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INTRCDUCTION

Conrad's Notes and Prefaces to the collected edition

of hi

w

works shed considerable licht on his general concider-

-

atione cf ﬁhe aim and function of the novelist. The Notes

i

arée an important source of background information about

(¢

the sources for many of his characters and tales, They are
also an importznt source in interpreting his ficticn since they
illuminate both the man and his preocccupations, and his "way
of conceiving and drsmatizing experience," ! Yet critics of
Conrad have not made much use of them. The general tendency
has been to disregard them as valuakle interpretive tools,
This tendency is closely associated with the view of Conrad

as an achievement~and-decline novelist. Because the Notes

and Prefaces were written during the period of his so-called
decline they have been for the most part ignecred. The Notes
and Prefaces also have the misfortune of teing contemporaneous

with the Collected Prefaces of Henry James, and inevitably they

—are compared with James's Prefaces and found lacking._ _One of _

the very great dangers of such a comparison is that often
the unique charactericitics of the individual works are lost
sight of or Jjust simply forgottenu. For my part, I find it
extremely difficult to kelieve that Conrad would have taken

the trouble to provide each volume of his collected works

1 Karl, p.21.
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with its own Note or Preface and not rcecveal what he intended,
what he was striving for, or what the principles were by which
he worked., It is my hope that this thesis will show that
Conrad's works may be more usefully viewed in the light of
the major principles of his aesthetic as it is revealed in
the Notes and Prefaces,

I have undertaken two tasks: to examine the Notes

and Prefaces and to considzr three of Conrad's works (The

of the Notes and Prefaces. For the purpose of this thesis I
have limited my consideration of the Notes and Prefaces to

a discussion of the major érinciples of Conrad's aesthetic
as revealed there. Chapter one of this thesis is mainly a
censideration of the major principles of Conrad's acsthetic
as revealed in the Notes and Prefaces. A secondary interost
in thie chapter is my attempt to account for the present
position of Iow esteem in which the Noteec and Prefaces are
held by most critics of Conrad ¢ - Chapter two beginj with a

consideration of the Preface to The Ninger of the Narecissus,

followed by a discuscion of the novel in the light of its own
preface and the Motes and Prefaces in generzl, Chapter three
demonstrates not only the relevance of the particular Auther's
Note to Lord Jim, but also demonstrates that several cther

Notes and Prefaces have a bearing on the mearing of the novel,



Chapter four usttempts briefly to account for the misunder-

standing of Chance and to show that the Author's Note to
the novel ‘provides valuable clues to the nature of the

difficulties in the ncvel.

w



CHAPTER ONE

The first artists, in any line, are doubtless not
those whose general ideas about their art are most
often on theiyr lips = those who most abound in
precept, apology, and formula and can best tell us
the reasons and the philosophy of things. Ve know
the first usually by their enezgﬁfic practice, the
constancy with which they apply their prlnripl@
and the serenity with which they leave us to huﬂL
for thelr secret in the illustration, the concrote
example. None the less it often happens that a
valid artist uttcers his nystery, [lashes upon us
for a moment the 1ight by which he works, shows us
the ruie by which he ho;ds it just that he should

be measured, This accident is happlest, I think,
whnen it ig soonest over: the shortest *vplaﬁdt ns

of the products of genius are the best; and there ig
many a creator of liking ficures whose fri%ﬂdgg
however full of faith in his inspivation, will do
well to pray for him when he sallies forith into the
dim wilderness of theory. The doctrine is ant to be
so much less inspired than the work, the work is

of ten 80 much more intelligent than the doctrine.

HENRY JAMES

Can.asarious student of Conrad learn anvthing from
4 C

if so, do they offer him any-

bz..-

the Notes and Prefaces, and
thing more than autobiographical tidbits or background
information about the real=life sources for many of Conrad'
characters and tales? While it must be admitted that for the

most part Conrad does confine the Notes and Prefaces to

discussions of the real-life sources for many of his characters



and tales, and that the Notes and Prefaces have very little to
offer in the way of precept, it is my contention that they
contain the essence of Conrad's aesthetic principles,. in the

light of which it is possible to read his fiction not only

with increased awareness but also with a greater measure of ;

delight. |
The present position of low esteem in which the Notes

and Prefaces are held by many critics can be traced,éither

directly or inditrectly, to one of two reasons. First, as John

Palmer points out in his book Joseph Conrad's Fiction: A Study

in Literary Growth , "it is fashionable among achievement-ands-

decline critics to reject Conrad's...prefaces as clues to his

1 )
art', Second, the Notes and Prefaces fail to compare favorably

[

with the Collected Prefaces of Henyry James.

Frederick Karl's position is representative of the
general attitude towards the Notes and Prefaces. As an
achievement-and-decline critic, it is not surprising that he
should maintain that

as Conrad's novels declined in power, his critical
comments =- as evidenced by the Notes «= also
manifested a loss of serious intent. The debility
that marked his last ten yeavs of creative woik -
carried over into,the Author's Notes written during
the same pericd., ©

Congsequently, Karl concludes that "the Notes prove, upon

1 John A. Palmer, Joseph Conrad's Fiction: A Siudw &Q,
Literary Growth (New York: Cornell University Press, 190839 pP.2064,

2 Karl, p.23.




examination in their context, to be among Conrad's lesser
2]
accomplishments”, ~ Karl's low opinion of the Notes and

Prefaces, it seems to me, is inextricably bound up with his
4

o

overall view of Conrad as an achievement-and-decline novelist

The achievement-and~decline theory, however, enjoys nothing like

a critical consensus of opinion and has as a matter of fact

recently been the object of a great deal of critical inquiry.

But whether - * the achieffement-and=decline theory is true

or false does not really matter., What matters is that critics

of ten disregaxrd the Notes and Prefaces completely, dismissing

them as "décile™, and fail to discern that they shed considerable
=

light é@n the major principles of Conrad's aesthetic, 7

The secon

o~

1 reason for the low opinion of the Notes and

teda
h

Prefaces 13 to be found in their failure to compare favorably
with the €ollected Prefaces of Henry James. Donald C. Yelton,
commenting on the "author's notes" and"familiar prefaces', in

his Iniroductien to Mimesis and Metaphor says:

Though not barren of significant hints for the critic
or practitioner, they are far from constituting -

as the Polleftud prefaces to the New York edition of
Henry James's novels have Been taken to constitute

-« an "art of the novel®,

4 er Pa]merg Tnaepi Conrad's Fiction, pp.2060-208, fox
a summary of the achlevomentoandwcunllnl.conurov0r 5Y o e
§ T use the term "aesthelie® quite loosely in this tnesis
to mean Conrad's general COﬂS‘dLLaiLOqS Lbcut life and ari, and

not in the limmucd, particularized sense in which 1% is most
frequently usedo

4 3 =3 5 5 Mo 3000
6 Donald C. Yelton, Nimesis and Metaphor ( The Hagua:
o .- O e
Mouton & Cooe, 1667, P13,



This type of compariskn seems to me to be grossly unfair,

Very rarely is it taken into account thet the Notes and Prefaces
differ in intention, content and scope from the Prefaces of
James, Interestingly ehough, Frederick Karl, unlike many other
critics, demonstrates that he is well aware of the differences
betwean the Notes and Prefaces of Conrad and the Prefaces of
James., Yet, paradoxically, he appears reluctant to forgive

Conrad for doing what Karl readily admits Conrad was ingapable

of doing anyway -= writing prefaces like those of James, This
process of comparison secms to me %o be analagous to a person
comparing and evaluating two similar yet distinct colours, maroon
and red, for example, and then turning around and damning the

one on the grounds that it is not the other. Almost inevitably
the Netes and Prefaces are compared teo the Collected Prefaces

of James and almost always they suffer by the comparison. They
suffer largely on account of the fact , as I have already pointed
out, that they differ in intention, comtent and scope from the
Prefaces of James, They also suffer because thete is an obvious
difference in the critical abilities and the critical sophist-
ication of Conrad and James., Even though idarmes is by far the
better critic of the two this does not mean, as many critics take
it to mean, that Conrad should simply be dismissed as negligible,
Even if his criticism leads " back only to himself, to his own

- , . . T ooy s
way of conceiving and dramatizing experience', it is valuable

& Karl, p.2l.



because

whnat he

choices

reading
towaxrds

his

they wers

arcived
own remna

reveals

but also

Coll

it epells out the principles by which Conrad worked,

intended, what effect he was striving for, and what
he made,
It is only too readily apperent from even a cursory

of the Notes and Prefaces that Conrad's attitude

them differs considerably from James's attitude towards

ected Prefaces; and conseguently, they ought to be read

ight of the spirit in which they were written, The
iremediately arises: How do we ?now in what spirit
writtsn? The answez to this guestion is ecasily

at simply by focussing attention on certalin of Conrad's

rks, In the Author's Note to The Shoxter

not only hic attitude towerds the Noles and Prefaces,

his conception of their function, when he says:
The deep, complex (and at times even contradicto ory)
feelings which make up the very cssence of an authorts
attitude to his own crestion arg real encugh, yet thoy
may be, often are, but shapes of cherished 1llusions,
Frail pl 1ts, you wiTT admit, and it only for the
shade of Jnlﬁtary thought. Praecious == perhaps? Yes,
But by thazir very na u*@ precicus 1o only one man

to him in whose mind =~ or is it the heart? - they

are rooted,

That consideration would seem to me conclusive

against anyvone writing any proface wlakpvo“? if it
were not for my insradicsble suspicion thet in this
world, which some philosophers have defined merely as
a series of "vain appearances”, our very illusions
must have a practical mecaning, Are they not as charsc
istic of an individuval as his opiniOﬁs, for instance,
or the features of his face? In fact keing less contr
lable thev must be even more dangerously 1rqﬂ3a+<rya
This is an alarming consideration, But whether

L%

O

4 o

=
<&
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because of a strain of native impudence, acquired
callousness, or inborn trust in the goodness of
human natére, it has not prevented me during the
last few years from writing a good many revoiatory
pref&ceggoeherr I am aga?n vol;ni@erlnq vet one more
of these sincexe confessicns

In another Authoi's Note Gonrad defines the Note as “a place
for personal wremarks" (VIII, iii). In addition, in a letter
to Richard Curle dated July 14, 1923, Conrad upbraids him foxr
summarizing the prefaces because

The summarizing of Prefaces, though you do it extremely
well, has not this disadvantage, that it doesn't give
their atmesphere, simply becauvse those pages avre an
intensely porponal expraession much more so than all
the 1@ -t of my writing, wiih the excepticn of the
Personal Record, perhaps. ’

I}

What all of thi

implies is what any conscientious reading

23

of the Notes and Prefaces will confizm: that they are familiar,
almost copversaticnal,inttope and axe priémarily concerned

with firmly rooting in reality the "frail plants™ of Conrad's
labour, as well as affording himAaAplace Bte explain that thexe
was ho perveirse intention, no secret scorn for the natural
sensibilities of mankind at the bottom of his impulse”™ (IX, wviii).
It is also quite apparent from the Notes and Prefaces
that Conxrad and Fames differed considerably with regaxd to their
critical abilities. One of the great dangers of comparative
study is that it often loses sight of the unique characteristics

of each author a8s critic. What is especially worthy of note in

Walter F. "‘."1'3G’w9 L*d” Jozeph (m::wc‘ on Fiecticn
(Lincon: University of Nebraska Press, 1904], p.23l. .
All furxzer references to this preface will be aMhCVL$ied a;lo
and the page references q*ven will be those in Wright's booke.
5 LOL g Il pe‘-'l -]
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this respect is how far short of the mark critical evaluations
of the sort which follow fall:

Conrad®s Notes...show,.o.that as a self-critic he
was not of James's stature.+O

If we Judgc by these Notes alone, Conrad is surely the

most dlsappgzntlﬁo of majoxr ath0r5 as self-critics. 1

But nowhere does Conrad claim that the Notes and Prefaces are

xamples par excellence of the writer as self-critic. On the-

contraryy Conrad demonstrates that he was only too well aware
of hig lach of cmitical sophisticetion , This recegnition on
his part is conveyed clearly in the following, particularly
revealing, passage
More skill would heve made chfm{his stories ?ma;s real
~and the whole composition more iﬁiﬁ?*fl‘ﬂgo But here
we are approed Ph%nq the velled region of axticiic values
which it would be impreper and indeed dangerous for
me to emter. (V, viii)
Self-revelatory statements like the preceding one undexrline
the vast difference which @xists'bc neen the Notes and Preface
of Conrad and the Prefaces of Jemes. While it is true that the
Collected Prefaces of James constitute an Y"art of the novel"”
and the Notes and Frefaces of Conrad canrnot be said to do so,
nevertheless, the Notes and Prefaces are worthy of consideration
because nct only do they shed considerable light on the nature
of the correlation between Conrad's biography and psychology

and his fiction, but they also call attention to several key

10 Karl, p.2l,
11 Ibidaey, pPo3Y,
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elements of the craft of ficticn, such as, form, point of view,
mood, tone and sentence construction,

In the Motes and Prefaces; as elsewhere in his writings,
Conrad clearly rejects the intellectual and the critical and,
instead, favers the emotional and the intuitive., One of the reascns
for Conrad's always suspicicus and of ten downright ankagenistic
attitude towards the intellectual and the critical rests in
his own somewhat anti-aesthetic position, As he says in the

Author's Note to Tales of Unrest:

One does one's work first and theorizes about it
af terwards. It is a very amusing and egotistical
occupation of no use whétever to anvome and just
as likely as not to lead to false cconclusions, (I

<

)

Another reason for his attitude can be found in his sense of

always being an outsidexr to '"the veiled region of artistic
values™ (V, viii), a feeling which is rooted in his distrust

of the sophisticated, of the complicated, of knowledge outside
the usual beunde of human understanding. Yet ancther reason
foxr his attitude has its roots in the greet difficulties

he experienced in writing, In a letter to Edward Noble, dated
October 28, 1895, Conrad writes:

It took me 3 years to finish Folly. Thexre was not
a day I did net think of it. Not a dm o And aftiex
all I considexr it honestly a miserable failuren Every
critic but two overrated ihe book, It took me a year
to tear the Qutcast out of my%c}f and upon my word of

gnour, == I ook on it {now itfs finished) with
Ltter disappointment,

12 Lozdeg I’ P 1830



12

What I hake sz2id so far may seem to indicate that
Conrad neither could noxr would attempt to formulate a personal
aesthetic for himself. But while this may appear to be the case
it most definitely is net so. Indeed it is my hope that by
focussing my attention on the Notes and Prefaces T wikll be able
to show that Conrad did ha¥e a personal aesthetic and that
his aesthetic had a marked influence on his fhetion, It.is
my contentlion that the Notes and Prefaces are a valuable source

in interpreting Conrad's fiction, that by revealing h

E.Jn

5

preovccupations they point out the components of his aesthetic

Conrad's aesthetic:as it appears in the Notes and Prefaces;

be said to be founded wpon four broad principles, First of
all, there is his sincere,if naive, belief in the solidarity
of all mankind, This belief can be -traced, elther directly ox
indizectly, to his Polish backgrouhd and his life at ses, both
of which are extremely important {ormative influences in the
creation oft his aesthetic, Strictly speaking, this is not so
much a principle of his aesthetic, but rather, the most important
moral and artistic principle in Conrad's system off values,
Secomdly, there is the crucial distinction which Conrad makes

between two kinds of experience. Closely allied. to this

distinction is the quection of imaginatiol and invention,



13

Thirdly, there is Conradfs often reiterated defence of the
intuitive and the emotional as the bkasis of all art, An important
corellary to this is Kis belief in artas communicatlon 2nd
art as empathy. And finally, there is his belief in the
importance of the "purely artistic® considerations of the art
of fiction,

In the Ngtes and Prefaces Conrad provides the readex
with Lwe very important pleces of biographical information,
information which goes a long way. towards anBwering not only
the guestion "What formed Conrxad's character?™, but also the
question, which is of suprewme importance to this thesis,
"What formed Conrad'e aesthetic?” The single, mest important,

formative influence is undoubtedly the sea. In the Author's

Note to The Mirror of the Sez Conrad says:
this book,..is the best tribute my plety can offer
to the ultimate shapewrs of my character, convictions,
and, in a sense, despiny «~= to the imperishable sea,
to the ships that are no moxe, and to the simple men
who have had their day. (VIII, viii)
He speaks of his experience at sea as "that sort of experience
which teaches a man slowly to see and feel"™ (VIITI, vi). The

words "see™ and "feel” are the very foundation stones of Conrad’

aesthetic as he reveals it in the Preface to The Nigaer of the
Napcissug. A Spanish writer, Lilia d'Onofrio sees a definite

¥ yelationship between Conrad's sea experienee and the
rhythmic ebb and flow of his fiction:

The sea had nourished Conrad's unconscious with memorl



and impressions; there is therefore in his stories some
thing of the changing tonality and incessant mutations
of the ogean's condltLOﬂ comparabls to the human
soul: 1%, like the ocecan, is accustomed t? announce
agitated passions with surface placidity.

However, while it must be admitted that the sea plays an
important role in the formation of Conrad's character and
aesthetic, it would be quité wrong to see him as merely a
writer of sea tales. In fact, in a letter to Richard Curle
Conrad objects to his being designated as a " 'Spinner of
sea yarns =-magter mariner --seaman writer ' ", saying:
"After all, I may have been a seaman, but I am & writez

of prose....in the body of my work barely one tenth is what

14

may be called sea stuff " Or as he writes in The Buthor's

C‘/'x

Nete to The Shoxter Tales:

Though I have heen often classed as a writey of the
sea I have always felt that T had no speciality is
that or aﬂy other &prTEIC subject, It is true tlat
I hake found a full text of life on the sea....Sea
life had been my life, It had been my own selfe
uiféicient; self-satisfying po®%essioNecae

As a mutter of fact I have written of the sea very
Little, if the pagus were counted. It has heen the
scene, but very seldom the aim, of my endeavour, It i
too late after all these years to txy to keep back
the truth; so I will confess here that when I faunched
my first paper boats in the days of my literary child-
hood, I aimed at an element as restless, as damufrouug
as changeable as the sea, and even more vast «= the
unappeasable ocean of human life, (S.T, p. 234)

143

p.,a

Obviously then, the most significant thing about Conrad's

"twenty years" at sea is not, as might be expected, the

13 Karl, pp. 122-123,

" * - - £
4 L.L. II, po3i0,

P«D



importabt rple the sea per se plays in his fiéction. Instead the
sallent features of his sea experience, with respect to his
aesthetic, are the important role the ideals, such as solidarity,
loyalty, and fellowship, associated with the sea play in Conrad's
fiction. The sailor's "turn of mind composed of innocence and
scepticism,.,with the addition of an unexpected insight into
motxvep“lb also influenced Conrad's way of conceiving of
experience,

Another equally significant influence in the formation

of both Conrad's character and his asesthetic is his Polish

backoround. In the Author's Note to A Personal Record, Conrad

p2=

presents the reader with the fundamental lessons he learned
in childhood. As his birthright Conrad inherited "the Polish
temperament with'its tradition of self-government, its

chivalrous view of moral restraints, and an exaggerated respe

ﬂ

for individual zights Y (VIII,vii), Fur?hermo:eﬁ

iy

an impartial view of humanity in all its degwess o
splemdor - and misery together with - Qpecnal regaxd
for the rights of the underprivileged of this earthg
not on any mystic ground but on the ground of simple
fellowship and honourable reciprocity of sexvices,
was characteristic of +the mental and moral atmosphere

of the house which sheltered my hazardous childhood s
matters of deep conviciiom both lasting and consistent,
and removed as far as possible from that humanitariasniew
that seems %o be merely a matter of crazy nerves or o
morbid conscience, (VIII, vii)

A

ot

Diana Neill in her book A Short Hl tory of the English Novel

finds that

15 Chance, p. 33.

o



Growing up in a orld that could offer neither
happlhﬁf‘ nor content, Conrad early in life came

to learn that death was often the least hardship
men had to bear, From his father he derived an
austere and aristocratic code of honor ~= unswerving
loyalty teo txuth and trust. All else was vain

and must be endured with quiet stoilcism, Early
contact with suffering awakened in Conrad a »
strong sense of compassion and a deep understanding
of the te mp&ayxin% that beset men under the impact
of misfortune,

What all of this reveals is that there are numerous
conflicting elements that went towards shaping Conrad's
character. On the one hand, there is his insistence on
impartiality, on fellowship, on compassiony and on the othex,

there is his austere code of honor, his unswerving loyalty

to truith and trust, and his kinship with the outsider, Not

o

only Conrad's character but his aesthetic as well is the

w

product of numerous serious psychlic divisions, These divisions
panifest themselves in his prosa as polar tensions between the
individual and society, between acguiescence and protest, betwsen
skepticism and stoicism, Conred adhered simultanecusly to the
antithetical princicles of individualism and community, land
values and sea-values, There exists in Conrad's fiction a sharp
conflict between the author's kinship with the individualist
on thewone side, and his belief "in the solidarity of all mankind

in simple ideas and sincere emotlons™ (XIII,xi), On the moral

16 Biana Nelll., A T}
(New York: Collier Books,

vy of the Enalish Novel
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level this division manifests itself as a conflict between
"respect for individual rights" and respect for "the
sovereign power enthroned in a fixed standard of Conductn”l7
Conrad's art depends for much of its effect on the complex
interplay of these various antithetical attitudes.

People and events from either his early life or his
life at sea provide the sources for many of his stories and

characters, For example, in the Author's Note to Nostromo

.

he says "RBut mainly Nostromo is what he is because I received

th

o]
[..u.

spiration for him in my early days from a Mediterrancan

sailor {VII,xx)." Again, in the Author's Note to The Shorter

Tales Conrad writes: “my past hed, by the very force of my
work, become one of the sources of what I may call, for want of
a better word, my inspiration==--of the inner force which sets
the pen in motion, (S.T. p.234). Conrad's artistic skill

lies in his ability to -select froem higs vast store of experiences
and people, actions and characters that can be molded to
shape something which hac a life of its own: something that
has "that glimpse of truth"., What critics often fail to

discern, bhut what Conrad himself realized only too well, is

that, as he says in the Authcr's Note to Within the Tides:

the mere fact of dealing with matters outside cf the
general run of everyday experience laid me @ 7 ¢

17 Lord Jim, p.SC,



18

under the obligation of a more scrupulous fidelity
to the truth of my own sensations. The problem was
to make unfamiliar things credible. To do that I

had to create for them, to reproduce for them, to
envelop them in thelr proper atmosphere of actuality.
This was the bardest task of all and the most
impcridntg in view of that conscienticus rendering

of truth in thought and in fact which has been
always my aim. (XV,vi)

Conrad's past experience not only provides him with his

inspiration, but also, by virtue of its uncommonness, is

the source of his innovetive and excellent method. From the

preceding discussion it is abundantly clear that Conrad's

Polish background and his sea experiences played an important

role in the formation of his aesthetic,

The second principle of Conrad's asesthetic is the
distinction between two kinds or types cf experience,
Distinguishing between kinds and uses of experience in the
Author's Note to the volume entitled Youth Conrad says:

More ambitious in its scope and lcenger in the
telanjg Heart of Darkness is quxi as authentic
in fundamentals as Youth. 1t i1s, obvicusly, written
in anothexr mood, I won "t characterize the mood
precisely, but anybody can see that it is anything
but the mood of wistful regret, of reminiscent
tenderness.

One more remark may be added. Youth is a feat
of memory. It is a record of experience; but that
experience, in its facts, in its inwardness and
in its outward coleuring, begins and ends in myself.
Heart of Darkness is experience, too; but it is
experience pushed a litile (and only very little)
bevond the actual facts of the case for the perfectly
legitimate, I believe, purpose of brirging it home to
the minds and bosoms of the readers. There it was
no longer a matter of sincere colaaring, It was like




another art altogether. That sombre theme had to ke

given a sinister resonance, a tonality of its own, a

continued vibration that, I hoped, would hang in the

air and dwell cn the ear after the last note had been
struck. (V,vii),

Againg in the Author's Note to The Shorter Tales, he says:

Finally, let me say that with the exception of
Youth none of these stories is a record of ex=
perience in the absolute sense of th% word, As &
have said before in another preface Lhey are all
authentic because they are the product of twenty
years of life == my own life, Deliberate invention
had little to do with their existence -= if they do
exist. In each there lurks more than one intention.
The facts gicanﬁq from hearsay or experience in the
varicus parts of the glcbe-were but opportunities

of fered to the writer. What he has done with them
is matter for a verdict which mugct be left to the
individual consciences of the readers. ($.T. p.236).

For Conrad, then, there are two kinds of experience. First
of all there is experi@ncé "in the absolute sense of the
word™, that is to say, individual,; personal experience.
Secondly, there is experience in the sense of knowlcdge of
life, or what Conrad himself refers to as "general know-
ledge, fortified by earnest meditation™ (XI,vii),

Closely related to this distinction between two
kinds of experience, and of particular importance in
Conrad's aesthetic, is the crucial distinction he makes
between two kinds or levels of truth, or more precisely,
between "™truth" and "invention®. "What exactly does Conrad mean

by truth? Conrad uses the term only in its broadest sense

18 See the Author's Note to ILyphoon, III
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to mean "plausikle™ "authentic™, or "credible". He does not
hesitate to sacrifice the facts "for the perfectly legitimate
e.o purpose of hringing... home to the minds and bosoms of the
readers® (V,vii), what I shall call, for want of a better term,
artistic truth. Conrad's art is not concerned with the facts
per se, but with "what of each is fundamental, what is endur~
ing and essential == their one illuminating and convincing
guality =~ the very truth of their existence ® (I1T1,vii).
The facts gleaned from hearsay and experience are merely
the raw materials, the stuff from which he createsartistic
truth. Conrad's real interest lies not in "events but,.., their
effect vpon the persons in the tale W(11I,vii): not in the
conseqguences hut in "the motives of any overt act "(IX,viii).
Furthermore, Conrad makes a sharp distinction
between what he calls "txuth"™ and what he calls "invention®™.
In the Author's Note to Tales of Unrest, he says, about "An
Outpost of Progress”, that "as for the story itself it is
true enough in its essentials. The sustained invention of a
really telling lie demands a talent I do not poscess “(I,vii).
Similarly, in the Author's Note to MNostromo, hie writess
"To invent a circumstantial account of the robbery did not
appeal to me, because my talents not running that way I

did not#hink that the game was worth -the candle "(VII,xvii).

Yet, in the Author's Note to A Set of Six, Conrad frankly

admits, about "The Duel®™, that not only did he "invent"
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the two officers, but he also "invented" the pretext for

the dual as well and that he had "no gualms of conscience
about this piece of work "(X,viii), At first glance there
may seem to be an inconsistency bstween Conrad's professed
belief that "truth alone is the justification of ... fictiorn®
and his abhoreerce of “invention”, and what he candidly admits

to in the AuthorSNote to A Set of Six. This however is not

the case. First of all, Conrad makes the point that Ygiven
the characters of the two officers the pretext for the duel
is "sufficiently convincing® (X,viti). In other words, the
pretext, in the context of the story, is credible; it has
the illucion at lesst of truth. Secondly, while the facts
of the story are not true, the story is nonetheless true in
essence, His aim, he tells us the Author's Note,was "to
capture ..., The Spirit of the Epoch =« [the Napoleonic poz&oﬁ?
never purely militaristic in the long clash of axms, youthful,
almost childkike in its exaltation of sentiment -~ nailvely
heroic in its faith (X,ix)¥V “The testimony of some French
readers who volunteered the opinion that in those hundred
pages or thﬁ]h 2d managed to render ‘wonderfully'! the spirit
of the whole epoch™(X,1x), can be taken as proof that Conrad,
UThe Duel®, actually did produce the effect of actuality,
did see into the heart of the matter. Finally, and clcsely
related to the other reasons, is the inadvertent distinction

Conrad makes between justifiable and nonjustifiable invention,



Invention is justifiable only if it is cloaked in the
illusion of credibility, only if it contributes to "the
perfectly legitimate”™ task "of bringing home to the minds and
bosoms of the readers "(V,vii), the general truth of the
human condition,

Not surprisingly, a very close relatidnship exists
between the second and third principles of Conrad's zesthetic,
between his recognition of general truths and meaningful
experiences and his attempt to ccmmunicate his vision, The
urge to communicate his feelings in hla work is the legitimate
aim of any novelist and is an especially important elemant

in Conrad's aesthetic, 1n the Author's Hote to The Mirrex

L

of the Sea Conrad confesses that after he left the sea and
was moved to write it was with the ineradicable hope, that
accompanies one through solitude as well as through a crowd,

o

of ultimately, some day, at some moment, making myself
understood”® (VIII,vii). The primary motivation behind his
writing is his desire to "convey the inner truth of almost
a lifetime™ (VIII,vi). Conrad's predilection for the inner
truth 1s a key concern in his writings and his aesthetic

as well, "Art itself”, says Conrad in the Preface to

Lhe Nigger of the Narcissus, "may be defindd as a single~

minded attempt to rendexr the highest kind of justice to
the visible universe, by bringing to light the truth,

manifold and onz, underlying its every agpect.™ (IIIL,vil).



The artist's
«= disclose its
hn

within core

Closely
and yet another

the idea of art

Conrad would have been in

awrence's dic

the Author's Note to The Shorter

tas

k

*
18

inspliring

af each convincing moment” (III,%).

related to the
important element in Conr

as expression,

almost

idea of ax

4

adls

23

to "reveal the substance of its truth

secret; the stress and passion

aesthetic, is

especlally self-expressio

No

t as gommunication,

complete agreement with .1,

tum: "Art for my sake, Conrad himself says in

Tales that he 1s "an artist
for whom self-expression must, by definition, be the principal
object, if not the only rajison dletre ; of his existence” (5.T.
P.232), Surely, we must concur with Zabel's evaluation of
this aspect of Conrad's aesthetic:

So we come to know him in his books: not as a man who
merely tells a tale but as a poet in fiction, The man
who suffers and the mind which creates may be, i 5
separate and apart, But after their ordeal is R
they mexrge once moxe, The mind has created more e
book, It has created the wan who wrote the bock , in
the only sense in which we can genuinely know him, I%
is not the Conrad who left Poland, sailed seas, saw
strange men ond places, who fi na‘lv concerns us, It is
the man who usce ithose experiences as an artist, and
who re-creatsd himself in his mastery of them,...%hen
he comes to us as Singleton, Jim, Decoud, Razumov, ox
Heyst, we know a man who has escaped the confines oﬁ
his single person anq35,Lpetumtﬁd his mind and emction

instherhuman

spirit.

acted as a kind of physic for Conrad as it ha

s done

for many other writers, both novelists and poets. Tonrad's

19 Zabel, pp. 4D=46,
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fiction embodies in an articulate structure of narrative and
symbol the polar elements in his personality. Moreover,
besides its function as self-expression and as physi
writing also has a social function for Conrad. It unites the
members of the social group by virtue of the fact that it awakens
®in the hearts of the beholders that feeling of unavoidalbe
solidarity; of the solidarity in mysterious origin, in toil,
in joy, in hope, in uncertain fate, which binds men to each other
and all mankind to the visible world "(III,»). Conrad maintains
in the Author's Note to Typhoon that

in everything I have wrilten there 1s always one

invarisghle iluﬁﬂbl@ﬂg and that i¢ to capture the
reader's attention, by securing his imt@;cqi and

] - pd
enlisting his sympaihies for the matter at hand,
whatever 1t may be, within the limits of the
visible world and within the boundaries of human
emotions, (ITI,vii-viii).

3

In this way Conrad is able, not only to communicate his
intuitions, emotions and experiences, but also to bring
his readers to participate in his "belief in the solidarity
of all mankind in simple ideas and in sincere emotions "(XIII,
xi).

Any discussion of Conrad's aesthetic must come to
the realization, soonzr or later, that belief in the
intuitive and the emotional, rather than in the intel-
lectual, as the basis of art lies at the heart of Conrad's
aesthetic. "Thinking" Conrad says "is the greatest enemy

of perfection. The habit of profound reflection, I am

compelled to say, is the most pernicious of all the habits



formed by civilized man® (XIV, x=xi}. On another occasion he

writess "it is better for mankind to be impressicnable

. 20 . . .
than reflective, " Again and again, in the Author's Notes

and Prefaces Conrad propounds his belief in the intuitive and

the emotional as the basis of art. Perhapd the best and most

concise expression of this is to be found in the Preface

The Nigaer of the MNarcissus where he writes:

Ficticn == if it at all aspi
appeals to tempnvaxﬁﬁﬁa And in
like painting, like mu3$,9 11

es to be art

Sulie] Doh

@8 o

truth 1t .uut be,
<@ all art, the

appeal of one T»uy;;cmmru all the other in-

numerable temperaments w;u&w ﬁub*l& and resi

€
stless

to

powes endows passing evenis with their true mybnimgg

and creates the morsl, the emcticnal 4me;(h61e of
fective
S
and,; in fﬁﬁbg it eannot be made in aﬁ3 pther way,

the place and time. Su?h an appeal to be ef
must be an impression CﬁwVﬂ}c4 through the

[l &
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because temperament, whether individyal ox CollﬁﬂiiVQ
vefore,

is not amenable to persuasicn, All azt the

appeals primarily to the senses, and the
aim when expressing itself in writton we

p=d

also make its ngécl through the senses, 15

f} @‘

desire is to reach the secret spiing of xesponsive

emotions., (I1X, ix)

Conrad's belief in the intuvitive and the emoticnal as the

basis of art goes a leomg way towards explaining the

of a conclsely formulated and well articulated aesthetic

ar*i&tic

lack

in his criticel writings. This lack comes as no surprise at
all if we take into account Conrad's belief that"things th

"just happen' in one's work seem impressive and valuable because

at

they spring from sources profounder than logic of a deliberate

theory suggested by acquired learningy let us say, or by lessons

drawn from apalysed practice” (S.T.,p.232). Another

teas

n.for

+

50 See Volume Xi, A Familiar Preface, poxi.

thi
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lack, and one that is closely allied to Conrad's belief in

the intuitive, is his recognition that '"the changing

wisdom of s