help

tt moral discovery which should be the object of every tale.

“alics added)”

or of the Narcissus Xiv.

“Cont.., _.e N

“Conrad, The Nigger of the Narcissus xiv
7rUCéJﬂ-Aubry, Joseph Conrad 2: 73.

7 .
‘Conrad, Under Western Eyes 67.
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Chapter 11
Lord Jim

A great writer is a man impelled by a deep irresistible
sense of responsibility and he appeals to a deep senge of

responsibility in us.
F.R. Leavis

[Artist] can no more escape influencing the moral taste
.. than a setter of fashions in furniture and dress can
fill the shops with his designs and leave the garniture of

persons and houses unaffected by his industry.
George Eliot

Lord Jim (1900) is Conrad’s first major novel that explores rather

Cxhaustively the theme of betrayal. Every character in the novel is a sort

" n . - SN Ao aQ ac]l
of "lens” thror~h which Jim’s betrayal can be measured! However

accurate or inaccurate, the lens can be crucial for s unc  andh  of

Conrad’s theme of betrayal. Conrad’s impressionistic narrative plays 4
significant role in providing multiple lenses through which Jim’s jump

can t adequately seen. Jim’s behavior is juxtaposed and contrasted on

Multiple Je+ . There is no single lens in the text that can absolutely

determii  or s view of Jim. In this respect, Conrad’s method s

' Sec his Mimesis and Metaphor (The Hague:

"Donald C. Yehon uscs the term "lens.’ o
Mouton, 1967) 266. Scc also Guerard’s Conrad the Novelist 171.
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novel ultimately invites the reader, to use Trilling’s phrase, "to put his

OWn motives under examination.” Melnick, too, observes: Conrad’s

*epest moral commitment is located ... in [his] reliance on the reader’s

ability to use his own imagination."’

J.Uis Miller described Lord Jim as "a chain of repetitions, ch

event referring back to others which it both  :plains and is explained by,

Voile at the same tin it prefigures those which will occur in the

futyre. "6 It is absolutely true that a "jump" almost always prefigures
Another "jump." Jim’s fatal desertion of the Parna is precisely anticipated

by the training ship incident in which Jim fails to jump for the rescue
Af as a hero in "the sea-life of light

work. Jim used to imagit hi

literature":

He saw himself saving people from sinking ships, cutting away

masts in a hurricane, swimming through a surf with a line; or a5 g
lonely castaway, barefoo 1 and half naked, wa it 1 uncovered

5 . 1 i s agi )
MC]I'HCk, "rl h(: M()filll[)’ ()f COHY&' d S Iﬂ]dgl ] 1“
« ol 3 8 " YOI H >
GM“I(‘,I', ”RCDCH‘H’OI] as SU])VCFSK)]I 01 () nie F()]I]], ./()‘\(»/)/l C()H (l(l', (/d' B]()()m,

174.
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reefs in search of shellfish to stave off starvation. He confronted
Savages on tropical shores, quelled mutinies on the high seas, and
in a small boat upon the ocean kept up the hearts of despairing

men--always an example of devotion to duty, and as unflinching

as a hero in a book.’

His dream of "valorous deeds,” however, does not go beyond narcissism,

as shc n in his fail to jump. Yet Jim ¢ s not blame himself but

Others for his own failure:

He had been taken unawares--and he whispe | to h" self a

m: diction upon t  waters and the firmament, upon the ship,

upon the men. Everything betrayed him! (95)

It is Judicrous and almost at rd to @ that he even blames sky and
Carth for his own failure.
Compared with Jim’s desertion of the Patna along with others, the

training ship incident is a minor one. It does not bring any sort of public
shame or disgrace and is ratl good chance for Jim to educate
hims " 44 the captain sympathetically says, "This will teach you to be
ym the incident, he would not have

Smart” (8). H: he learned a lesson

"Joseph Conrad, Lord Jim (New York: Doubleday, 1926) 6. Subsequent references
are 1o th/u'.s' D()ublcfd,c;y edition and pagination is pr ovided parenthetically within the text.
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Jumped out of the Patna, leaving eight hundred pilgrims to their fate,
The "romantic feeling of reality," if undisciplined, can be "4

curse," as Conrad notes:

[Tlhe romantic feeling of reality was in me an inborn faculty. This

in itself may be a curse but when disciplined by a sense of

personal responsibility and a recognition of the hard facts of

rest of mankind becomes but a point ¢+

existence sl P wi

view from which the very shadows of life appear endowed with an

internal glow. And such romanticism is not a sin. It is none the

worse for the knowledge of truth. It only tries to ke the best of

it, hard as it may be; and in this hardness discovers a certain
aspect of beauty.®

Jim’g problem is, then, t  of his unbridled romanticis  Price rightly

thinks of Lord Jim as "a work that explores and profoundly questions

fomanticism” and that "takes the form of meditation on the roman

hero."? Stein similarly diagnoses Jim’s problem:

n the Tides vii-vili.
244. The novel is for Price "Conrad’s greatest" because:
. cach opposing the other, bul ncither quite
1t seems 10 me

*Conrad

9D, . .
e Price, Forms of Life 24 ©
Conrad remains both romantic and skepic, ppostiie e
controlicd or fimited. It is a book without balemcc! _01! ICPE”C’“ lve is . e
“onr ' ' L oo i ' hich cach alternative is imagined”
onrad’s greaiest because of the generosity with w ach agine¢
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He is romantic--romantic. ... And that is very bad--very bad. ..

Very good, too. (216)

Jim can be good in the sense that he has the romantic sensibility, to take
Robert Penn Warren’s phrase, "to idealize himself and his actions into
moral significance of some order."" He can be bad in the sense that he

can be a slave of excessive romanticism and blind egoism. The reader S

difficulty I . in that ¢ e is no clear-cut line betwe 1t two.

In his Author’s Note, Conrad tries to establish a character who ig

one of us":

One sunny morning in the commonplace  irroundi . of ap

Eastern roadstead, I saw his form pass by--appealing--significant--

a cloud--perfectly silent. It was for me, with all the

und:
o fit words for his

sympathy of which I wpab”  to

meaning. He was "one of us." (ix)

Jim may be "one of us" because his "fatal act speaks for all of us who
. . . - . r.n]] 1‘
have turned our backs on o s or failed 1n one way or anothe He is

‘one of yg" because he, like us, is not immune to weakness that may lie

“ B ~ . , Conrad (New Y¢ : Random
“Rober( Penn Warren, introduction, Nostromo, by ,

1951y xxii.

“Ressler,  eph Conrad 25.
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hidden, watched or unwatched, prayed against or manfully scorned,
fepressed or maybe ignored more than half a lifetime" (43), Conrad is
here suggesting that any criticism of Jim should also be directed against

"us." Instead of condemning Jim’s betrayal, one should seek in hig

betrayal something fundamental in human nature. As Howe observes,

Conrad’s phrase "one of us” should be enough to evoke for us "the whole

tar ‘e of fraternity and aloneness in human relationships.""* Conrad’s

moral - \gination asks ler to _ ve "all the sympathy” to Jim’s

Predicament while and although a relentless inquiry into Jim’s betrayal is

inevitable. A search for the truth must be done "in the spirit of love for

Mmankind."
Marlow’s ceaseless search for truth tells something about Conrad’s

Moral imagination. What Marlow prim ly does is to find out "some
Profound and redeeming cause, some merciful explanation, some

" (50) for "a your ter of the sort you

Convincing shadow of an exc
like 10 see about you; of the sort you like to imagine yourself to have

been" (128). Yet Guerard finds Marlow rather problematic:

[Ofn a first reading we are inclined to think Marlow’s judgment

) harsh (since we missed some of the ridence that led him to
L -

that idgm ) .. on a second reading (because we are discovering

— — &: Harcourt, 1970) 299,
“lrying Howe, Decline of the New (New York: Harcou
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doubt a betrayal of humanity. It is perhaps too much to label Stein g
misanthropist, but his existential, almost nihilistic thinking is hardly
Commendable and cannot be in any way taken as the novel’s moral
center. As Paul Bruss argues, he "has become ... very solitary and--if not
misanthropic--for the most part devoted to classifying the dead specimens
of his collections."”” Marlow’s presence is therefore a necessity, indeed, a

Moral necessity that keeps the novel from going into a moral bankruptcy.

Unlike Ste  for whom 1 1 is more a beetle than a butterfly, Marlow
hever prejudges Jim but rather admonishes the reader over and over that
"normal” meast.  or "a fixed standard

one cannot judge a | son by tl
1 the butterfly and the

¢ conduct.” Marlow sees no clear-cut line betw:

beetle
norseless figures like the

When compared with, for instance, the
German captain and two engineers who des. e ship without any
hesitation and then shame vy fabi e their version of the story, Jim

appears to be decent, humane and civilized. The German captain sees the

desertion of the ship as no more than a “little thing":

[Y]ou English always make--make a tam’ fuss--for any little thing,
my certificate. Take it. I don’t want the certificate.

... Take away
chte certificate. I shpit on it.

A man | me don want your ver

Fiction: The Novelist as Navigator (Lewisburg:

"Paul Bruss, Conrad’s Early Sea
Bucknel up, 1979) 114. Sec also 113-20.
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(42)

The  German captai  of the Patna has no sense of his awesome

fesponsibility. He is very much like Captain Robinson, "Holy-Terror
Robinson,” who immersed himself in the cannibalism and opium-
Stuggling without an ache of conscience (162). Ironically, it is the

German ¢ tain, along with others, who initiates the desertion of the

moment of scruple when he escapes

ship. ¢ does not show o2
from the sinking ship. He does not understand why people make much

ado about that "little thing" and why Captain Elliot, tI  Master

with him and, according to Marlow’s

A :ndant, came furious
ected him again" (39). The Master

Metaphor, "chewed him up” and

Attendant’s fury is for the German captain merely a "Gottam fuss." Jt

Comes as no surprise that the captain disappears without attending the

Court inquiry.
M \ oo hl .
The villainous and conscienceless captains such as the German

Captain and Captain Robinson (who in turn becomes Chester’s prey) are
rare in the Conradian world. If a ship can be considered, to use Conrad’s

- - "8 . M ~
Own words, "tt  moral symbol of our life % or a microcosm of the world

N which we live, the capta of the ship assun  a S, >me power and
responsibility. The fate of 1 ship is solely de dent on the captain.

—— .

"Conrad, Notes on Life and Letters 188.
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code (46). To one’s astonishment, they exult over the mistaken notion
that the ship has sunk with its human cargo, and even exchange jokes
When their criminal act is spoken of notoriously all around the port. They
Surely deserve the most severe punishment yet escape it by running away

from the Judicial process. Unlike them, Jim faces the court inquiry. There

IS Courage in Jim’s willingness to face it, as Marlow says:

I beci...: positi in my mir that the inquiry was a severe

punishn 1t to that Jim, and that his facing 1t- -actically of his

own free will--was a redeeming feature in his abominable case.

(68)

Kenneth B. fewell echoes Marlow’s words, as he says: "though the facts

reviewed in ¢ rt would seem to disprove his courage, his facing those

facts would prove his courage.””
There is no doubt that if compared only with the German captain

and two engineers, Jim would remain a more humanized, more appealing
Character. Jim’s sense of superiority over the German captain and his
followers is somewhat justifiable. He calls his co-betrayers "three dirty
OWIs," and!the German capt 1 is for him "the incarnation of e ‘ything

Vile and base  at lurks in the world" (21).

Incident in Conrad’s Lord Jim," Studies in

/ “Kenneth B. Newell, “The Yellow-Dog
e Novel 111.1 (Spring 1971): 32.
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But one must be disturbed by Jim’s inability to see his own flaws,
It is not others but himself that he should be concerned with. He is

Unable to find the horror in his own heart. He does not want to

acknowledge that he acted along with the "three dirty owls." There ig
Something hollow in Jim’s exalted superiority. He imagines himself as ",

Masterpiece” like a butterfly yet acts like a beetle. What disturbs one

further is his evasive attitude about his "jump":

I had jumped ... It seems. (Italics added) (111)

"it is he who has dor  $0."* He wants to make

Jim is unable to feel tt
1 but had suffered to be handled by the

one believe that "he had not ac
> victim of the practical

inferna] powers who had selected him for
jokes" ( 108). He bel res that the conspiratorial forces including : vy, sca
on. It is not he but something

and men are responsible .ur his
point

ifernal that forced him to jump. He is morally blind at th
because he does not recognize that the blameable cause should be foun

in his heart rather than outside. He never reaches any understanding of

y " . ~ gl .l
horror and darkness within himself that Kurtz m Heart of Darkness

death: 1.¢e horror! The

almost courageously recognizes at the moment .

——— o

20Johnson, Conrad’s Models of Mind 14,
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the two Malays (as well as for Captain MacWhirr) is not an imagination

like Jim’s but their incorrigible fidelity to duty. The lack of imagination

IS a bless”  in this case.
Perhaps more than anybody, the French licutenant sharply points

Out what Jim has lost by his fatal jump from the Patma. To a certain
CXtent, he sympathizes with Jim as he says: "The young man in question
Might have had the best dispositions.” But he knows that, regardless of

his "best dispositions,” Jim lost "honor" irretrievably:

But the honour--the honour, monsieur! ... Tl  honour ... that is

real--that is! And what life may be worth ... when the honour is

gone. (148)

The French lieutenant stayed on the des: ed Patna for thirty hours while

it was beino tov 110 A 1 on t ship even though he knew
g :

that it might sink at any moment: "all the time of towing we .ad two

Quartermasters stationed with axes by the hawsers, to cut us clear of our

oW in case [the Pama goes down]" (140). The danger and fears were
{ there with the passer 3. He did what Jim wanted

k4

real, yet I remai
himself 1o do under the circur “ances. "T! h lieuien: s
Unconscious er m is," Dorothy Van Ghent observes, "the herois  that
ess measures Jim’s failure

Jim had made a conscic s ideal; and his wi
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himself, There js some truth when he indicts people for judging Jim too

arshly and too superficially:

The worst of it is that all you fellows have no sense of dignity;

you don’t think enough of what you are supposed to be. (67)

Brierly’s criticism should be taken seriously. Some people are too

inconsiderate to think ¢ t mselves. For inst: e, "Schomberg,

Keeper of 1 hotel where he [Jim] boarded, a hirsute Alsatian of manly

bearing and an irrepressible retailer of all the scandalous )ssip of the
Place, would .. impart an adorned version of the story to any guest who
Cared to imbibe knowledge along with the more costly liquors” (198),

SChomberg is not interested in the truth or human suf ing but in his

business alone. Later in Victory, Schomberg goes a step further and
slan - C >tain O’Brien is

dCtually ruins Heyst and t by t T

another example. He superficially judges the deserters and calls them "the

Skunkg":

- a1’ P
Is no laughing matter. It’s a disgrace 10 human natur  that’s what
; .
being seen in the same room with one of

it is. I wec d despi

those 1 . (193-4)

Even  Jim’s employer Egstrom  declares, although unknowingly: "I
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antithetical to the outside world as it appears. In spite of the atmosphere
of fantasy, the drama of human conflicts is as real as the outside world,
The same sort of betrayers as the German Captain, the first and second
engineers, and Chester are also present in Patusan. In this respect, Ian
Watt hits the point: "Patusan constitutes a continuation rather than a new

departure."* Furthermore, there seems to be no place else for Jim to start

his life "with a ¢ n slate” (185). In Patusan, he doesn’t have to worry

about the rumors conct g his des: ion of d iuna. For the people of

Patusan he is just another white man from "the world outside" or perhaps

from nowhere, No one knows Jim’s past but him  f

“ut Jim has more immediate problems at Patusan than his past.
The people of Patusan have been severely ¢ e :d by two wicked

rulers. Sherif Alj "hung over Patusan like a hawk over a poultry-yard,"

to rise” and "devastated the ¢ en country” (257),

incited the tribes ...
Rajah Allang, "a dirty, little, ~ up man with evil eyes and a weak

mouth” (228), was notorious in his "robbery” trade policy: "his idea of

ftading was indistinguishable from the commonest forms of robbery
« 1d down to the

(257); he "did the extorting and the stealing, and

Point of extinction the country-born Malays, who, utterly defenceless, had
ot ev ) ¢ resource of emigrating” (228). As the sultof their cr“ty

, _ o v cvisical Essays on Joseph Conrad, cd. Ted
I At "The ing of Lord Jim," Critical Essays on Josepn <onrad, ¢ .
Bity 19)14] PSLZV L:Il:’o ]l(ﬂ)lllmbn %ﬁg;ilgi’s UT/ze Edwardian Novelists 47. Baichelor thinks of the

TP i et 1
S¢cond part as "an acsthetic necessity.
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and rapaci " . . .
pacity, "utter insecurity for life and property Wwas the normal

COnditiOnn . .
(228). Jim shows his courage and determination to compensate
people from the two wicked rulers

for his stai
his stained past by liberating the

and trusted as if he were a deity. Order

He the
thereby becomes venerated

d to Patusan. The natives take "his word for

and s it
and security are fully restore

' (268). This makes him declare: "I have got

anything and everything

back my confidence in myself" (333)-

Perhaps Jim’s rehabilitation ¢ ¢ compared with Hester Pryr —~’s
in Haw ~ o s The “carler Letier. His public disgrace stemming from his
e extent similar to "the scarlet letter”

jui .
jump out of the Patna = 10 som

n her bosom for b breach of a public

v
ch : r Prynne wears O
her daughter Pearl on the

solitary life with

cod \ :
e. Just as Hester lives a
ife since his "jump.” Just as

leads an alienated ]

outskirts of the town, Jim
and slowly gains the respect of

Hes .
ster devotes herself to works of mercy
the . : 1
townspeople, so Jim ceasel 4 s to gain the respect of

others.
ete, though Marlow

Jim’s rehabilitation, however, 18 not compl
thinks that Jim " is fate" '
nks that Jim "at last mastered his fate” (324): Marlow is mistaken

arian and brotherly

"“The very thought of the world

b e as a result of his humanit affection towards Jim.
Jim i still preoccupied with his past.
nig enough 1O give

here" (305). Also,

er breaks free

me a fright ... because | have

outside," Ji con €S,
| still needs "an ally, a

not forgotten why I car
from the outside

helper, an accomplice” (93). He ne¥
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world. Therefore, he is, to take Malcolm Lowry’s phrase, "living in g

self-imposed exile, brooding over his lost honour, his secret, and

Imagining that a stigma would cling to him ... throughout his life."

Moreover, he does not find the natives capable of understanding

him:
All these people can never be made to understand what is going
on in ._z. (306)

As Hunt  wkins accurately points out, "All his actions are taken not ’

reference to Patusan, but to a European idea of honor. He is constantly

imagining what Europeans would think of him. U ortunately, Jim is
ever fully able to redeem his sen  of his own t tw: hiness because
he does not regard the trust of the natives, upon which he is so

an trust.”” Jim commits another act of

dependent, as  juivalent to
He 1s "unable

betrayal by his distrust of others including his own loy

(o respect, even while he loves, the people of Patusan for the trust they
34

show him."* The natives are for Jim "always objects, never subjects.

3 o N K 1/ roe 33.
Malcolm Lowry, Under the Volcano (New York: Plume, )
chology of Colonialism,” Conrad Revisited:

3 . " . P y
*Hunt Hawkins, "Conrad and the Psy N0 iy: U of Alabama P, 1985) 78,

Essays for the Eighties, ed. Ross C. Murfin (

PPrice, Forms of Life 254.
alism" 79. Sec also 77-80,

*Hawking, ad ¢ ~ Psychole of Col a
Hawking, "Conrad and thc Psy o wward the natives.

Hawking finds a colonialism in Jim’s atittu
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Jim’s egocentric refusal to communicate might be considered the
result of racial superiority. Ghent thinks of Jim’s inability to kill Brown
a3 "a lonely act of faith with the white men ’out there,” the men of Jim’s
face and traditions, the men upon the sea whose code he had once
betrayed, the *home’ from which a single impulse of nerves had forever
exiled him. "> By acting according to the white men’s code, Jim seems to

show his superiority to the natives. It is needless to say that any kind of
racism goes against humanity 1d there: is a form of dangerous
betrayal of humanity itself.

As Jocelyn "aines observes, Jim’s "tragedy or misfortune is the
Conse 1ence of isolation." Jim’s willful isolation e 1 from his own

lover m " hig triumph appear somewhat uneasy and hollow. s mind
" . ~ BT : 187 N
has no room for sympathetic regard for others feelir ."" By keeping
fe a limbo, filled with

verything dark from Jewel he makes her
of Jewel senses intuitively that

Constant anxieties and wc

Something mysterious is haunting Jim:

. at e 19 P
There is something he can never forget. .. What is it? What is it?
What is this thii ° Is it alive?-Is it dead? I hate it. It is cruel.

vea <

*Ghent, "On Lord Jim" 381.
:Graw, 1967)

. ; sw York:
4 3(’J()cclyn Baincs, Joseph Conrad.: A Critical Biography (New
1.

YPrice, i 5 of Life 247.
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Has it got a face and a voice-this calamity. Will he see it--will he
hear it? In his sleep perhaps when he cannot see me--and then

arise and go. ... Will it be a sign--a call? (314-5)

Even without ever being told, she miraculously penetrates into the heart

of Jim’s predicament and even prophesies that he would betray her at "a

S call.” Marlow later confirms that Jim betrayed her "at the call of

exalted egoji 16).
t some point, she even

Unlike Jim, Jewel appears to be selfless.

"urge(s| Jim to leave her, and even to leave tl country.” It is Jim’s peril
that is “f »most in her thoughts" (311). Her family history makes her
selffessness look more admirable and more agonizing. Jewel’s mother was
deserted by her white father. Her white grandfather also left her mother

for his "own ends.” Jim swears that he would never leave her, yet “other
ieless broke t r | omise.

Mmen had sworn the same thi and nev.

Despite Marlow’s assurance that Jim would not leave her, she ultimately

Meets the same fate. Jim "goes away from a living woman to celebrate
hig pitiless wedding with a shadowy ideal of conduct” (416). Marlow

cannot possibly defend his "brother” when Jewel charges:

me ... you always leave us--1. your own ends ... Ah!

> has
ith, withor

co: Dassion. (348)

you're har  treacherous, without
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" LT . ' > - -
Jim’s “exalted egoism” comes before Jewel’s human love, and his death is

therefore 1 - from a victory.

Critical atter on has been heavily focussed on the Gentleman

> no critical con: sus as to how

o

Brown episode, yet the « ms to
Jim’g f al act can be assessed. For some, Jim’s death exemplities his
tiumph a5 a hero. Watt, for example, claims that "Jim dc  something

Which no other hero of a great twentieth-century novel has done: he dies
for hig honor."* Boyle similarly claims that Jim "gains  mortality by
his  fagt unselfish act."” On the other hand, Tony Tanner thinks
Otherwise: "Conrad could not accept the beetle--De <in’s view of things
lin 7pe Nigger of the Narcissu — ind nounced the fallible, if
beautit‘ul, utterfly-Jim conception of life." Guerard also  doubts

‘Whether he is truly redeemed."*

—

“Watt, "The Ending of Lord Jim" 100.

3 )
“Boyle, Symbol and Meaning 80.

“Tony 1 1 wes--Conrad’s Two Truths,” Lord Jim, ed. Moser,
Tony Tanner, "Butierflics and Beetles Conrad

462,

“"Guerard, Conrad the Novelist 129.
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There should be a legitimate concern as to why even the novel’s
best critics could not agree upon Jim’s final conduct. Their disagreement
is paradoxically an agreement that there is no easy answer to the
question. One cannot easily disagree with Watt who asserts that Jim

attains "nobility,” since Jim has to a certain extent a noble side: Jim’s

"inability to forget the Parma [incident]" illustrates that he ig

C, , . . 8 s 2

fundamenta}]y a moral man, at least in his own sense.” It would also be

difficult to disag > with ( ent, as she _ quc that Jim death has, ‘ike

that of Oedipus, no "con¢ 1ctive social meaning” because "Jim’s final act
n43

brings about (projectively) the destruction of the community.

Indeed, Jim’s fatal encounter with Gentlem:  Brown reveals a Jot

Of things about Jim’s nature. Among Conrad’s betrayers, Brown occupies
One ¢ the most prominent places. Even before he breaks the promise
that he will retreat without doing any harm, it is evident that his life has
been virtually embedded in all kinds of betrayals. He is a ian of
"murder and rapine" (370), used to "kidnap natives" around Poly  iia

and rob "some lonely white trader to the very pajamas” (352).

"what distinguished him  from his

As  Marlow observes,
was the arrogant temper of his misdeeds

Contemporary brother 1t ans ...
v mankind at large and for his victims in

and a vehement sco

T——

"Wa, e Ending of Lord Jim" 86.

“Ghent, "On Lord Jim" 379.
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what did you come for? What did you ask for when you came

here? (382)

Brown intuitively senses Jim’s "soft spot": the latter came to Patusan to
seek "a clean slate” with which he can rehabilitate his past. Jim gets

turther unnerved by Brown’s next words:

\Lere are my men in g ¢ e boat--and, by God, I am not the
sort to jump Oul of trouble and jeave them in a d--d lurch. (Iralics

added) (3 82-3)

Brown penetrates miraculously into the heart of Jim’s obsession with his
Jump from tl  Patna. "I am | e," Brown continues cunningly and with
a seeming honesty, "because [ was afraid once in my life. Want to know
what of? Of a prison. c.atsca T q you may know it--if 1t’s any
you into this infernal hole,

'+ (383)."

to withstand. Jim finally

good to you. I won't sk you what scared

where you seem to have found pretty pickingS'

ic is too forceful for Jim

Brown’s rhetor
"q clear road or else a

gives in to Brown’s demand and promises him
. e ' . o fat Y agQ also acc lesces
Cledr llgh[v (388)‘ Jim ma y od hl[dl mlb[dke as he a acqu esces to

.__,_,//-/,-—

y “SHeimer (hinks that Brown wpas the COUTage Jim ldck%lfl{'l ‘hlﬁ lc(arlll)]/i ]cl?mlu ;gq
]WCS a lifc of reality rather than one of illusion. Yel it ’ls lR{CLI : o ‘1 | 11:11. 119)\/11
nas a courage. 11 his 18 2 couragg, it 18 00 morc thatt 2 sham Brow IIZ d crely exploiting
Jim through h-is‘ ”salanic gi " Sce "Bchayill, Guill, and Al )tbd cdemption m Lord
Jim," Ball State University Forum (1968): 31.
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Whatever chivalry he showed Brown, Jim, however, should have

thought of his people’s safety before he reached any decision. We are not

shown tha he is wrestling with any idea of the possible calamity to the

Natives while letting Brown’s gang go with their guns. Jim later says that

"e has “no thought but for the people’s good” (389), yet his assertion

Soundsg empty or at least naive. In this respect, Cornelius hits the point:

"He is no more than a little child here" (327). Marlow’s earlier comment

m’s fove also has a point: "he seen 1 to love the land and the

on
PEOL  with a sort of fierce egoism, with a con nptuous t lerness
(248),

all the earth

Brow is the man who always wants to "tran

under hig feet" (384). His misanthropy has no ¢ ice for human sympathy
OT any human feelings other than motiveless anger and spite. Jim gives

him 4 golden chance to et his satanic power o the innocent people
an emblem of 14l
of Patusan, Ironically enough, t ¢
Ti £ IS gi all
f“endship,” is sent to make sure that Brown and his gang be allowed to

Pass without any harm. Assured of his safety, Brown gratuitously

amin, and his company. The
Massacres Dain Warris, the only son of Doramin, a pany

i ing, is broken.
Magic of trust, represented by the silver ring, IS
which was initially given to him by

Stein gave Jim the silver ring
:ond pov

-~ in . itus , for saving “that

Doramin, the chief of the
st and "eternal

. of
chap’s life on some occasion” (234). The emblem

s Sy Yy o !t
.. . . of fame, love, and success
friendchin for Jim "the door
ship” once opened for
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(415), By being unfaithful to the people, Jim now destroys what the

silver ring signifies. To make the destruction more complete, Doramin

shoots Jim with "the flintiock pistols" which were a gift from his "war-

Comrade," Stein,
Cornelius, Jewel’s stepfather, contributes to Jim’s downfall as much

8 Brown. He is described as "a repulsive beetle” which is the reminder

Of Stein’s collection of ugly and malevolent beetles. Cornelius embodies
the betrayal of humanity as  1ch as Brown. His be  yal  appropriately

©xemplified in his cr ty towards Jewel and his sinister hostility against
Jim. Before Jim came to Patusan Cornelius enjoyed the supreme power

N0t only as Stein’s agent but as Jewel’s stepfather. He would steal money

out of the business transactions and used to torture Jewel by abusing her

presence makes him utterly impotent,

late  mother. Because Jim’s
Corne us tries everything to get rid of him. He and Sherif Ali conspire
0 Kill Jim. and he disgus. gly of Jim protection for eighty ¢ lars

(310-1). Had Jewel not watched her lover every night, Jim would not

have survived Cornelius’s vicious plot. It is not Jim’s courage but Jewt s
m the deadly fang of Cornelius. After

Vigilance alone that saves him fro
Brown that there is

all, Corneljus destroys Jim’s reputation by informit
“another way [unknown and hidden to outsiders] to get out of the river

(397),

It is surprising, though, to sc€ th

at Cornelius _ ows a k¢ ins™ "t

Mto Jim’s character:
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Magdalen]."" Edmund Burke, too, warned against the hasty Judgment:
The lines of morality are not like the ideal lines of mathematics. They
are broad and deep as well as long. They admit of exceptions: they

demang modifications."” Ultimately, one must agree with Batchelor as he

PInpoints the core of the novel:

Marlow acknowledges that he would have jumped from the Patna,

and " know that I, too, would have jumped. Con “s novel
enables each of us to have that knowledge experientially, to

participate in Jim’s rage with his own folly, to blush with him as
he becomes aware of the ludicrous and shamed figure that he cuts
in Singapore, to choke back the tears with him as he receives the
punishment that he knows he is too sensitive to bear. And having

put us through those experiences the novel then persuades us that
8.7

we do not know the extent of our own 1nfer resou

The novel’s vision is moral, almost faithfully moral. Then, one
d "nothing”" is repeated so frequently in the

May still wonder why the wor
T affirm nothit "~ (339). Jum also says

Nove|, arlow, for ir “*ance, says:

57King James  ble, John 8.7.
*Louis 1. Bredvold and Ralph G. Ross, cd., The P/’lt'/o.v()[ifl‘l)" of g(fli'l(jl;l(()f Burke: A
Selecion From His Spec(:/‘w.s‘ and Writings (Aun Arbor: U of Michigan P, 1960) .
) 210.

PBatchelor, Lord Jim (London: Unwin, 1988
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that he hag "nothing” to send to his family or the world. There "shal be

N0 message” 1o deliver, says Marlow. Despite the repetition of "nothing,"

Ol should be able to see, however, that Marlow’s view of life of the

NOvel’s overall vision never becomes either nihilistic or totally existential.

Furlhermore, there is "a message” for the reader as Marlow tells his
dudience:

unless such as each of us can

>

i« lhere shall be no mes 2,
interpret for himself from the language of facts. (Italics added)

(340)

Ev Marlow’s knowledge of Jim is not an ult  ate truth, as he says: "[
H . SNl (
Wanted to know--and to this day I don’t know, I can only guess” (79),

e " M Yo gty . ,

Conrad’g moral imagination asks us to "Interpret Jim’s action and make
' . . PR age ' .

an individyal judgment that v in turn become a "mc age"; by doing

30 one may advance "nearer to absolute Truth, which, like Beauty itself,

"

. i , lent waters of 1 .
floats elusive, obscure, half-merged, in the silent waters of my ory

(216).
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Chapter III

Nostromo

The essence of moral energy is to survey the whole field.
Henry James

Let observation with extensive View,

Survey Mankind, from China to Peru;
Remark each anxious Toil, each eager Strife,

And watch the busy Scenes of crouded Life.
Samuel Johnson

Nostromo (1904), "one of the great novels of the language,"’ or
tr -
ONC of the few mastering visions of our historical moment and our

humgp Jot,"* shows Conrad’s different approach to the theme of betrayal.

from the Patna  almost always a focal

mn

I , .
0 the prev s novel Jim
C( 1

Pomt 5o that virtually every one (or incident) is a .
It Nostromo, however, has no central character comparable to Jim. It is

the only novel in which Conrad attempted to deal simultaneously with a

Pfumh’[y of heroes.” In this respect, the title Nostromo is somewhat

i : o
Leavis, The Grear Tradition 190.

2 » » .
de‘cn, miroduction xxxix.
Fiction of Joseph Conrad (New

y .3S!.ephcn K. Land, Paradox and Polarity in the
Ork: St. Martin’s, 1984) 141.
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one to betray something. Silver, for example, becomes Charles Gould’g
"Mistress.” Even the "incorruptible” Nostromo is seduced by it.

The San Tomé mine is compared to a "paradise of snakes.”” Claire
Rosenfielq notes: "This ’paradise of snakes’ is a prophecy of the future,
of the constant threat of corruption over the Conradian universe, of the

Vil influence of the tra tional in the political affairs of the area.”® The

Mine’g history testifies to its ruthless and inhuman influence on the

turbulent Costaguana:

Worked in the early days mostly by means of lashes on the backs

of slaves, s yield had been paid for in its own weight of human

bones. Whole tribes of Indians had perished in the exploitation.

(52)

Countless Indians’ "corpses were thrown into i maw" (52). The lawless
8Overnment offered "human bones” to their deity. The "religion of silver
and iron" (71) required no less than ruthless human sacrifices.

The destructive power of the silver, however, should not in any
way diminish the responsibility of the people. The destruction involves a

TeCiprocal interaction be 2en the silver and the people. Tl / do not

7C0m'ad Nostromo (New York: Doubleday, 1926) 1 Subts:e/i].uert/t rfferences are to
» » IVO , Lo onthetic : the text.
this DOH/}[eday edition and pagination is gven parer whetically within the tex

*Claire Rosenficld. Paradise of Snakes: An Archetypal Analysis of Conrad’s Political

Novely (Chicago: U of Chicago P, 1967) S1.
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know that they are trading their soul and humanity for "the religion of

and iron." The myth of community is "replaced by the treasure

Silver
" The San Tomé silver

Which forms a new myth of a capitalist society.

mi P o “ E
Nine is, as Emilia Gould notes, "more soulless than any tyrant, more
Pitiless and more autocratic than the worst government ready to crush

Mumerable  lives in the expansion of its greatness” (521). Dr.

MO“)’gham, too, observes:

There is > peace and no rest in the development of material
interests. They have tl r law, and their justice. But it is founded

on expediency, and is inhuman; it is without rect ide, without the

continuity and the force that can be found only in a moral

princip . (511)

Warren, however, thinks differently:

There has been a civil war, but the forces of “progress’—-Le., the
rder--have won. And we must

San Tomé mine and the capitalistic 0
at the end of the book is preferable to that

admit that the society

—

9 - . .t o
Rosenficld, Paradise of Snakes T8.
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depe
nden on i

t upon the foreign investments. Holroyd’s deep involvement in
ne provides 2 con

evolution. Furthermore,

the a“? ..
ait of the San Tomé mi venient excuse for
r of War) to start a T

Gener:
eral 1 Hntero (the Ministe
interested 10

is primarily "systematic

Sir
John, a British investor
y accepting Lo constr

idental Province" b

ver treacherous

colonizati
onization of the Occ uct "the
lway" (117). Howe

to the people’s sh

and selfish in 1ts

Nr 1 .
ational Central Rai
allow patriotism works.

Nature
, Montero’s appeal

Anott o

ler civ ' owar 18 inevitable.
Gould’s slavish devotion 10 the silver m causes a "subtle
which his wl

keenly aware of

fe was 00 o > the sole

C 1 .
onjugal infidelity through
365). Emilia 18

mis  .qq )
s of his thoughts” ( what she has
lost:

orgetfulness, & short

moment of f
nbered with

ugh. Tl Wi

|Ljove was only 4 short
intoxication, whose d¢l c ! a sense of
n a deep grief lived t

g of successful a
(italics added)

as if 1t had bee
he necessitie
on of the idea.

sadness,
ction which

something inherent in t
ral degradati

carr | with 1t the mo
(521)

al success is beset with "the moral

| and betrayed W

to0 plind to see "the

She k :
e knows that her husband’s materl
hile he

(1 . . . e
egradation” and that humanity 1S sacrif
n Charles Gould 18

Wor‘ P . - .
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One, .
Regardiegs of what he does to save Sulaco from Montero’s bruta]

destruction, he is no doubt responsible for Decoud’s suicide. Even on his
death‘bﬁd, he is unable to admit his responsibility for Decoud’s death.
When Emilia Gould asks: "What became of Don Martin on that night,
Nostromo?» pe answers shamelessly: "Who knows? 1 wondered what
Yould become of me" (559). His answer sounds more like, "Who cares?”

It is interestin * to see that Nostromo accuses the rich of ruthlessly

exploil‘ing the poor:

You fine people are all alike. All da  rous. All betrayers of the
00r who are your dogs. ... I say that you do not care for those
that serve. ... I find myself like one of these curs that bark outside

the walls--without a kennel or a dry bone for my teeth. (454)

Unlike his claim, it is his van., and folly that betrayed him. He g
fobody 1o blame but himself. Moreover, nil uld — 7a e
buying 4 schooner for him. Charles Gould also asks Nostromo what he
“ould do  for him, and Nostromo refuses 1o fake anything, saying
diShOnestly and hypocritically:
Sulaco to the other. What

1y name is nown from one end of

more ¢z you do for me? (489)
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PI‘O bJenlS . "36

Decouq’s problem is, however, that he never shows any sort of
fait .
h other than an au " ious one in his own sensations. As Conrad once

ot il ) . .o
ed, "What one feels so hopelessly barren in declared pessimism is just

ItS arr - " . . g " P N
Trogance, "7 Father Corbelan justifiably labels Decoud "the victim of

this faithlegg age" (198). His faithlessness differentiates him from Conrad
Who, despite his Decoud-like skepticism, was able to maintain an
”Undy ing hope.” The "want of faith in himself and others” makes Decoud
hOpe]eSS;y vulnerable to solitude at the Isabel. Oppressive solitude is too

] . _ L
Meh for ki to fight against. He is "not fit to grapple with himself

SNgle-handeq (497). For the faithless man like Decoud,

Solitude from mere outward condition of existence becomes very
Swiftly a gstate of soul in which the affectations of irony and

S - . possessi f t!  mind, and
Skepticism have 5 place. It 5 possession 0 >

drives forth the thought into the exile of utter belief. (4% .,

C s a sort of
After three days’ waiting for Nostromo, Decoud becomes a sort o

Nihijg C o f ia and entertaining "a
list, even negating his drivit  passion for Antonia ¢

doupy of his own individuality.” He loses "1l belief in the reality of his

T

3 .
Pric_,

«wons of Life xii.

37
C()In'ad, N{)[es on L;fe Cl)’ld Lellers 8
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se becomes for him no more

' (497). The univer

acti .
action past and to come’
ges" (498). His intelligence 18

than "
succe sion of incomprehensible 14
"swallow . . o :
ed up easily in this great unbroken solitude of wailing without
Crusoe radically differs from

faith" (4¢

38 - .
(498)3 In this respect; Conradian
"pwenty-eight years of patience

Def 5
oc’s gl L.
s romantic Crusoe who maintains

and self-control."*
Solitude in the Isabel 18 intolerable $O that Decoud becomes utterly
HO . i -
ppressed by a bizarre sense Oof unre  ty affecting the very ground
wl . .
th he walked." His agonizing solitude may be a strong ninder of
wha : .
t Conrad himself experienced during the composition of Nostromo, 85

he .
writes to Edmund Gosse:

I have often suffered in connection wi
40

~tual doubt of the ground [ sto

unreality, from ¢

In .
a let
letter to John Galsworthy, Conrad €V
"Mental :
tal and moral outcast’:

ah . wailing in ¢ .| Beckett's
veir and EsUa€ ¢ waiting Samuc

Viadiy e f css in theif wailings-

38
D " ? v .
ecoud’s waiting is Ot untike '
f futility and hopel¢

Waiy
tng for Godor. Therc 18 @ sense ©
2 1978): 115.

w Conradiand 10.2 (1970)
oo "Crusoc s single-

3

Kcnncd'W; Kennedy, nConrad and Robi: 1'”586’ , :

Minded szfllarply points out the differ € /616“5. anra rcligious conversion d hus
uit of material chllhl’] his ‘ICCIL‘(I)UVCCO%rad’S decpest moral and psychologm]

cas .
bcliycfg(v)”}mancc over Friday are @
$" (113). Sce also 113-21.

40
Jean-Aubry, Joseph Conrad 2 14.
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I fee] myself strangely growing into a sort of outcast. A mental
and moral outcast. I hear nothing--think of nothing--I reflect upon
Nothing--1 ¢yt myself off--and with all that I can just only keep
£0ing, or rather keep on lagging from one wretched story to

another--and always deeper in the mire.”!

What
it el R i . _ .
At distinguishes Conrad from his character, however, is that, unlike

De
Coy . y ality i
d. Conr; ~ was able to overcome the "sense of unreality.” "[Ijn

Spite of : oo o
of everything, in spite of impending annihilation,” Conrad said, "we
“ve.m&

. . ) A . 73Q s g
Decoud’s "intel tual audacity” was something that was Conrad’s

OW ’ 1o
" Yl ne theless had to be discarded. Decoud’s death is, then,

lnevitable:

[Hle died from solitude, the enemy known but to few on this

Carth, and whom only the simplest of us are fit to withstand. The

e . arde he ied from solitude
brillian Costaguanero of the poulevards had diec

and want of faith in himself and others. (Italics added) (496)

e

Q )
JL‘m"A“bYY, Joseph Conrad 1: 317.

42 .
Najder, ed., Conrad under Familial Eyes 201.
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d should be seen 49 a courageous self-

COn

rad’s ..
s repudiation of Decou
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Conrad "attem and
n himself by proxy."*

a part of

rfenunciati
Cl¢
ation. AS Guelald Ob»;eIVeS,
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nbelief," Conrad h
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pe "the exile of utter u
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: tt eby misses the point: "That 4 novelist
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ertain ¢
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oration of the female th

valu
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d insights and capacity for ad
"Fiction, at the poin
a spirit of scru

t of development at
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esents."

"5 As Conrad wrote,
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ch 1 . .
t has arrived, demands fro
to use

n of Decoud surely provides,

gation 146 . .-
"% Thus, his repudiatio
stumbling,

St
S aQ ' . : ‘
phrase, "a curious and sugges  ’ ¢: Conrad
grOp'
e f . .r
g forward, desperate and arid, through what 18, 10 fact, 4 complex

Jist 199.
1iS guicide '

csts that bY 1 :
Jeepest aWC (

‘Decoud achicves & psychic
{ Decoud

43
Guerar
erard, Conrad the Nove
102). Yet it is no

44
In /.

M Jose
r)“[llcr" as \A;éﬁh Conrad, Berman sugg

U Conrgg v oo mystical unity ovoking the

o "achicves a psychic 1€ icf."

45
Joyce - Conrad’s
NOstromyOL% Carol Oatcs, "Immense Indilfcrence of Th The T ly of C;)p Il‘}g\s
. Novel 9 (1975) 11 15. [mcrcslingly cnougll, Jates’s cr m sounds ike

Owe’
S neeati T
gative criticism of Conrad.
yubleday,

Other Un.collected Pieces (New York: D¢

a6
Naider
1978) 7:;-‘"(1(’" ed.. Congo Diary and
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Majestic argioe |
artistic whole."” Conrad’s artistic process as such was, to

10t’g NQE 0 v . . . .
phrase again, "a continual self-sacrifice, a continual extinction

0
f PGI’SOI]a]ity- n4g

®COU s "want of faith in himself and others" should be perceived
S 4 betrac. .
Clrayal of humanity. Conrad had to kill off a "proxy" whose

CIOU» TR ) . . .
SNeSs is very much like his own. Conrad’s moral imagination

Often ;
in C nlp . : el
Cludes self-renunciation and, to borrow Kirk’s phrase, "stride[s]

beyond the by

fr
.

lers of priva exj iene " He was a humanist who
vayg | _ . \ s
ays approached [his] task in the spirit of love for mankind.”" It
Seemg
S th- . . - onop ,
that Conrad used Decoud as an "objective correlative” for a

ande . we ey -
m Intellectual who is unable to keep "undying hope" and "faith in

him
Sefr . Cot
elf ang others” alive. Conrad created magnificently the fate of

mOd O . .

€M man for whom life is hopeless and therefore unlivable. His moral
Magina .

SMNation makes it clear that life is hopelessly negated and betrayed by

Oud, . .. "

d, "the vie of this faithless age.

—

47 N :
Stew .
Cwart, Eight Modern Writers 202.

ag
T.x‘ <Iy
S, Elioy, Selected Essays 7.

497,
Kirk, 7.5 i 7

50
e,
Cdn~Aubry, Joseph Conrad 2: 73.
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The

revolutionaries .

tionaries remain to be dealt with, for the discussion of
-thout including them.”

e incomplete Wit

" no less than

beth

aya oo

val motif in Nostromo will b
a betrayal of

Co
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humaniy:
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"the celebration of a solemn Mass of

He 0
ften orders impulsively
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gratify hig "
y his "animal instinct.”
The "
want of mor: se”
about C oral sense" in Montero and Sotillo tells something
ostaguana’s '
s turbulent history which has been devastated by the

Ceasel
€SS .
revolutions. As Decoud notes:

another, the lawlessness of a

iable tyranmny.

[A]fte
Ifter one Montero there would be
rism, irremedia

popula
ce of ¢
of all colours and races, barbs

(186)

y of dark parbarism, the cloak of

All th |
lawle:n_reVOlu yns have "been the T
LI L.SS’ of crimes, of rapacity, of simple thieving."
rOUght\: "the nov s irony that Decoud himself fathers the revolution
Jich the Occidental Republic 18 established independent!

y from

the rest of ~

SOme ju(,)t. . staguana. The Sulaco revolution is, of course: not without
revolut stifiable. cause and genuinene for 1t as a counter-
on against Montero’s robbery revolution. Yet one has (o keep i
needs and invites other countries’
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t the Occidental Republic, ©0;
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ham 41, I(::/LI\INISS introduction, Josep
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in the Spanish Americ ar, and 1atet m P pam
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and the Alanllc sides fP nama, onra

Unilcd g
the Pa (Afl

Slate
s
sent cruiscrs (o both
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Or wrong, the forei
perhaps providin oreign interference will always remain @ bitterness,
(Nothing much g an excuse fo "another Montero" 10 gtart @ revolution.
C oo
recent US inv,ls.hds been changed since Conrad Wrot€ Nostromo; the
Furthermore L h10n of Panama in December 1989 is a telling example.)
, 't IR
i the revolutio e material interests” would take OVeT come genuineness
Jreigr " wi”ndry sp t sooner Of Jater. The nmaterial interests of the
prc > any sort of patriotism. Father Corbelan’s protest,

the

n, s

SO S

» sounds rather naive:

We h
ave wo
rked for them; W€ have made them, these material

interests of
ests of the foreigners. (510)

1S illusion:

Dr
- Mor
1ygham
am retorts and thereby shatters Corb
[T]he
me 1 i ' ' '
aterial  interests will not [et You JeOPard‘Ze thelf
nd without

dev

elopm F

e er _ _ o
pment for a mere idea of pity and justice-

them
you are nothing. (509-10)

. solution in the

11 Re .
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affair lution of Sulaco MO problem than &
S Of C
ost:  1ané
¢ 1ana. Sulaco Republic 1S to use Gurko’s Pl -, "a StALe
\\\
o | —_—
SV oub _—
Crujsar b Made thi
Ser ade . . ' ,
’ P‘)W/'lattct?gls the basis for the »inrornationd! paval Jemonstraion © the Y
_ which cnded the war belween Coslaguand and Sulaco 11 Nostromo:

uete W
att’s J,
s Jos
seph Conrad: Nostromo 78.
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he community but to the
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r Co 3
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(509) e rest of Costaguana to the or
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cology. Another civil war is yet to come.
7
Con
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¢ an illusion of peace and prosperlty. [t seems
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Inst
Stead, h
ere ain di
ader remain disturbed about the fate of Costaguans
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akes the reader he

r wealth as

to make

for
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ar, feel,

you fee}" and "
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o make you see." The novel m
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1 moral dil mas
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The political po wn dramad in
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Cogt rad’s total despair
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ter day. Costaguani
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187)
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a

Co
nrad®
S moral |
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. asing . .
Sunny dqy agination maintains that a foul sky could become
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re are people like Emilia who would not "remain

bling
? and de.lf .
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Chapter IV
The Secret Agent

Praise and blame to my mind are of singularly small
import, yet one cares for the recognition of a certain
ampleness of purpose.

Joseph Conrad

[A]rt 1s not, on the whole, the senseless cre¢ ~“on of
works that diffuse in a void, but a purposeful force; it is

intended to serve the development and perfection of the

human soul ...
Vasily Kandinsky

The Secret Agent (1907) distinguishes itself from Conrad’s other
works in its heaviest use of irony or, to use Conrad’s own phrase, in its
"applying an ironic method to a subject.”’ .ue undic iised irony
significantly ~ fects the reader’s response to the point where one cannot
possibly identify with or have any sort of syn 1thy with any character.”
As Gurko notes, "Conrad deliber; 'y cu _rates an e

between the reader and his fictional characters in terms of sympathy,

'Conrad, The Secret Agent (New York: Doubleday, 1926) xiii. Later page references
are to this edition and pagination is provided parenthetically within the text.

*Sce Guerard, Conrad the Novel 773 He sces ' 3 notable - of strong
emotional involvement with any ¢ charg !
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liking,

or identification." The previous novels always have somebody to
whom one can feel a close affinity. One may not agree with, say,
Marlow’s assessment of Jim’s jump or Decoud’s skeptical view of
Costaguanan politics, but one should be able to appreciate Marlow’s
humane cffort to understand another man and Decoud’s geir ‘ne effort to
help his mother country throv~h. Malcolm Bradbury sums up as follows:
"Most fiction works by soliciting our sympathy for one or several of the
characters, who then help us find our position in the novel, and give us a
secure centre of values. But here [in The Secret Agent] the irony
eliminates those centres of value as they appear, d there are no secure
points of identification in the novel."

[t seems that Co ad anticipated some controversy over the novel,

as expressed in his Author’s Note:

There w . no perverse itention, no secret scorn for the natural

sensibilities of mankind at the bottom of my impulses. (viii)

I have not intended to commit a gratuitous i

of mankind. (xv)

*G <0, Joseph Conrad 167,

‘Malcolm Bradbury, The Modern World: Ten Great Writers (New York: 'V
1988) 93.
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The heavy use of irony indeed prompted some critics to argue that the
novel lacks a moral energy.” Leavis, however, declares that "The Secret
Agent is one of Conrad’s two supreme masterpieces, one of the two
unquestionable classics of the first order that he added to the English
novel."® He finds that "the controlling principle” of the novel is "a
sophisticated moral interest” and that the irony provides moral depth to

the novel rather than stripping it of moral energy:

s irony bears on the ¢ Hcentric naiveties of moral conviction,
the comv  ionality of ¢ rentional moral attitudes, and the obtuse
assurance with which habit and self-inte st assert absolute rights

and wrongs.’

Thomas Mann complements Leavis’s view as he says: "Conrad’s

objectivity [stemming from the heavy use of Hny| may seem cool; but

5Sce Howe’s Politics 99, 98. He calls Conrad’s use of irony "peevish” and cven ¢ s
the novel "a relentless mill in which character after character is being  ound to dust.”
See also Joscph 1. Fradin and Jean W. Creighton, "The Language of 1ne Secret Agent:
The Art of Non-L " Conradiana 1.2 (Autumn 1968): 23. They find that Conrad’s
language in the novel is "strip) . of moral energy and commitment to the community of

men,”

*Leavis, The Great Tradition 220. Nostromo 1s of ¢ sc the other.

Leavis, The Great Tradition 2
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Is a passion--a passion for freedom.”® The anarchists’ exploitation of "the
poignant miseries and passionate credulities of a mankind" was for
Conrad "unpardonable” (ix-x). The "revolutionary spirit" was for him
even loathsome: "Its hard, absolute ¢ imism is repulsive to my mind by
the me ce of famaticism and intc®  ce it contains."” Indeed, there is
nothing in the anarchists’ activities in the novel with which one can
sympathize. What the anarchists are doing in the society is an outrageous
betrayal of humanity. It is not until Under Western Eyes, as we shall see,
that Conrad will reveal some sympathy toward revolutionary types.

Tl novel treats 1 tt e of | rayal in its most ¢ rastating
aspect: betrayal is for the anarchists a pro sion. 1 :y are ready to sell
their own country. Conrad, to use Edward Garnett’s phrase, "goes v
into the dim recesses of human motive"" and unveils the nature of their
betrayals. The "emotional range of The Secret Agent [may bel limited,”
but "it is by choice, not by i ompetence.""" Ultimately, "the ironic

perspective invites our moral judgment on an inhumane and mater  ic

*Thomas Mann, "Conrad’s The Secret Agent," The Art of Joseph Conrad, cd.
Stallman, 234. Mann cven defined irony as "a form of morality” and "personal cthics.”
Scc Mann’s Reflections of a Nonpolitical Man, trans. Waller D. Morris (New York:
Ungar, 1983) 425.

g
’Conrad, A Personal Record xxi-xxii.
“Sherry, ed., Conrad: Critical Heritage 192,

HJack Shadoian, "Irony Tri iant: Ve ¢’s o cath,” Conradiana iii2 (1971 = 86.






The overall impression of the poem is very much like that of The Secret
Agent. The novel is Conrad’s "waste land,” in which Conrad makes one

1" L

see "a monstrous town,” "a cruel devourer of the world’s light" (xii) or,
to use Eliot’s phrase, "Unreal City." As Rosenfield notes, "the city of
London--with its irrationality, its ¢ * 3ss, its persistent dampness, its
monstrous  presence--symbolizes a kind of modern underworld.™®
Conrad’s scathing portrayal of London, critics have noted, resembles
Charles Dickens’s in Bleak House in which a thick fog swirling about the

Court of Chancery serves as a metapht  for people’s "I irt of darkness”--

their ¢ asion, d licity, and avarice--as well as for the sick society.'

The first member of the "monstrous town" to be  troduced is
natura s Verloc wh "monst: 15" ifession is betrayal itself. He
would do anything for his own personal gains and is always .y to
make a bargain. Verloc began his connection with the Embassy by

"stealing the French gun des™ 18" while he was doing "his military

BRosenlicld, Paradise of Snakes 99.

“Sce Charles Dickens, Bleak House (New York: Si i, 19 17-8.
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of the nature of her husband’s business. (Ironically, her refusal "to look
into" just to keep water calm is a betrayal of Stevie.) Verloc is under the
constant illusion that he is loved for himself. Although he gets "older,
fatter, heavier," he still feels that he lacks "no fascination for his own
sake" (2770 W ie’s mother contributes to Verloc’s illusion by thinking
of him as "an excellent husband" with whom her dav “iter made a very
"sensible union" (155).”

Ironically enough, it is not the police but Vladimir (an anarchist as
well as  First Secretary of the Embassy) who shatters Verloc’s
C( w 1cy. He (poses Verloc’s | doxical life style by observing in

Verloc’s corpulence something paradoxical:

You haven’t got even the physique of your profession. You--a
member of a starving proletariat--never! ... You are too fat for
that. You could not have cc e to look like this if you had been at
all susceptible. T'll tell you what I think is the matter: you are a

lazy fellow. (2 )

“In his letter to Edward Gamett, Conrad says that Winnic’s mother "is the heroine.”
Sce 7 ouers trom Joseph Conrad, cd. Edward Garnett, 204, Tt scems, however, that she s

not 1utly sterized 1o become "the heroine.” Perhans rightly, Stallman thinks ol her
as the "I ic of Business Houses™ "The life nic’s mother h cons  ¢d in
runnire ‘onre - pccly calls ’busin 1 housc re "¢ cer gentleman’ boarded.”

Sce S man's "Time and The Secret Agent” 240.
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He even thinks of Verloc as the fat "animal." That Verloc has a wife is

almost outrageous to him:

Married! And you a professed anarchist, too! What is this
confounded nonsense? But I suppose it’s merely a manner of
speaking. Anarchists don’t marry. It’s well known. They can’t. It

would be apostasy. (36)

Vladimir maintains that anarchists is not supposed to marry because
marriage i$ by its na ¢ an e W i it. Anarchists should challenge
rather than ¢ ply with any social establishment. VI: mir is "beginnil

to be convinced that you are not at all the man for the work you’ve been
employed on" (36). And he demands that . "furnish fact instead of
cock-and-bull stories” (31). He makes it clear that the Embassy "is not a

ph mthropic institution” and that Verloc will have to "earn" his money:

No work, no _ 1y. (26)

WI 1 you cease to be useful you shall cease to employed. ...

You shall be chucked. (28)

Vladimir orders Verloc to blow up the first meridian so that it

would shatter the English complacency 1d "raise a howl of ¢ :cration”
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making "a clean sweep of the whole social creation" he frequents the
social club in the city.

From the moment his economic security is in jeopardy, Verloc is,
to use his own expression, "a doomed ship." To his dismay, his comrades
are found useless. Verloc’s "saviour" unexpectedly comes to him in the
figure of his brother-in-law, Stevie. Winnie, thor~h unknowingly, helps

her husband:

You could do anything with that boy. ... He would go throu 1 fire

for yc « 34)

Conveniently, she asks Verloc to "take that boy out with you" (185). She
even entertains the idea of the intimate relationst » between Verloc and
Stevie: "Might be father and son" (187). Winnie, of course, ne

suggests that Verloc may use ¢ :vie as a human tool for the dangerous
mission. Yet Stevie is for Verloc not a | man ben e t s his

brother-in-law as if ©~  were a cat or d« w, wl 1 ready to ) out
for his walk, Mr. Verloc called aloud to the boy, in the spirit, no doubt,
in which a man invites the attendance of the household dog" (187).
Indeed, Verloc used to think of Stevie as "his wife’s beloved cat” (39).

Stevie, on the other hand, "worships" his brother-in-law, because

Verloc 1s "good":
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Like Stevie, Winnie becomes a fanatic driven by a "fixed idea." The
carving knife is "planted” in Verloc’s breast’ He "dies without self-
awareness, which somehow justifies Conrad’s lack of pity."”

Winnie’s "saviour” and "radiant messenger of life" comes in the

figure of Comrade Ossipon, who used to send her the "shamelessly

inviting eyes.” Ossipon is so dear to her, as she tells him:

ou took a lot of notice of him [Stevie|, Tom. [ loved you for it.
(297)

She does not know that Ossipon used to think of her brother as "a
renerate” (46) and now thinks of her as "a degenerate herself of a
murdering type.” Winr  even becomes for Ossipon "a snake" as he
fearns that she killed Verloc. Ossipon, another man of business, deserts
her, leavii  her alone and penniless. he formal closit © of her business
transaction with Verloc is finally over with her death: "This act of

madness and despair’ (3 ). She dies, leaving her wedding ring on the

*The "final scene between Verloc and his wile” is for Leavis "onc of the most
astonishing triumphs of g us in fiction." Sce The Gr. Tradition 214. For Raymond
Williams, the scenc is "written as living sculpture." Sce The English Novel: From
Dickens to Lawrence (New York: Oxf Up, 107m ¢ also Stewart, Eight
Modern Writers 212 Stewart compares Winnic's ki ol Verloc with Tess’s killing of
Alcc d’Urb ville in wrdy’s Tess of the D’ Urbervilies.

“Shadoian, "Irony Triumphant: Verloc’s Death” 84.
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of the people--nothing else. (51)

Yundt seems to enjoy the cannibalistic sensation tesulting from his
excessive thetoric. His violent rhetoric is habitual so that it convinces or
inspires nobody other n Stevie. Ironically, he himself appears to be a
cannibal. For example, he has "uncertain and clawlike hand[s]" which
suggest "the effort of a moribund murderer summoning all his remaining
strength for a last stab” (42, 51). His idea of "the service of humanity” 18
no mo an lip sc ice. Like Ossipon, he is the man who betrays
humanity in the name of "humanity."

Michaelis, "the ticket-of-leave apost " also lives on a woman yct
unlike others is patronized by the high-class woman. Michaelis is for the
"great lady" "a mere believer" who has "the tem; ament of a saint”
(109). Instead of being sly or deceptive, he is as naive as Stevie.” What
people hear from Michaelis is a sort of Doomsday theory of capitalism,
which has been cultivated in h solitary confinement. He thinks that
"economic conditions” alone determine every.
History is made with tools, not with ideas; and everything 1s

changed by economic conditions--art, philosophy, love, virtue--

PHowever, it scems 10 be a mistake to sume | Michaelis is "innocent.”

. . . "

Nonctheless, U.C. Knoepflmacher argucs that Michaclis is am 3 "Conrad’s innocents.
Sce Laughter and Despair (Berkeley: U of California P, 1971) 259.
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his theory of the world is firmly based on "cold reason" (43). It is not
"cold reason” but fantasy that his world is made of.

The Assistant Commmissioner maintains that Michaelis is "a
humanitarian sentimentalist, a little mad, but upon the whole incapable of
hurting a fly = :ntir ally” (110). Michaelis’s "fixed idea" of collectivism,
however, can be deadly and contagious by its inflexil ""*y. There are
many people who are eager to listen to his "sweet" words. (Note that he
has been "offered five hundred pounds" for his autobiography.) The final
de: ny « Michaelis’s view of human history es "towards utter
destruction.” Michaelis does immense harm to mankind by |, ‘:ading
moral nihilism which is "inaccess : t  asoning” ar ~ "forr " in all
their con dictions and obscurities” (107). Art, philosophy, love, virtue

and truth are hopelessly negated and betrayed by Michaelis’s moral

nihilism.

The Professor is uniquely different from other anarchists, as

Conrad makes it clear in his letter to Cunninghame Graham:

All these peo]  are not revolutionaries ey are Shams. And as

sards the Professor T did not int 1 to make him despicable. He
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"idleness” to maintain their status quo. The Professor, on the other hand,
shows "his Nietzschean hatred of all middle-class values."”*
It is significant to note how the novel ends. It ends with the

description of the man-pest:

And the incorruptible Professor walked, too, averting his eyes from
the odious multitude of mankind. He had no future. He disdained
it. He was a force. His thoughts caressed the images of ruin and
destruction. He walked frail, insignific; , shabby, miserable--and
terrible in the simj city of his idea calling ma« s and despair to
the regeneration of the world. Nobody looked at him. He passed
on unsuspected and deadly, like a pest in the street full of men.

(311)

The novel achieves its highest level of irony--almost satiric irony--by
making the reader see what = rthrop Frye called "demonic epiphany™ in
which only the Professor is "the force" - tenii  the

Worst of all, the evil man >mains intact and persists.

¥Karl, Joseph Conrad_598-9. Karl thinks that the Professor "is, despitc his puny

appearance, Nictzsche’s “Ubermensch’™ (598 ad Said, too, notes the similarity
between the Professor and Nictzse s "Owve Sec s "Conrad and Nietzsche,”
Joseph Cor 1: A Com.  noration, cd. Norma y (New York: ~ ines, 1976) 65-6.

¥Northrop Frye, The Anatomy of Criticism (Princeton: Princeton UP, 1957) 238,
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same conventions, and have a working knowledge of each other’s

methods and of the routine of their respective trades. (92)

Catching thieves is like "open sport where the ™ st man wins under
perfectly comprehensible rules” (97).

To his frustration, Heat sees "no rules for dealing with anarchists."
Heat’s mind is "inaccessible to ideas of revolt" (92). The ly way he
can deal with them 1s through Verloc’s "hint." His dependence on
V  oc’s secret ormation and t° inability to understand human
psychology make him vulnerable and insecure .. 1 faces I
"deadly” Professor. There is truth in the Professor’s pointed question:
"[H]aven’t you made your name simply by not understanding what we
are after?” (95). Heat’s only shelter is his "consciousness of universal

support in his general activity™:

All the inhabitants of the im: nse town, the population of the
whole country, and even the teeming milliot st ing v, on

planet, were with him--down to the very thieves and mendicants.
Yes, the thieves themselves were sure to be with him in his

present work. (96)

While unable to > without Verloc’s -~ u e "hint,” he conveniently

thinks that he gets "univer sup ort"  from  his low citizen.
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Considering his self-justification, Heat certainly deserves Conrad’s severe
irony.*

Despite Heat’s assurance that there would be "no outbreak of
anarchist activity,” the bomb is exploded in the Park (84). He assures his
superior that "none of our lot had anything to do with this" (86). Verloc’s
involvement in the plot does not even cross Heat’s deluded mind even as
a remote possibility: "My opinion is that he knows nothing of this affair”

(133). Heat ingsists without any proof that Michaelis, the ticket-of-leave

( , must tt man at the heart of the bomb plot. It would be
"perfectly legal to arrest that man on the barest suspic...." (121):

The rules of the game did not protect so much Michaelis, who
was an ex-convict. It would be stupid not to take advantage of
legal facilities, and the journalists who had written him up with
emotional gush would be ready to write him down with emotional

indignation. (122)
The arrest of Michaelis will resolve "a little personal difficulty which

worried Chief Inspector Heat somewhat” (121). Even though Michaelis

has nothing to do with the plot he can be easily convicted, as Heat tells

. “However, Mclchiori argucs Con "sides with Chief Inspector Heat, the
policc  m who infinitely prefers thieves 1o ¢ ni becar  thieves © e, after all, the
greatest respect for property.” Sce Terrorism ¥1.
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Agent evokes, as Fleishman observes, "an ideal of social order by its
very representation of a world without order."* "Conrad’s oblique, ironic
methods of viewing the world of nihilistic forces and destructive history
were," Bradbury suggests, "ways of confronting * moral ambiguity of a
world which indeed needs a very great deal of looking into."” “>nrad’s
moral 1magination, to borrow Kirk’s phrase again, "aspires to the
apprehending of right order in the soul and right order in the

commonwealth."™

BRlcishiman, Conrad’s Politics 212.
“Bradbury, The Modern World: Ten Great Writers 99.

Ny TS, Eliot 7.
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It is also significant to note that Conrad chose to add the
dimension of maturity and redemption to the theme of betrayal in the
story of Russia which had been a primary source for Poland’s misfortune
and < *“ering. He could not have done so without an absolute

"detachment,” as he said in his "Author’s Note":

My greatest anxiety was in being able to strike and sustain the
note of scrupulous impartiality. The obligation of absolute fairness
was i posed on n historically and hereditarily, by the peculiar
experience of race and family .... I had never been called before to
a greater effort of detachment: detachment from all passions,

prejudices and ev 1 from personal memories.

Otherwise, the novel would have been a form of Polish Russophobia or a
mere expression of s personal animosity toward Russia.’” While
retainit  his profound, but lentle | criticism of both autocracy and

revolutionism, Conrad was able to go beyond and _ wsc 1 h "

bitterness toward Russia. In this respect Eliot strikes a point:

*Co d, Under Western Eyes (New York: Doubleday, 1926) viii. Later page
references are to this Doubleday edition and pagina. v is  ven parenthetically within
the text.

’Garnett, owever, thought that the n¢ caled Corrad’s hatred of Russia. Sce
Conrad’s angry letter in Letters from Joseph Conrad, Edward nett, c¢d. 232-3.
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takes advantage of Razumov’s hav g no family ties:

You are the last person that could be suspected--should I get
caught. That’s an advantage, you see. ... It occurred to me that
you--you have no one belonging to you--no ties, no one to suffer

for it if this came out by some means. (19)

One should be disturbed by Haldin’s exploitation of his friend’s solitary
exis  :e. lronically, Haldin persuaded his mother and his sister "to go
abroad" lor  befc he assassinated de P., the Minist of St

Razumov’s vehement protest unst Haldin is not without some

justification:

You might have gone to a man with affections . 1 family ties.
You have such ties yourself. ... As to ties, the only ties I have in

tt  world are social. (60)

Razumov poignantly and rightly thinks that Haldin "seems to have
thought of everybody’s safety but mine" (56).

It would be an entirely different matter if Razumov shared with
Haldin the same revolutionary zeal. Yet they are ... 5 opposites. One is a
"sane" student who is "content in fitting myself to be a v ‘ker" (61).

«ne other 18 a revolutionist or, to use Razumov’s expression, a
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"Haldin means disruption” he "must be cut off" (34, 36). He wishfully
believes that his decision is not based on, to use Cox’s phrase, "fear for
his own skin"" but on conviction and righteous anger:
Tatray. A eat word. What is betrayal? They talk of a man
betraying his country, his friends, his sweetheart. There must be a
moral bond first. All a man can betray is his conscience. And how

is my conscience engaged here; by what bond of common faith, of

cc mon conviction, am I < «d to let that fanatical idiot dr:

me down with him? On the contrary--ev_., obligatic  of true

courage is the other way. (37-8)

He believes that because there is between him and Haldin no "bond of
common faith, of common conviction,” he cannot be a "coward” by his
betrayal. It would be "true courage” to betray "that fanatical idiot." He is
too sol  stic ~* this point to see 1at he is trayit his own humanity
by betraying Haldin.

Ironically enough, Razumov goes to Prince K., thinking that he
can find "a moral refuge” in him. Razumov hopes that his patriotic
information on the murderer of de P. "would stir the whole being of that

man to its mnermost depths" and "would end in embraces and tears”

"Cox, Joseph Conrad 112.
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(40). The meeting with Prince K., however, ends in anxiety, fear and
distrust, for his "father" leads him to General T. who in turn makes him
"his helpless prey” (49). Razumov does not succeed in obtaining General
T.’s confidence and, instead, becomes "a suspect” himself (65). General
T. senses that Razumov does not tell the whole truth: "And you say he
came in to make you this confidence like this--for nothing--a propos des
bottes” (48). Needless to say, Razumov keeps Ziemianitch’s involvement
dark.

T"»  rayal of Haldin does not bring peace of mind or
"tranquility" to Razumov as he wishes. His "tranqu ty" floats "at ti
mercy of a casual word [betrayal]” (71). He wonders why he is haun |
by is betrayal of H lin who after all "had done all that was necessary

to betray himself" (71). Again, he tries to rationalize his betrayal by

writing out his thought:

History not Tl Hory.
Patriotism not Internationalisim.
[volution not Revolution.
Direction not Destruction.
Unity not Disruption. (66)
As Cc rad s in his Author’s Note, one / syn atl ™ : with "an

Oorc 1iary young man, with a | 1y« ity for work and sane
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Ironically, "the man of reason” is "misunderstood” and unappreciated by
everybody so that he experiences an overwhelming "moral lonelinegs™
(307). As always in the Conradian world, intellect is no effective weapon
against loneliness.

Solitude makes Razumov vulnerable. "The obscure, unrelated

young student Razumov” finds that he is "an object of interest to a small

group of people of high position [particularly Councillor Mikulin}" (307-
8). "To be understood appeared extremely fascinating” (297). Razumov
¢ s not understand that Mil 'in is trying to exploit his vulnerability. As
the narrator observes, Mikulin is the man who wou do anything "as
long as the man could be made to : -ve" (307). With the aid of Prince
K., Mikulin easily succeeds in making Razumov a police agent. Perhaps,
R umov’s resentment against revolutionists facilitates Mikulin’s sly plan
to make him a secret agent.

By agreeing to be a police agent, Razumov seeks a sort of revenge
on "the unthinking fo :s" that have crushed him. It is indeed with
spirit of revenge that Razumov comes to Gene  a of ot
Russian revolutionists. He wants "to confirm myself in my contempt and
hate for what I betrayed," because "I had security stolen from me, years
of good work, my best hopes" (359). He is wilfully surrendering himself

to "falsehood" by seeking "retributive justice” (261), as he later confirms:

[ embraced the might of alsc 1, T exulted in it--I eave yself
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both betrayed their friends by Jetting out some information and then got

freed with "a crushed spirit in that mangled body” (153). Yet Andrei,

unlike Dr. Monygham, never Tecovers from the "crushed" spirit till his

death. "Nothing I found to say,” Tekla says, "could make him whole"
(153). While she cc "1 not revive the "doomed" lithographer’s spirit she
"ventured into the streets to beg for a crust of bread” and fed him.
Sometimes she "got nothing, and then [she] would crawl back and lie on
tt  floor by the side of his couch” (153). Unlike Natalia who believes

that "cc -ord is not so very far off” (103), Tekla (the "disillusioned”

woman) thinks otherwise:

[A] belief 1n a supernatural source of evil is not necessary; men

alor  are quite capable of every wickedness. (151)

Despite the temperamental differences between them, Tekla and
Natalia together play crucial roles in Razumov’s final fate that can
seen as the phase of redemption. By his ¢ to al_, Lo,
first, makes "himself free from falsehood" (368). As Christopher Cooper
observes, Razumov "has been able to win back his self esteem and,
whatever the _ysical loss involved, has won for himself mor

wholeness."**  Although his confession brir him severe physical

*Christopher Cooper, Conrad and the Human Dilemma (London: Chatto, 1970) 1
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suffering, he is redeemed spiritually.” Secondly, he is accompanied by
Tekla, "a good Samaritan by an irresistible vocation” (374), and is

content to live an obscure life in Russia. He is even forgiven by the

revolutionaries, as Sophia Antonovna Says:

Some of us always go to see him when passing through. He is

intelligent. He has ideas. ... He talks well, too. (379)

Ny ta . 5 08
However bit , Razumov’s "triumph is a genuine one.
Conrad’s use of thunderstorm and rain ¢ butes to a dramatic

aspect of Razumov’s redemption” During the time of his confession to
N: lia as well as to revolutionists at Laspara’s house, the relentless,
violent thunderstorm and a deluge of rain strike the earth. After the
confessio  Razumov is unable to hear the sound of rainir  because his

ear drums were "burst":

The lightning waved and darted round him Si

Yer Cox sces Razumov’s confession as "a kind of suicide.” Sce Joseph Conrad
116.

*Gucrard, Conrad the Novelist 239. Tony Tanner also notes: Razumov acquircs
great stalure, not only because of what he suffers, but because in the depths of that
suffering he discovers that no matter what is in the balan  he cannot live a lic.” Sce
Tanner, "Ni  marc ar  Complacency: Razumov and the Western Eye," Heart of
Darkness, Nostromo and Under Western Eyes: A Casebook, Ed. C.B. Cox (London:
Macmillan, 1981) 1

»YKarl thinks the symboli "adds nothing at all 1o the novel." Sce his Readers
Guide 226-7.
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water of the deluge fell, ran, leaped, drove--noiseless like the drift

of mist. (369)

In the morning, it stops raining and the weather regains its calmness. No
b
more rain is needed, for Razumov, a "soaked man,” is now "washed

clean” and already returned to humanity.

In his Author’s Note, Conrad was severely critical of the

lawlessness of both autocracy and revolutionism:

The rocity and imbecility of an autocratic rule rejecting all

legality and fact basit  itself upc complete m: 0 anarchism

provc . the no less imbecile and atrocious answer of a purely
Utopian revolutionism encompassing de.. ctic by the n o ns

to hand, in the strange conviction that a fundamental change of
hearts must follow the downfall of any given human institutions.
These people are unable to see that all they can effect is merely a

change of names. (x)

One of the novel’s central con s 18, :n, "the moral ¢ iption of
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Oppressed society." We invi itness ,
society. e are invited to witness how autocracy and
evolutionism  betray humanity. In a lawless and dehumanized society
>

hfe-enhancing values are not found and, to use Yeats’s memorabe

phrase,

Mere anarchy is loosed upon the world,

The blood-dimmed tide is loosed, and everywhere

The ceremony of innocence is drowned.
("The Second Coming" 4-6)

The narrator similarly notes:

[Tthe noblest aspirations of humanity, the desire of freedom, an

arc 1t patriotism, the love of justice, the sense of pity, and even

the fidel / of simple minds are prostituted to the lusts of hate and

fear, the inseparable companions of an uneasy despotism. (7)%

One of the most dangerous and prominent betrayers, who may

'epresent the "moral anarchism” of an autocratic rule, is Mr. . P "the

President of the notorious Repressive Commission of some years ago, the

v passage is somewhat reminiscent of C  d’s critcism of Russia in
Autp War" in which he describes Russia as "a bottomless abyss that has
Swalloweq very ho  of mercy, cvery wion towards personal di; "y, towar
reedom, (owaids knowledge, every cnnob  desire of the heart, every redeeming
Whisper of conscience.” See his Notes on Life and Lesters 100.
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Minister of State invested with :traordinary powers" (7). He "served the

Monarchy by imprisoning, exiling, or sending to the gallows men and

Women, young and old, with an equable, unwearied industry” (7). He

€ven declared:

[Tlhe thought of liberty has never existed in the Act of the
Creator. From the multitude of men’s counsel nothing could come

but revolt and disorder; and revolt and disorder in a world created

for « «d e and stability is sin. It was not Reason but Authority

which expressed the Divine Intention. God was the Autocrat of the

Universe. (8)

He destroys "the very hope of liberty itself" in the name of God and
Ju ce (8). Halc 1 rightly elieves that de P. "was uprooting the tend

Plant” and "[tjhree more of years of his work would have put us back

fifty years into boj -~ " (16). 1 . de P. "was bent on extirpating from
the land every vestige of anything that re Ol f mo oproic

institutions" (7). It is a bitter irony that de P. hypocritically invokes "the

love of God" even when he is killed (9). Religion is for de P. no more

than a too] for maintaining autocratic rule.
General T. is another ruthless defender of autocracy. He does not

appreci: » Razumov’s information about Haldin and, inste * makes him
4 "suspect." As Razumov 1 es, Gene T. "would be capable of
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such as Peter Ivanovitch and Madame de S., there are also some
. C

revolutionists, such as Natalia Haldin, Tekla, and Sophia Antonovna,

whose selflessness induces one to sympathize with them. For instance,

"It}he understanding and pity some of them show to the crippled young

. . 132 ~ b1 ale e
man.” Gillon notes, "enhance their humanity. Gekoski also notes:
(& 5 bl

"Unlike the almost wholly laughable group of ’anarchists’ assembled
under the paunchy wing of Verloc, the Geneva revolutionary group has a
certain variety and depth."” Nevertheless, one should not fa to notice
the futility even in the activities of the selfless revolutionists, for all of
them are characterized by their naive faith that they can turn tl wror
society into a Utopia. "These people are,” says Conrad, "unable to see
that all they can effect is merely a change of names” (x).

Because of Conrad’s ambivalence, 1t is difficult to assess, for
instance, Haldin as a character. One tends to vacillate between sympathy
and judgment. On the one hand, Hi lin’s aspiration is not without some
genuineness and sincerity. He rightly sees de P. an enormo’ eat to
freedom. Had there not been the "imbecility and fi _of an . iic
rule,” Haldin would not have committed the reckless murder of de P. He
may be naive in his belief that by assassinating the ferocious « P. he

can eliminate all the evils from society,

2Gillon, Joseph Conrad 130.

¥Gekoski, Conrad 162.
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On the other, he ruins Razumov’s "sane ambition” by coming to
him for help. While he pursues a public cause he tends to forget the
importance of the value of individual. As Razumov observes bitterly,
Haldin might "be looked upon as a martyr some day--a sort of hero--a
political saint" (61). Haldin does not understand why Razumov "begs to
be excused” from political martyrdom. Dangerously enough, he tal it
for granted that Razumov has nothing to suffer because he has no family
ties. Another danger in Haldin’s character is his fanaticism. He is "ready
to die" for the cau | ieve  in; by the same token he is ready to
sacrifice any individual’s life if necessary. By t w tt  bomb over
P., Haldin kills not only de P. but also his own accomplice and innocent
bystanders. Haldin’s determination to execute "the mission” at the cost of
"innocent people” is chilling. It is a bitter irony, however, that he
persuaded his family "to go abroad" long before "scat ‘ing death” (22).
One may understand his affection for his mother and sister, but his
indiffc :nce to other people’s ex ences (inclt ng Razumov’s) mi
him appear callous and hollow.

Again, one has to come back to Haldin’s noble side. If Haldin had
chosen to ruin Razumov’s life he could have done it easily. But he
refuses to tell the police Razumov’s secret ¢ 1d to Ziemianitch even
though he is plainly told that  z ov was his betrayer. There is some
nobility not only in his determin  on to «  for the cause but also in his

refusal to b 1y the man who | betrayed him. Unlike Razumov’s
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intense, egocentric hatred for him, Haldin does not show his enmity for

his betrayer:

They can kill my body, but they cannot exile my soul from this

world I believe in this world so much that I« not conceive

eternity otherwise than as @ very long life. That is perhaps the

reason 1 am so ready 1o die. ... As to the destroyers of my mere

body, I have forgiven them beforehand. (58)

Even though he dies, his "gpirit shall go on W 3 yme Russ 1
body till all falsehood is swept out ¢ the world" (22). His anger rather
goes against "the Oppressors of thought which quickens the world, the
destroyers of souls which aspire to perfection of human d ity" (58).

To some ex 1t, Haldin’s w ngness to forgive his betrayer can be

compared to Christ’s forgivir ~ grace. Haldin’s mother c¢c....ares, though

indir ly and unknowir 'y, waz OV {0 Judas:

Even amongst the Apostles of Christ ¢ was found a Judas.

(115)
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" 3 -
race: "a mere blind tool 1
something Razumov would never possibly embra ’

" . " 2 37
can never consent to be" (229); "I am independent” (362).

There is another woman whose fate more or less resembles
h ¢l

Natalia’s not only in her aspiration for social justice but in her "self-

suppression.” Sophia Antonovna is the woman who began her

revolutionary career at the age of sixteen. Her life has been a continuous

"revolt” against "the great social inequity of the system resting unrequited

toil and unpitied sufferings” (262). Like Natalia, she has a righteous

anger against the needless suf 1t . of Russians:

Truly there are millions of people in Russia who would envy the

life of dogs in |Geneval. It is a horror and a shame to confess this

even between ourselves. One must believe for very pity. This can’(
y on. . »!  can’t go on. .. You've got to trample down every

particle of your own feelings; for stop you cannot, you must not.

¢ )

Indeed, she did "trample down every particle of [her] own feelings" just
for the cause she believed in. There is in Sophia a spirit of selflessness.

Like Natalia who believes that "concord” will prevail in the end, Sophia

*'Considering Razumov’s independence, ird o clieve Fleishman’s view that
"Razumov is found at ¢ close of the n m the role of a patron st of the

revolutionists.” It scems that "Razumov’s quest for cor mity” (Flei  nan’s phrase) is
not necessarily accompanied by a befiel in revolutionism. Sce Conrad’s Politics 237.
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There is positively in all the range of human sentiments no joy
wnd no sorrow that woman cannot understand, elevate, and
anc 5

spititualize by her interpretation. (127)

The greatest part of our hopes rests on women. [ behold their

thirst for knowledge. It 18 admirable. Look how they absorb, how

) s . C
they are making it their own. It is miraculous. (119)

His attitude towards women, however, sug »sts that his I m
feminism is no more than a sham. The "great feminist” Ivanovitch turns
out to be "the great antifeminist."* Despite his rthetoric, Madame de S. is

never even “consulted" (146). His ruthless abuse of Tekla, "the lady

companion,” is another example of his double standard. Tekla ts a sort of

stenographer for him as well as a servant for Madame de S. She used to
take Ivanovitch’s dictation for a long time yet was never appreciated.
Instead, he would abuse her: she is not allowed to » dur

dictation; when she looks at him he roars, saying that she stares "so
stupidly"; to use his own expression, Tekla’s "air of unintelligent

expectation” irritates him. It is no wonder that the "disillusioned" Tekla

has "been starving ... just f a littde civil ,," as she tells .azL v

*Maurcen Frics, "Feminism-Antifeminis  in U r Western Eves," Conradiana v.2
(1973): 56.
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Chapter VI
Victory

One writes out of one’s moral sense; for the race, as it

were.
D.H. Lawrence

A poetry of revolt against moral ideas is a poetry of
revolt against life; a poetry of indifference roward moral

ideas is a poetry of indifference toward life.
Matthew Arnold

Conrad’s exploration of betrayal culminates in Victory (1915). It is
4 climactic work in the sense that it not only deals with the most delicate
form  of betrayal--Heyst’s ph so ical betrayal--but also solidifies
Conrad’s moral imagination by showing, to use Leavis’s words, "a victory
Over sl sticis a4 victe  of life."

As Conrad says in his Author’s Note, the novel "was fin ed
1914 long before the murder of an Austrian Archduke sounded the first
Note of warning for a world already full of doubts and fears" (ix). The
litle itself seems to evoke a warlike context. Gillon, for instance, suggests

that the title " sresents not merely Lena’s ambivalent victory but also the

——

1 .
Leavis, The Grear Tradizion 202.
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dubioys victory scored by the Allies in World War L™ Karl also sees the
Social and political implications” and thinks of Victory as a “prophetic
novel" in wh' 4 "Heyst’s trouble on the island amid the violence of the

Predatory Jones and Ricardo 1s, so to speak, his own world war.™

Whether one
altempted 1o portray an "age in which we are camped like bewildered

travellers in a garish, unrestful hotel" (3). Schomberg’s shady hotel with

‘omers can be a perfect "objective correlative” for the age. So

agrees with these critics there is no doubt that Conrad

its male
is Heyst’s "infernal mistrust of all life" (406). —onrad’s moral imagir “»p
Portrays pot only the travellers’ participation in the act of betrayals in
Bchom] 'g’s hotel but also Heyst’s betrayal of humanity. With its vivid

chzlracterization of betrayals surrounding Schomber s hotel, Victory

SUtely  sserves to be, to use Leavis’s phrase, "among those of Conrad’s
2

WOrks which deserve to be current as representing his claim to classical

Stand 3.

A discussion of Heyst’s betrayal should be preceded by that of his

)

o, Joseph Conrad 150.
Karl, Reader's Guide 246-7.

savis, The Grear Tradition 209.
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father’s, since  :yst’s life has been immensely influenced and even
dominated by his father’s negative philosophy. Heyst Senior is described
as the "destroyer of systems, of hopes, of beliefs" (175). He maintains
that because futility hovers over all human action, there is nothing worth
doing in the world. If one is "clear-sighted” one should be able to see
"the ~~“sersal nothingness" (219). He even thinks  ~ the world is "a
factory and all mankind workmen in it" and that they are "paid in
counterfeit money” (195-6). The best "defence against life" is, then, to
"Look on--make no sound” (92, 175). Heyst Senior’s deadly pessimism is
somewhat reminiscent of the earlier Conrad who thc it of the univer
as "the knitting machine” where "there is no morality, no knowledge and
no hope" and which "knits us in" and "knits us out."*> O/ should be able
to see at the ¢ lier Conrad more or less indulged himself in an
excessive skeptict 1.

Heyst Senior’s audacious creed of "t universal nothingness”
should be seen as an act of rayal, for by preachit  the
meaninglessness of e or liberately discar : his own
humanity. His philosophy is not that of life but that of death. Instead of
preaching the efficacy of human love, he chooses to destroy the life-

enhancing values like love, hope, and faith.

SWatts, cd., Conrad’s Letters to Cunninghame Graham >-7, 70-1.
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trees of a forest glade; to drift without ever catching on to anything"
Q [ b ¢ ’

(92). To make his life "a masterpiece of aloofness" (174), he opts to live

aAlone in Samburan, the "Round Island,” and thereby ignores the
C arly

" e
acts "as 1f he wer
importance of hum  relationship. He thinks and acts ¢ were

percl 1 on the highest pc * of the Himalayas" (3-4). For him, the world
ghes

is no more than "a bad dog" that "will bite you if you give it a chance”

(57).
Heyst’s willful alienation, however, is incomplete and paradoxical,
XY ] ‘ "Q 3 M v 110 .
for he. Conradian Crusoe, suffers from a "sense of loneliness.”” He is

even "hurt” by the fact that "Not a single soul  longing to him lived

anywhere on earth” (66). Considering his determination "to retire from

the world in hermit fashion,” his "painful” sense of solitude is a
contradiction. One should bear in mind that Heyst experienced no close
relationship with any one other than his father. Heyst never knew his
other (91). Tt is perhaps significant to note, as Meyer perceives, that
many of Conrad’s heroes, like  : author himself, are "bereft of [their

n7
mothers] at 1 early age.

‘For an intriguing analogy between Heyst and Crusoe, sce G.W. Kennedy’s "Conrad
and Robinson Crusoe,” Conradiana 10.2 (1978): 113-21. Kennedy observes: "Conrad is

hostile to most of the valucs that Robinson Crusoe and its author scem (0o represent”
(113).

"Meyer, Joseph Conrad 267-9. Cal 1g onc’s attention o Apollo reniowski’s
influence over Conrad, Meyer notes that "I'he r nearly alv s outlives nis wife w
henee plays a far more influential role in the 1i d development of the child.”
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Heyst’s relationship with Morrison is similarly paradoxical. Despite

his belief that "he who forms a tie is lost" (199-200), Heyst offers his

. oo i i "the conspiracy of
money to Morrison who is about (o lose his brig by "the conspiracy

two miserable Portuguese half-castes.” His benevolence 1in helping

Morrison shows something humane in his nature that is theoretically in

conflict with his philosophy of detachment:

The Swede was as much distressed as Morrison; for he understood

the other’s feelings perfectly. No decent feeling was ever scorned

by Heyst. (18)

What is troublesome, however, is that he considers his benevolence

"harmful":

I suppose 1 have done a certain amount of harm, since I allowed
myself to be tempted into action. It seemed innocent enough, but
all action is bound to I ul. It is devilish. .aat is v y this

world is evil upon the whole. (54)

Here, he is not only talking about his rescue of Morrison but also
refc  ng to his rescue of Lena. It is futility, he thinks, that is behind all
human action. Such futilities are bound to swallow any humane action

because "this world is evil upon the whole."
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The "man of universal detachment” thinks that he has nothing to
do with the outside world and that he is "above the level of island
gossip" (206). But he i "hurt" when he hears that people speak ill of
him: ~ rar : that it should hurt me!" (208). There 1s, of course, no truth
in the "island gossip” "the spider" (Heyst) caught "the fly”
(Morrison) in the web (20). Schomberg, the n “gnant innkecper,
"hatchles] that pretty tale” (211) and spreads it to others. Heyst

exaggerates his feeling:

[TThis earth must the appointed hatck _ planet of calumny
enough to furnish the whole universe. I feel a disgust at my own

person, as I had tumbled into son filthy hole. (215)

At this point, he seems to forget his father’s le; n: "Look on--make no
sound" (175). Perhaps there is a difference between Heyst and his father.

Heyst Senior believed in nothing and preached "the universal

nothingness" whereas Heyst percen th to be "the appoin 1
hatching planet of calumny." It is not life  meaning s but its

malignance and calumny that Heyst has in mir * Life signifies for Heyst
Senior nothing, and for Heyst something like a "filthy hole” in which he
feels "a disgust” even at himself.

Heyst’s relationship with ~ :na also has to do with his paradoxical

attitude toward life. Heyst, on the one hand, “ows his humai  concern
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new life. As the sinful Magdalen wants to be reborn through Christ’s

healing power, Lena wants 1o be purified of her painfulpast through
[& o 3y

. , , N N Pl 9
Heyst’s generosity and love. Heyst gives her a new name, Lena® (186).

Yet Lena’s wish for a new start gets discouraged soon, for Heyst
[4 S
never discards his lifelong skepticism. He is afraid of establishing "a tie

with her and even thinks that his rescue of Lena (as well as of Morrison)

is a "corruption” (200). Action means for him "[tJhe barbed hook, baited
with the illusion of progress, to bring out of the lightless void the shoals

of unnuml ed generations” (174). He even despises "the physical

sensation”  at he feels for Lena, since I values his fatl s M1

over Lena’s lo

Of the stratagems of life the most cruel is the consolation of love--

the most subtle, too; for the desire is the bed of dreams. (219)

Lena acutely senses eyst’s inability and unwillingness to return her love,

as she says:

’In Joseph Conrad, Meyer belicves that Lena’s name comes from — Conrad’s
mother (51). Tony Tanner notes that the + ne of Alma appears in s Fairie
Queene and represents “the virgin soul and the Lady of the House o1 1emperance.”
Tanner also notes that Lena’s name is "an gan ion of [ragments from both mi o8

[Magdalen and Almal." Sce L'Epoque Conradienne (May 1981): 52. Qu d by Waus,
m "Reflections on Victory,” Conradiana xv.1 (1983): 75.
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into it. No. no--she had come to him of her own free will, with

her whole soul yearning unlawfully. (354)

She literally believes a stereotyped myth in Western civilization:

Woman is the tempter. You took me up from pity. T threw myself

at you. (354)

Lena’s view of her "unlawful” love for Heyst is too simple-minded. But

one should be able to detect that F s inability »rete . her lo s a

lot to do with her deep anxiety and self-consciousness. Had he shown his
true love for her, she would not have felt that she committed a "sin" by
loving him. It is not to say that Lena reproaches Heyst. On the contrary,
she blames nobody but herself. However naive and mi: 1ided, Lena’s

consciousness of "sin" has something humane that Heyst never shows. He

asks Lena almost cynically:

Are you conscious of sin? ... For I am not ... before Heaven, I am

not! (354)

Heyst does not realize that his contemptuous attitude towards life
constitutes a sin or, in other words, a bc_ayal of humanity. Arrogance

character s Heyst, and hu lity, lena. In e f rative  sel the
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S' . N - - .
atanic trio can be regarded as a "sort of retribution from an Ty
>

heaven" for Heyst’s "sin" (354).
Heyst’s Jack of faith also determines his response to the evil
figures like Jones, Ricardo and Pedro. He perceives that they embody

evil intelligence,” "instinctive savagery" and the "brute force" (29). Yet

he shows no determination to fight against evil:

And they persist. That’s the worst of it--they , »rsist. They have no

right to be--1  they are. They ought to have aroused my fury. But

I have refined everything . ay by this time--anger, i ignation,

scorn itself. Nothing’s left but disgust. (329-30)

Heyst rightly sces that evils "persist” even though they "have no right to
be." What is troublesome, however, is that he feels nothing but "disgust"
towards such evils. Nausea or disgust alone is not an effective shield

against evils, One should fight against evils, but it is doubtful whether

slver | would have used it

€ven if Wang had not stolen

dgainst “evil intelligence":

There is a strain in me which lays me under an intense obligation
- 1 have never pulled a

to avoid ev 1 the appearance of mur
f-defence. (779)

trigger or lifted my hand on a man, ev. I






title.

T i i i ¢ : ts Wang to steal his master’s
The trio’s arrival in Samburan promp ang

revolver because he senses the terror and danger around the island.
au? O »

Pretendii  that he is "velly sick [sic]" (311), Wang goes away from

Heyst. What makes Wang really unforgivable is not his theft or his

deceitful retreat from his master but his adamant refusal of Heyst’s

1

request that Lena "stay with the Orang Kaya’s women for a few days
(348). Wang forbids Heyst and Lena from passing the "barricade of

| " for he | “eves (perhaps rightly) that they "should be

pursued |by the evil trio]" (347). eystl = “ls "~ ona

[Wang] gave me to understand that he would shoot me with my
o
own revolver without any sort of compunction, rather than risk a

rude and distasteful contest with the strange barbarians for my

sake. (347)

One may understand Wang’s det 1 to  tect the A ro vill

from which "men are away in trading vessels” and "only women and
children and a few old fellows are left." What makes him callous and
hollow, however, is his careless posture toward Heyst and Lena. He has
no understanding that the safety of Heyst and ™ :na is as important as
that of 1 > village folks. One wonders wheth_., as Captain Davic n

says, Wang is really "not a bad Chinam ' (411). W claims that a”
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However naive, Lena’s Strong will to save Heyst's life even at the
¢ 3

1 3 . 1
. . . "only her purpose of capturing
cost of her own is noble enough. She sees y °

death--savage, sudden, irresponsible death, prowling round the man who

possessed her; death embodied in the knife ready to strike into his heart

(3 . Ricardo’s knife is for her "the mark and s° ~ of stalking death"
(395)."%
By taking away from Ricardo "the very sting of death in the

service of love" (405), she believes that she "saved” Heyst:

Oh, my beloved, ... I've saved you! ... Who el  could have done

for you? (406)

Lena’s claim that she "saved" Heyst is not literally fitting. Baines notes
that "her ’victory’, though absolutely real to her, has no objective
reality."™ Jones has the gun and the danger is still hovering over Heyst.

Nonetheless, o1 should be al . to catch the deeper meaning from her

1 t

claim of "victory." Wiley argues that by "« ng cardo " his

Lena asserts "woman’s competence to perform her life-task" and at the

PSce Meyer’s Joseph Conrad 232. Meyer thinks of the  fc as the nhallic symbol.
According 1o him, by taking Ricardo’s ife, Lena cmasculates  m. Sce  also
Riesc  «eh’s Conrad’s Rebels 132. She also thinks of the knifc as = phallic symbol and
therelore contends that Lena’s death is "the result of a symbolic:  sexual encounter.”
However ingenious, both critics go too lar and  creby scem to humar Conrad’s
novel.

"Baines, Joseph Conrad 396.
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same time rejects "the idea of her subservience to  /il."" Lena may not
save Heyst’s life but Heyst is spiritually saved through her self-sacrifice
and love. Affirmation triumphs over negation. Lena’s victory is for Leavis
"a victory over skepticism, a victory of life.""® T 17 puts it "It is a
victory of character over social station, of action over inertia, of will over
misanthropy."” Heyst was Lena’s saviour when he rescued her. Now,
Lena becomes his saviour. As Gillon notes, "Lena’s death has finally
made him realize the dang: and the absurdity of his philosophy.”® [n

this re  :t, Heyst’s agonizing and tragic cry 1s a supreme eulogy on

Lena’s affirmation of life:

[Wjoe to the man whose heart has not learni 1 while young to

hope, to love--and to put its trust in life! (41)

Heyst testifies that he has been wrong in his mistrust d contempt ¢

life and ¢ Leir  h:  been ri in her trust of life. His 1owledge

comes too late, though, not to be tragic.

“Wiley, Conrad’s Measure of Man 157. Indeed, Lena used (o think of her as "the
tempter.”

“Leavis, The Great Tradition 202.
Y"Gurko, Joseph Conrad 214-5.

"Gillon, The Eternal Solitary 140.
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One may think that Heyst "cannot profit from his discovered

Wisdom angd [therefore] performs the conclusive act of renunciation of

life by killing himself."” Or one may wonder whether "to survive and

face up to thiy - may be the nobler path."” However, one should never

fail to notice that we as readers "profit" from Heyst’s failure and his final
Seltlknowledge. As Brodie notes, "Heyst’s end may be physical death, but

We my; in i intimation of despair but also a suggestion
ay see 1 it not only the

of Spirityal revelation. For, in embracing death Heyst affirms the
CMpt  ss5 of life without hope, love and trust.” One therefore wonders

Whether Heyst’s fall is a felix culpa.

To Heyst’s question whether she could not "defen  yourself

somehow’,, Lena vers:
C
I tell you they are too many for me. (79)

" N P avs re: ’
By "l‘hey” Lena means "black men" who are ru eSS and always ready to

24Bzu’ncs, Joseph Conrad 397.

“Batchelor, Lord . 170.
1 die, "C¢  ad’s Feminine Perspective” 148,
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. 1" " . Jar) T .
exploit helpless creatures like her. "They" are conscienceless and

remorseless. As Lena says, "they” are too powerful and "too many” for a
helpless person like her to fight against. The novel presents many of
“them.” "They" deliberately tuin others’ lives sometimes by their
malevolent talking or malicious activity. "They" are utterly devoid of
humanity and betray everything about humanity.

Schomberg is clearly one of "them." T~ hotelkeeper "prowled
round [Lena], mute, hungry, portentous behind his great beard, or else
as led | _iet con s and empty passages with deep, mysterious
murmurs from behind" (79). He is, to use C  les’s phrase, "a lecher with
a ravenous appetite for Lena’s body." It is no wonder that "The contrast
of Heyst’s quiet, polished manner gave her special delight and filled her
with admiration” (79). Unlike other women in the orchestra, Lena is
young and attractive enough to arouse Schomberg’s lust. He even wants

to strike a bargain with Lena:

We’ll soon get rid of the old wo wn [N =~ he | ¢f. ... Ha
her! I’ve never cared for her. ... I shall tell her to go to her people
in Europe. She will have to go, too! I will see to it. ... And then

we shall sell this hotel and start another somewhe else. (94)

27 >
Geddes, Conrad’s Later Novels 71.
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Lena is for Schomberg, to use Walier de I Mare’s phrase, “like a ripe

fruit, not only ready to drop into his mouth, but which would prove a

delicious antidote to the extremely dry distaste for his battered, fear-

besotted wife."?

He will gladly discard his wife if Lena agrees to live with him, "a
O

man of substance.” His wife is for him no more than "an It--an
automaton, a very plain dummy"” that can be eliminated at any time (40).
Later, he ev 1 encourages Ricardo to eliminate her: "I wish you would
¢t _ her « with you somewhere to the devil! I wouldn’t run after you"
(114). Schomberg’s loveless, brutal relationship with his de” 1seless wife
is perhaps a good example of what flartin Buber called "I-1t."%

As Zangiacomo says, it is Schomberg who insists that "the artists
should go about the audience during the interval” (48). Schomberg wants
to promote his bus ess by letting the women performers entertain his
male customers. It is not difficult to surmise that the sexual relationship
between the female entertainers and the male custome is subtly
encouraged. The music that the Zangiaco > band plays Is
something about the nature of the business. As Heyst sharply observes,

there is in their music "a suggestion of brutality--something cruel, sensual

#Sherry, cd., Con ! The Critical H age 291. Walter de la Mare’s review was
published in The Times Literary Supplement, 30 Sept  er 1915,

®In his famous book / and Thou, Buber i "I-Thou" [rom "I-I1." He
stressed the danger of (he "I-It" relationship in wh 0] il 1o enter relation. Failure

(o enter dialogue and relation between man and man was for him "cvil."
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unbelief and scorn for life.

If Schomberg is one of the most pernicious betrayers in the novel,

his male customers also play a conspiratorial role and, like him, betray

humanity. They are ready to believe the innkeeper’s fabricated tale of
Heyst, as the narrator tells us:

Human nature being what it is, having a silly side to it as well as
a mean side. there were not a few who pretended to be indignant
« no | ter authority than a general propensity to believe every

evil report; and a good many others who found it 1ply funny to

call Heyst the Spider--behind s t k of course. (21)

If they had | otested against Schomberg’s malignant defamation of Heyst
he would have ceased to  atch" any more tales. .aey, however, are
insensitive to human decency and always willing to ieve "every evil
report.”

The male audience’s participa._on in 10 ¢ T ‘nst
Heyst has something to do with self-interest. They resent the presence of
the Tropical Belt Coal Co. of which Heyst happens to be man: :r. The
Tropical Belt Coal Co. means for them "the end of the individual trader,”
for they, unlike the company, "could not affc  to buy steamers" (24).
Schwarz argues that the company represents Western imperialism and

that Heyst, therefore, is an im,  ilist who cc  lacently believes that the
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They enjoy the women artists’ service during the interval. It is also very
likely that they may want a business transaction with the women.
Schomberg’s chauvinistic customers actively participate in the
gambling activity. With the forced permission of Schomberg, Jones and
Ricardo turns the concert-hall into a house of gambling and ruthlessly

exploit the greedy male customers of the hotel. The gamblers inside the

hall form an inhumane spectacle:

In the middle, Mr. J 3s, a starved spectre turned into a banker,

faced Ricardo, a rather nasty, slow-moving cat t.. 2d into a
crov ier. By contrast, the other faces rc id that table, 1ything

between twenty and thirty, must have looked like collected

¢ nples of intensely artless, helpless h anity--pathetic in their
innocent watch for the small turns of luck which indeed might

have been ‘:rious enough for tt n. (118)

They are, of course, the pre-destined victims of R’ y 1) 5, butit
Is important to bear in mind that they are victimized vy their own greed
as well. They have a lot in common with the dehumanized trio. With its
repulsive music and greedy gambling hall, Schomberg’s hotel embodies

the hopeless betrayal of humanity or, to use Schwarz’s phrase, the "grim
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a corpse.” He belongs to the world of darkness so that he cannot even

stand the light and closes "his eyes wearily, as if the light hurt them

(112). His "lifeless” look easily terrifics even the diabolic figure like
SChOmberg, Considering his death-like appearance, Jones’s misogyny
comes as no surprise. One critic observes: "The force in Jones is all
negative, and this is why he hates and fears women, for they are fertility
and the literal ’source of life.”® "Women," Jones thinks, "are a perfect
curse” (102). The "governor funks,” Ricardo says, "facing women"
because they are "in the way” a "[m]a’ a noise, if nothing else" (160,
161). When Jones finds out that Heyst lives with L. 1, he feels nausea

and breathlessly calls Heyst "woman-ridden hermit” and "man in the

moon, that can’t exist without 1 woman]" (387). Jones gets further

disgusted as e actually watches Ricardo kissing Lena’s sandals. He tells

Heyst:
Can there be a more disgusting  ctacle? It’s enough to n the
carth detestable. ... If I have to shoot you in tl Lt )$

you will die cured. (391)

It seems that Jones’s misogyny has something to do with Lena’s death.

He, of course, mistakenly shoots Lena. His killii  of Lena, hov er, 1s

Sister Mary Rosaline Kisner, A.S.C., "The Abyss for t  Hollow Man: Conrad’s
Notion of Evil,” Conradiana ii.3 (Spring 1969-70): 94,









him off with his deadly knife.

It is not surprising that Jones defines himself to Heyst as "an
outlaw";

I am the world itself, come to pay you a visit. In anotl - sense I

am an outcast--almost an outlaw. If you prefer a less materialistic
view, [ am a sort of fate--the retribution that waits 1ts time. (379)
, s

Jor 5 perceir . the world as a " eat, wild jur~'e without law" (113).

His is a Darwinian ethic: the ¢ » - eat the weak. Jor ’s claim that I s
"the retribution that waits its time" is somewhat similar to Brown’s claim
(Lord Jim) that he is "the Scourge of God." Milton’s Satan says more or
less the same: "Which way I fly is Hell; myself am  :]1."*

Jones, however, is grossly mistaken in believing that because

Heyst plundered Morrison’s money his plunder of Heyst would be "the

retr ion":

We pursue the same ends ... only perhaps I pursue them with

more openness than you--with more simplicity. (320)

As with Brown’s "sickening sug  tion of ¢c  mon guilt," Jones suy  :Sts

Jos. )
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that there is a lot in common between Heyst and him because they have
the same purpose of plundering other’s "fruit." There is, of course, no
truth in his suggestion of "the same ends." Jones does not realize that
Schomberg "hatched™ a tale, until it is too late. True or false, he perhaps

does not care, as long as he has "some sport out of [Heyst]" (336-7) and

enjoys "the pleasure of defiance."*

Unlike his "governor,” Ricardo is not disgusted or terrified by
women. He rather chases and hunts women. He is a perfect example of a

male chauvinist. Women are for im no more than a sexual tool through

which | can "liberate” his suppressed sexual energy:
Ravish or kill--it was all one to him, as long as by the act he

liberated the suffering soul of savagery repressed for so long.

(288)

He has ‘ither fee nor conscience and is a | fect beast in a " eat,

wild jungle without law." He even boasts of his _.._ ht i

Once I was courting a girl. T used to kiss her behind the ear and

say to myself: "If you only knew who’s kissing you, my dear, you

would scream and bolt!" Ha! ha! Not that I wanted to do them

“Conrad, Notes on Life and Letters 188,
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any harm; but I felt the power in myself. (129)

The 10V€~making is for Ricardo an effective way of showing off hig

POwer." It does not matter whether the woman gets ravished or killed as

1 e .. .
Ong as he feels the "power" in himself. He, for instance, would have

™ 1 or murc ed Lena had she not resisted so desperately and made

him “crestfallen like a beast of prey that has missed its spring” (293).
A man’s i is for Ricardo no more than that of a fly, as he tells

SChOmbe‘

You are no more to me one way or a Hther than that fly there.

Just so. I’d squash you or feave you alone. I don’t care what I do

(129)

a man [Pe

He doeg not "care much for the notion of bui " 2ril
| and foot and fastened y the neck besides” (143). Leavi

boungd j,
him. A hu n

Ohe Jife more or less on this earth” does not matt.
"It" that can be ruthlessly exploited

bemg becomes for the "secretary” an

aNd then discarded. Heyst’s excessive claim that "[tlhe wor” " is a b
d filled with infernal figures

dog™ cap be true if one imagines the worl
like Ricardo, Jo ; and Pedro. Then, "[i]t will bite you if you ‘ve it a

Chance™ (57).
Pedro resembles a beast more than a human being. Pedro is
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actually called the governor’s "dog." He is ready to do whatever the
governor orders him to do. He, for instance, "could bring down an ox
with his fist, at a word from the boss" (142). As Ricardo threatens

Schombe  he is not ex: zerating at all:

And if I thought you had been to the police, I would tell Pedro to
catch you round the waist and break your fat neck by jerking your
head backward--snap!/ I saw him do it to a big buck nigger who
was flourishir = a razor in ..ont of the )vernor. It can be done.
You hear a low crack, that’s . " -and the man drops down like a

limp rag. (152)

Before Ricardo’s description of Pedro’s brutality, even the satanic
Schomberg collapses "as if indeed his moral neck had been broken-
-snap!" (153). Pedro’s appearance alone is enough to terrify people.
Wang, for instance, becon te 1 1 as he witnesses P¢ o’s "great
fangs and ferocious growls" (311).

Pedro’s physiognomy can be a perfect metaphor for the trio’s

betrayal of humanity, as the narrator describes it:

The lower part of his physiognomy was over-developed; his
narrow an low forehead, unintelligently furrowed by horizontal

wrinkles, surmounted wildly hirsute cheeks ar = a flat nose with
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betrayal of his "governor” becomes exposed and Jones therefore kills his

"Secretary,” Pedro gets killed by Wang. It appears that the trio

NCverthelegs accomplish their mission by destroying Heyst and Lena. The

Victory, however, is not theirs, for the infernal trio are unable to destroy
the human spirit embodied in Lena and Heyst. Jones, Ricardo and Pedro
“ome to pq understanding of the human values because they are, to

borrow Lawrence’s phrase once more, "a gnawing little negation, gnawing

At the ooty of life."#
the novel’s final word

Some | ics have n le too much out

”NOth‘i“g-’ " (412). Rieselbach, for example, takes the word at face value
and thereby (1 ks that "we are left with a wasteland vision."* Davidson
h ks "nothing is redeemed [by Heyst’s suicide]."* Baines also notes
that (e novel ends "on a note of despair."* These critics are unable to

See the affirmative spirit the novel presents: despite the trio’s diabolic

ined because victory is not death’s

Y1y - . . : " .
&"dw’“g, "the roots of life" are su
. \ 1,
if , ) is said of Lawr ce, "the
but life’s. Conrad makes clear, : 1 wis st

YA .~ . M I \ ’s r’»l . L‘
differance between what makes for life and that which makes against

it 7 The world may be like Schomberg’s hotel in which humanity is

\\\\‘ R

43[‘3“’"01100, Women in Love 419.

44Ri0801[)ach, Conrad’'s Rebels 133.

45 . ,
Dawdson, Conrad's Endings 101.

4GBa"“CS, Joseph Conrad 400.
N,

7 ; - . Chatto,
Leavis, The Common Pursuit (London: Chatt
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neglected or betrayed, but one need not despair as long as one retains
hope,” "love,” and "trust.” This is what Conrad’s moral imagination is

all about. It is no wonder that Conrad chose Lena’s dying scene for his

public read”  in the United States (May 1923).
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