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Summary

In this research we tried to define bothraty criticism and linguistic
criticism and clarify their scopes of interest.

We depicted Joseph Conrad’s Heart of Dakimewhich the theme of

nature is analysed from the two points of view, the literary interpretation

and the linguistic function of simile through whinhture is expressed.
After comparing between the results obtaifnedh the two analyses we

come up with the relationship which holds betweegdistic and literary

criticism.

Some keywords:
Literary criticism, linguistic criticism, stylist&; nature, simile, imagery,

isolation, darkness.



Résumeé

Cette recherche traite la relation de deux cdardianalyses littéraire :

la critique littéraire et la critique linguistique.

La critique linguistique en tant que nouveau cousam la scene littéraire
suscite notre recherche sur son réle sur la dd&raire et sa relation avec
la critique littéraire :

Est ce une littéraire ou bien une simple compléarég ?.

Pour une meilleur compréhension nous proposons astlyse du theme

« Nature » dans I'ceuvre de Joseph Coitadrt of Darkness.

Dans ce cas d’étude :

- La critique littéraire démontre que I'auteur instrentalise la
« Nature »pour construire son ceuvre, la ou a tsdaex Nature » on
peut distinguer et comprendre la diversité et ldéw@ des

principales personnalite.

- De son c6té, la critique linguistique s’intéreskaspsur la langue et
son instrumentalisation par I'auteur pour s’exptimetransmettre
des messages ; la ou on a trouvé que l'utilisatipeétée de ‘simili’
dans la description de la « Nature » crée et suddfierentes images
mentales chez le lecteur et aide a faire décodesrsujets

principaux dans I'édification de I'ceuvre .

Ainsi, la recherche valorise la complémadtéantre la critique
littéraire et la critique linguistique.
Mots clés la critique littéraire, la critique linguistiqustylistique, nature,

simili, isolation, images.
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GENERAL INTRODUCTION



GENERAL INTRODUCTION

The appearance of modern linguistics in thentveth century, has created a
new awareness towards language in general andtliterin particular due to
its new theories and techniques. Stylistics, a draonf linguistics, uses

linguistic approaches and techniques for the arsabfdexts.

The roots of modern stylistics can be uncoyarethe works of Charles
Bally (1865-1947) and Leo Spitzer (1887-1960). Agliscipline, stylistics

emerged thanks to Chomsky’s (1957) transformakigeaerative grammar.

Interest in linguistic approaches to literathias grown rapidly over the last
fifteen years. As for Bally (1905), literary texése “particular examples of
language use”. Thus, In this field, many papersewaritten by a great
number of linguists such as: Chatman(1971), Chat@ash Levin (1967),
Fowler (1966), Freeman(1970), Kchru and StahlkeZ) @mong others. The
Prague School of linguistics with the stylisticsNdo-Firthian or the London
school of linguistics enriched this field of resgamwith their new insights and
theories to language study. Crystal and Davy (19&8jtributed with their
notion of ‘dimensions of situational constraintahd Halliday (1976, 1985)
with his systemic functional model of language. ded, Halliday (1971)
established a landmark paper on William Goldingf® Inheritors, in which

he described and contrasted two languages useattasive voices.

With its contribution to explanations of li#ey texts, modern linguistics
attracted the interest of many critics such as mbldarthes or the
anthropologist Lévi-Strauss whom began to lookhatdonstructs issued by De
Saussure, the Prague School and other linguists bEfore the appearance of

stylistics, literary criticism with its various apgaches was the only means for



approaching literary texts which focused more orammgy than on the way

that meaning was conveyed.

Joseph Conrad’s short notgart of Darkness(henceforth HD), employs
the theme of nature among other themes. In facir@dtas been dealt with by
many literary critics such as: Maes-Jelinek. H @9%Albert. J. Guerard
(1958), Lionel Trilling (1965), James Guetti (1966)d K. K. Ruthven (1968)

among others.

In the present research, we are going todrgnalyse the theme of nature

from both literary criticism and linguistic critgm.

Topic

Modernism is an international movement \Whpertains to all types
of creative arts such as poetry, fiction, dramantpey, music, architecture. It
spread in many parts in Europe and America. Itesfain England from early
the twentieth century and lasted to the end of $eeond World War. In
literature, modernism made a revolution againstpievious and established
ways of writing (eg: one narrative voice, close exhgblots, no flashbacks or
anticipations.... ) which were prevailing during théneteenth century. It
brought with it multiple narrators technique, streaof consciousness,
difference in the treatment of time, ending with resolution, variety of
language styles in one text, psychological symboled the interest in the
inner side of characters as opposed to the physie&t. These new techniques
reflect the willingness of the writers to mirroretmew changes in life due to
the destructive effects of the war on people. Jogegnrad is among the most
striking literary figures like James Joyce, T. Siof: Ernest Hemingway,
William Faulkner, Ezra Pound, D. H. Lawrence, andng others who

represent “Modernism” .



In HD, Conrad’s style has shown a frequent uséeflinguistic or stylistic
category ‘simile’. This feature was used by thehautwhen he refered to
people or nature the fact which makes one reals it has a literary

significance.
Motivation
Many reasons are behind our choice of CondD:

- First, the novel was written at the end of ti8etlii.century, but it carries
some modernist traits. Conrad’s experiment in sayld technique of writing
exerted a major influence on the development of rimdern novel. For
example, a story within a story. Thus, this novelrks a turning point in
British literature from the nineteenth century tobettwentieth century
modernist novel where all the previous conventiohsvriting were broken.

In addition, Conrad has influenced many writers.

- Second, the different themes attributed to tlugel make it attractive and
worth studying. It might be open to a variety ofnes: colonialist experience,

human greed for wealth and power, psychologicatarmamong others.

-Third, the language in HD is full of some lingtic features like simile and
allusion which make it a good material to be usea @ase study for applying

linguistic methods on it.
Problematics

Literature has shown to reflect many socidigi®us, cultural and economic
aspects in life. In parallel, many types of crgini have been developed to

interpret and evaluate works of art among themditecriticism.



To illustrate, Conrad’s HD, most of the literarytics have tried to interpret it
into different themes that are related to some @spa& man’s life. For

instance, it is said to be about colonialism, mael control or man’s ability

to choose between good and evil and the themetofendndeed, nature takes
a considerable part in HD where the writer devoteany paragraphs
describing it. This led many critics to try to firmut the implicit message
meant by the writer behind this theme. They disoedethat it can have
various interpretations: it can be related to maveskness in front of his evil
instincts when put in isolation, or it can give soirurther insights into the

feelings and the personality of some characters.

However, with the appearance and developmenewf disciplines such as
linguistics and later stylistics, another method avfalysis is added. It is
concerned with how messages are expressed thrangludge. Moreover, it
works on unifying objectively the different integtations attributed to one

text.

In this context, one is between two opposingma as far as approaching
literary texts is concerned. On the one hand, memguists such as Halliday
(1985) and Short (1996) see in the analysis ofgdhguage of literary texts an
apportunity to enhance their understanding and yurifie different
interpretations. Whereas on the other hand, ther@pponents who see in the
detailed study of language in works of arts a wagéstroy the gift of delight
and appreciation. For them, literature is regarae@esthetics. They advocate
the statement of ‘art for art's sake’. Thus, if w&ke language in HD, one
remarks the frequent occurence of similes usechsintely when the writer

describes nature.



Research Questions

By tradition, literary criticism appeals tatuitive awareness which the
reader may not share with the critic. Though mughtlhas been put on
literary works, the absence of explicitness id stilicial. With the appearance

of linguistic criticism, many questions arise:
-Is literary criticism still reliable nowadays?.

-Does the linguistic analysis of simile provide @lnjective interpretation

and a better understanding for the theme of “né&ture

Hypotheses

Each linguistic feature used frequently by #u¢hor cannot be dissociated
from its literary significance. Thus, the resultlgained from literary criticism (
which provide us with the literary significance) yriae complementary to the
linguistic analysis which means that literary cigm is still reliable.
Moreover, the linguistic analysis of similes mapwshhow they function in the
text to embody the message of the writer, and therethe theme of nature

may be better understood objectively.

Methodology

On the one hand, we are going to gather informatimmcerning the use of

nature in HD and organize it.

On the other hand, on the linguistic side, the aage will be carried on
through descriptive quantitative study. Through tlwect observation of the

data, which is here Conrad’s HD, we notice the deaq use of the linguistic



feature simile which will be considered our unitasfalysis. It is going to be
counted and described according to Halliday’s aggmdn order to find out its

function in the narrative more precisely its use@scribing nature.
Therefore, the research paper will be divided HeVis:

Chapter one It will be concerned with the theoretical backgnd in which
there will be a brief definition for both literargriticism and linguistic
criticism, then there will be a short account oflliday’s theory of linguistic
analysis ingeneral, and finally, a descriptioniafile from a linguistic point of

view according to Halliday’s approach.

Chapter two: It will be devoted to the analysis of the roliethe theme of

nature in the narrative applying some literary apghes.

Chapter three: We shall attempt to apply the linguistic theotyoat simile
mentioned in chapter one for the analysis of thnguistic feature as far as
nature is concerned in the literary work choseargrer to find out its function

in understanding the theme of nature as meantéwther.

General Conclusion A synthesis about the results obtained from kbth

linguistic and literary views is then made.



CHAPTER ONE



1.1.Introduction

Literature has been of great interest to mphyosophers, critics,
teachers, and later on, linguists. Its value pafssiaall of them to approach it
according to their norms and criteria. Thus, oney m@e the appearance of

many trends of analysis among them: literary dsititand linguistic criticism.

The objective of this chapter is to try tdide both of these previous
schools of analyses in order to find out in whatywhey differ, and their

relationship to each other.

1.2. Literary and Linquistic criticism

1.2.1 literary criticism:

What is meant by literary criticism 9. Burris summarizes three

purposes of literary criticism:

- to help us resolve a difficulty in meaning.
- To help us choose the better of two conflictingdiegs.

- To enable us to form judgments about literature.

It is worth mentioning some importaigures which represent literary
criticism at the head of them there was I. A. Ridisa( 1893- 1979) with his
two famous bookd’rinciples of Literary Criticism ( 1924)and Practical
Criticism ( 1929) in which he tried to provide some methtmisthe literary
study. Other critics dealing with literary studyp@ared such as Robert Graves
and Laura Riding who both publish@dSurvey of Modernist Poetry ( 1927)
in which they made a reading of Shakespeare’s $0ntee Expense of Spirit
in a Waste of Shame’. Moreover, the critic Willisampson ( 1906- 1984)

made insights into the layers of possible integiret in a poem in his book



Seven Types of Ambiguity( 1930). InCulture and Environment ( 1933), F.
R. Leavis ( 1895- 1978) stated that the literanydgtis based on concrete

judgments and particular analyses.

The practice of criticism has given risenumerous theories, methods
and schools which sometimes produced conflictingerpretations of

individual works.

Theories in general can be defined as sktslaborate, ordered and
consistent categories which facilitate the systemagxploration and

explanation of phenomena in a given study area.

Therefore, many approaches fall under thedimg of literary
criticism. All of them to some extent or anotheayvé the text as the starting
point for study. The majority of them focus on het aspects such as: the
author’s world, his life, the historical backgrounél the text, its relation to

other texts.

The following is a brief overview of some approasheithin literary

criticism:
The historical approach

It sees the literary work as the reflectairan author’s life and time. To
try to understand the work and the writer’s intéinits necessary to know about
the author and the political, economic and socicklgcontext of his time.
This is because the work of art is viewed as arresgon of the ideas and

world view of the author’s culture and era.

The intertextual approach



An approach coined by Julia Kristeva in 1966 denote the
interdependence of literary texts, the interdeprodef any literary text with
all those that have gone before it. Kristeva isipog not only to the way texts
echo each other but to the way that discourseggarsystems are transposed
into one another so that meanings in one kind sfalirse are overlaid with
meanings from another kind of discourse. Thus éxé winder scrutiny will be

seen with a broader picture.
The moral philosophical approach

It believes that the larger purpose of litera is to teach morality and solve
philosophical issues. Thus, it recognizes thatrditee can affect readers
whether subtly or directly, as well as the messafyja work- not just the

decorous vehicle for that message- is important.
The reader response approach

It is concerned with how the work is viewby the audience. In this
approach, it is the reader who is an active makeneaning. So the reader’s
response is relevant to the meaning of a literamykwhecause the advocators
of this approach see that the reader is no longeaisaive recipient of those
ideas that an author planted in the text. Theytlsaea poem is cooperatively
produced by a reader and a text. That is they fotaisly on the relationship
between text and reader. Reception theorists ilmatst how readers react
emotionally to texts and in what ways the receptanliterary texts is
influenced by socio-demographic factors such as ggeder, social class,

education...etc.
The mimetic approach

It seeks to see how well a work accords with &ad world.



The psychoanalytic approach

It originated in the work of the Austriarg8iund Freud who pioneered the
technique of psychoanalysis. His theories are thyremd indirectly concerned
with the nature of the unconscious mind. The psgohétytic approach went
through different stages. At first, it focused twe fartist's mind who is urged
by instincts. Then, after the 1950’s, the focugtetitoward the psychology of
the reader. As concerns the literary text, it loaks the psychological

motivations of the characters.
The feminist approach

In this type of approach, some critics amteriested in the subject of
feminine language and writing, others examine hoasmen characters are
portrayed and another group study writings by wormaed examining the
female literary tradition to find out how women ters across the ages have
perceived themselves and imagined reality. Femapgiroaches highlight the
differences between ‘male’ and ‘female’ writingterms of style, topics, and

structure.
The New criticism approach (Formalism)

It is an American approach to literature ethiadopted the formalist
concepts. It is the most famous type of formaliinmvolves a close reading
of the text. It believes that all information essanto the interpretation of a
work must be found within the work itself; therenis need to bring in outside
information about the history, or society of theéi or about the author’s life.
In other words, a work of literature is a freesiagdself-contained object
whose meaning can be found in the complex netwbrlelations between its

parts, i.e, the setting, characters, the plot,rignistyle and point of view. It



spends much time analysing irony, paradox, imagatiysions, sounds,
rhythms and metaphors.

The symbolic/ mythological/ archetypal approach

They assume that there is a collection of symbiohgges, characters,
themes and motifs in literature ( i.e., archetypgbaj evoke basically the same
response in all people and in this way it unitdspabple and universalizes
literature . Myth critics identify and study thesehetypal patterns and discuss

how they function in the works and help to discéir meanings.
The structuralist approach

It was heavily influenced and based orJaassure’s linguistics. It views
literature as a special kind of language use thed hs own rules and
conventions. In addition, literature is regardegad of the system of signs. It
tries to make plain the organizational codes atesruhat they think regulate

any type of literary genres.
The deconstructionist approach

A method of literary criticism developed bgck Derrida who rejected the
structuralist belief that texts have identifiabtehters” of meaning; that is they
view that a work of literary art is demonstrablyified from beginning to end,
in one certain way, or that it is organized aroargingle center that ultimately
can be identified. So they demonstrate its multgreflicting interpretations
rather than being a unified, logical whole throwgklose reading of the text.
Deconstructionists consider the impact of the lagguof a work and suggest
that the true meaning of the work is not necesstré meaning that the author
intended.



The Rhetorical approach

It sees literature as having strategiestaolniques to govern the reader’s
response it considers it as a means to an endhiSapproach, looks at the
author’s purpose and intention. It makes reseanchaw rhetoric is taught at

the time to find out what rhetorical conventions #udience would recognize.

The Sociological approach

It considers literature as a document ofadquhenomena. It reads from
society to the text or vice versa. It links indival to the collective behaviour,

social groups, institutions, and forces.
The Marxist approach:

A type of criticism whose practitioners dmpize the role of class and
ideology as they reflect, propagate, and even ehgdl the prevailing social
order. Rather than viewing texts as repositorigshfdden meanings, Marxist
critics view texts as material products to be ustierd in broadly historical
terms. For them, literature either reveals or nfigstithe truth about class

structure, class ideology, political economy, astebiogy.

The Biographical criticism:

It sees the meaning of a work of art asdpaimeflective of experiences of
the author. Knowledge of the author’s life suchhés own writings, official
archives, memories of contemporaries, the memaooiesiving witnesses,
photographs, paintings and books on the subjectgban insights into the
work’s meaning and purpose. It is based on resesvolt the author’s life for

connections and parallels in the work.



The Post colonial criticism

A type of cultural criticism, usually invadg the analysis of literary texts
produced in countries and cultures that have coméem the control of
European colonial power at some point in theirdmst Alternatively, it can
refer to the analysis of texts written about catexi places by writers hailing

from the colonizing culture.
The New Historicism

Developed during the 1980s. It acknowledgesiinportance of the literary
text, but it also analyses the text in relationhwlistory. It differs from the
historical criticism ( which focused its interpriétas on the interplay between
the text and historical contexts such as the aigtiée or intentions in writing
the work) of the 1930s and 1940s. It is informed gmststructuralist and
reader-response theory of the 1970s, as well athdyhinking of feminist,
cultural and Marxist critics which are less facttamvent- oriented than
historical critics. They are less likely to seetdig in terms of specific eras.
Hence they are unlikely to suggest that a litetext has a single or easily
identifiable historical context. It views historydadly as a social science like
anthropology and sociology whereas historicistsdéento view history as
literature’s background and social sciences asgbpmoperly historical. The
new historicist critics have erased the line dmd historical and literary

materials.

With the diversity of the literary approachasler literary criticism, one
can obtain diverse explanations and interpretation®ne text. What unifies
these approaches is only one thing: they do n@ greminence to the way the

message of the writer is produced through language:



“ The most widespread and flourishing methods of
studying literature concern themselves with itsirsgt its
environment, its external causes...Though the ‘esttrin
study may merely attempt to interpret literaturetire
light of its social context and its antecedents,most
cases it becomes a ‘causal’ explanation profesgmg
account for literature to explain it , and finaltg reduce

it to its origins.( the ‘fallacy of origins’)”.
(Welleck.R. and Warren1973:73)

From this quotation, we understand how the studyterature was undergone
through the focus on the external factors suchtsasdtting, its environment,

and its social context.

For Short (1996) the essential core of criticisndivided into three main
parts: description, interpretation and evaluatidach part is dependent on the
previous one. He states that in dealing with Iitgtaxts some critics focus on
the socio-cultural background that is behind thélipation of such works,
while others concern themselves with the liveshaf authors and how their

experiences affect their writings.

By tradition, the study of literature has been rdgd as a branch of
aesthetic®). As such, it has been concerned with the tdtaceof literary

texts as artistic wholes.

Thus, the main concern of literary criticism is: atldoes a work of art
mean on the light of external factors rather howhsmeaning is produced
through language. It has the assumption that thealélé study of the language
of literary texts would destroy its aesthetic valbevertheless, it is admitted

that too much light has been put on literary wotkeough knowing the



conditions under which they have been produced usecdhe literary text

transcends its origins.

Furthermore, according to Derrida, interpretingest is not a matter of a
true or a false interpretation, but it is to saynatter of some interpretations
having more force and power than the others. Thesefa literary text can
conceivably be interpreted in relation to anythitige interpreter chooses
according to his perception. Thus, one text careltiverse interpretations. In
this context, the total comprehensiveness in liferaterpretation can never be
achieved. It is also difficult in practice to denstnate that some interpretations
are more comprehensive than others. Critics themselcannot identify the
strongest interpretations of a text with one patécinterpretative mode. The

absence of explicitness is very crucial.

The literary critic assumes that the artistic vatdiea work is available to
intuitive awareness, and he makes use of an inprassc terminology to
communicate this awareness to others. The diffiafithis procedure is that it

makes appeal to intuitions, which the reader mdyhare with the critic.

The variety of interpretations leads Batson to @gpany liberty on
interpretation that would adapt the poem to ongfseetations and preferences.
He wants to avoid intuitive and random interpretasi and unify them through

logic.

On the whole, literary criticism takes artistic wa$ as primary and refers

to language in so far as it serves as evidencadsthetic assessments:

“Ellis writes in his book The Theory of Literary
criticism: ‘The object of literary criticism, then, is an
interpretative hypothesis as to the most generalggle

of structure which can be abstracted from the



combination of linguistic elements in a literarkteThe
term ‘structure’ is often used in literary critieis in a
more superficial sense, to refer to one particudapect
of a text, for example, its natural breaks, itstmatline,

and soon...”
eiMton, 1988: 207)

Finally, this quotation states that literary ciigim is based on hypotheses

which interpret any aspect of the literary worktsas the plot.

Therefore, the use of the word ‘hypotheses’ sumshepvalue of literary
criticism in general. In addition, according to attwe have said before, we
can represent the general concept of literaryicmm in the following

diagram:



Literary criticism

Interpretat
-ion

We have used this type of diagram to show thatrpnégation is at the
central part of literary criticism, furthermore,ntext and language are closely

related to interpretation.

Concerning HD, we are going to make use of theohcstl approach in
order to locate all the novel in its appropriatatest so that we can get better
insights into its various themes and techniquesviating. For the historical

approach seems important at the beginning of &enaly analysis

Then as far as nature is concerned, we are goingdathe biographical
approach in order to find out some hints that negdlto understanding the

writer’s intentions behind the use of this theme:



“ The most obvious cause of a work dfiarits
creator, the author; and hence an explanation it of
the personality and the life of the writer has beae of
the oldest and best established methods of litestargty”

(Welleck and Warren), 1973: 75)

In addition, the New Criticism approach will be doyed during the
analysis of the extracts dealing with nature. Tiatve are going to stick to the
text and analyse the extracts in their contexappearance and see their

relation with the events of the narrative.

1.2.2. The linguistic criticism:

The 1960s witnessed a move of focus towardgseater awareness of
texts and the pragmatic, social and ideological etisions of literary
production and reception due to the impact of ttheaaces within linguistics
especially with generative gramnf@), pragmaticgt), discourse analy<is)

and sociolinguistid®).

In recent years, there has been a greater awarendbe language of
literary texts by many linguists such as Hallidd®7{1), Leech (1985) and
Robins(1980). They state that literature is bettiederstood and appreciated
only through the analysis of its language:

“...I have found in practice that | tend to noticeatl can
describe, and many people | have ewskith have told me

the same thing, finding (sometimedh &irprise) that their

response to the text deepened asdbeyened their



understanding of its language.”

Clgysenaar, 1976: 20)

In this quotation, the writer refers to the impora of understanding how
the language in literary works functions in ordeiget a deeper understanding

of the text in focus.

By this change in focus, i.e., the close analy$ithe language of literary
texts, there is a reference to a new branch wilihiguistics, it is stylistics.

What is stylistics then?:
“...an approach to the analysis of (literary) textsing
linguistic description.”
( Short, 1996: 01)

Here, Short ( 1996) has introduced the concepngtilstic description for the

analysis of literary texts.

Making a linguistic description means introducimggulistic theories and
techniques to the language of literature which m@ate a greater awareness
of it. Scholars agree on the fact that making ati@h between a linguistic
description and interpretation helps in attributiibe most objective
interpretation to the text. In stylistic analysi® wy to find out what use is
made of language to produce actual messages. bhusyestigating the way
language is used in a text, this provides alsosisliar aesthetic appreciation.
In brief, stylistics takes the language as prinag artistic values are regarded

as incidental to linguistic description:

“ | want to suggest that styitsanalysis which attempts



to relate linguistic description tatérpretation, is part of
the essential core of good criticiss it constitutes a large
part of what is involved, say in sagmg a particular view
of a poem of arguing for one inteat@®n as against
another.”

( Short, 1996:05)

For Short ( 1996), a good criticism is a combinatiof linguistic

description and interpretation.

Therefore, language in literary texts is acquinmgre and more attention
on the part of the linguists due to their beligttthis attention may reveal the

implicit ideas meant by the writer:

“We respond first in literature to form, but initlg at
least we may be entirely unable to perceive thainfo
explicitly. Part of the process of understanding@k of
literature is making its implicit form explicit. €hfirst
cause of the form resides in its language, thef sitif
which it is made, and the interaction of that fomith the
words of creator and experience in which it musstein
poetry, at least, as we interpret the designedasyof a

poem we reenact the life of that design.”
(Freeman 1976: 244)

For Freeman, to understand a work of literature,muest make its implicit

language explicit, and when we interpret the symfa literary text we will



have its hidden meaning, and thus, we give andifieeio the design chosen by

the writer.

Following Leech’s approach (1985), stylistics candivided to two further
sub-branches, i.e., literary stylistics and geln&isdistics.

From its name, literary stylistics is geared tovgatble study of literary
texts through the application of linguistic thesrand methods in order to find
out how effects are achieved and interpretatiomstrocted, and thus, provide

further insights into the meaning of the literargni.

Leech’s approach to stylistic analysis aims at tieda the linguistic
description to critical interpretation, and at slyvhow the latter can benefit

from the former.

In literary stylistics, the focus is text containétverything is to be found
and discovered within the text without a need foraference to wider context

to decode the implicit message of the writer.

General stylistics is distinguished from literatylistics in three aspects:

- Itinvolves the analysis of non-literary texts.

- It is geared towards the characterization of déiferstyles within
a framework of general linguistic variation.

- It pays much attention to the role of the contexgiving birth to

a particular style.



Crystal and Davy (1969) and Enkvist (1964, 1973yemastrumental in
establishing general stylistics in the 1960’s. Thaye seen style as varieties

of language that correlate with particular contexts

According to Crystal and Davy, stylistics describesmal linguistic
features that are restricted by certain socialedst the explanation why those
features are used instead of alternatives andléissification of those features
according to their contextual function. And the mdrequently the linguistic

feature occurs, the more stylistically significéns.

How can the stylistic analysis of a text be dealhw

According to Crystal and Davy, approaching a tédisically can be dealt
with at different interrelated levels as far as theguistic features are

concerned.

At the phonological level, the isolated sounds aithpes may be
interpreted as reflecting aspects of reality (asnomatopoeia) or conveying a
meaning residing wholly in the intrinsic propertiekthe spoken or written
physical event, and in spoken language the voicalityucan also be

distinguished as a feature.

At the phonological level which studies the sourydtam of a given
language, stylistics studies features such astitiepeof segmental sounds in a
specific distribution, patterns of rhythm, intoreati At the graphological level

(orthography), it focuses on punctuation, capitian or spacing.

At the level of vocabulary, stylisticians give anfmation about the choice

of specific lexical items in a text, their distriian to one another and their



meaning. In addition, Crystal and Davy added thatphnology and syntax
both can have some relevance for stylistics. Theasgic level is also of
interest to stylisticians because it studies tmguistic meaning of a text.
Therefore, for Crystal and Davy, approaching a teguld be with various
levels of language in mind allocating those feawich one feels they are of

stylistic significance.

After dealing with the different levels, the styiisan is in a position to
make his statement about the stylistic pictureheftext. The step that follows
then (the interpretation and evaluation steps) bélithe concern of the literary

man.

Whereas for Leech, it is impossible to list ak finguistic features of one
text because this requires a completely exhaudegeription of the language.
That is its lexicon, its syntax, its semantics asttier characteristics. In
addition, it is preferable to detect the linguideature that has the following

characteristics:
-When is it more frequent in text A than in text B.

- Compare the corpus under scrutiny with one or enoomparable

corpuses.

- In addition to the linguistic criterion, it musarry a literary significance.



Linguistic criticism

Linguistic
feature

Linguistic
descriptio
n

interpretati
on

In this diagram, we see that linguistic criticissnbased on detecting the

frequent linguistic feature, providing a linguistaescription and then an
interpretation to it.

1. 3. Halliday’s theory of linquistic analysis

Since the 1970s, Halliday’s systemic functional elaaf language is said
to be the most influential contribution of linguestheory to literary stylistics.
His model enables stylisticians to approach liteetvithin a functional view

of language. He agrees with Crystal and Davy tlea ithat the methods and



theories of linguistics applied in the analysislitérary or non-literary texts
may reveal and present a precise description ajulage features without

dealing with the interpretation or providing thestieetic evaluation of the text.

According to Halliday, language is used to satlsfiynan needs. It is used
to serve certain functions. Grammar for him is @ned with describing the
function of each element in the language systenus[Tit gives priority to
meaning rather than foif) through which meaning is realized. His aim was

to construct an adequate grammar for text analysis:

“The aim has been to construct a grammar for text

analysis”.
( Halliday,1985: introduction)

Analysing texts in grammatical terms would make liexpand objective
one’s interpretations of the meaning of the tebttsvill contribute to a better
understanding and evaluation:

“The linguistic analysis enables dneshow how and why
the text means what it does. In tlee@ss, there are likely
to be revealed multiple meaningsralatives, ambiguities,
metaphors and so on”
akiday, 1985:introduction)
For Halliday (1985), the linguistic analysis woudthswer some important
questions on how and why does the author expraesselfi in such a way to

convey a certain meaning, and in this process, Wk identify multiple

meanings, alternatives and ambiguities.



In Halliday’'s grammar, namely functional grammahe trelationship
between form and meaning is not arbitrary. Thegbbunctional grammar is

to find out this relationship.

Since the focus of our study is about the lingaifature ‘simile’ in HD,
through linguistic criticism, in the following, ware going present Halliday’s

theory about this feature.
1. 4 Simile:
Simile is defined as:
“A figure of speech in which one tis likened to another,
in such a way as to clarify and enteaan image. It is an
explicit comparison recognized by tilse of ‘like’or’'as’ .”.

J.A.Cuddon,1990:830)

So simile is a comparison that shows how two thihgs$ are not alike in most

ways are similar in one important way. It is a waylescribe something.
‘like’ and ‘as’ differ in the way they are used:

*like: It is a preposition which means ‘similar tdt is mostly followed by

a noun, a pronoun, or a gerund.
Example: This house is like a palace.
(Raymond1994: 232)

*as: It introduces different kinds of subordinatiause8): clauses of

comparison, of time, of reason,...etc. It is mos$tifowed by a subject + a



verb. Moreover, it can come before a noun phrdsepblice described him as
a dangerous animal), or before a patrticiple ( thleee described him as having
an ugly face), or before an adjective ( the potlescribed him as badly hurt).

In general, it expresses comparison:
Example: | didn’t move anything, | left everythiag | found it.
(Raymond, 1994: 232)

*as if/ as though: are also used for comparisosatp how somebody does
something. They are used in the same way to exmessmparison with

something that may be true or imaginary. (Leechs3)
Example: He ran as if he was running for his life.
( Raymond1994: 234)

Simile from a linguistic point of view: ( following Halliday and R.

Hassan’s approach):

Halliday states that there are three classesgroups: nominal
groupg9), verbal groupd.0), and adverbial grougkl). In the adverbial group,
there is adverb as head that may not be accompéaygiedodifying elements.
Comparison is considered as a type of post motidica The post modifiers

are embedded; they may be:
a- embedded claus@<?) :
Example as grimly (as if his life depended on it)
b- Embedded prepositional phrases:

Example as early (as two o’clock)



Types of relationship between clauses:

Because there is a type of modification agntire parts of a clause ,
Halliday classifies this modification into two tyge the type of

interdependency or 'taxi’, and the logico-semargiation.

1- The type of interdependency: Halliday says that the relation of
modification is not the only relation that may bétaned between the
members of a complex clause. Where one elementfie®dinother, the status
of the two is unequal; the modifying element iselggent on the modified. But
two elements may be joined together on an equalini@o neither being
dependent on the other. Thus, there are two sustiiat can be distinguished
within the interdependency type:

Hypotaxis: is a relation between a dependent element ardbitsnant. They
are elements of unequal status. The dominant elenseriree, but the
dependent element is not. For examplewould if | could, but | can’t’the

hypotactic relation is between * | would’ and ‘ lifcould’. We see that the

second clause is dependent on the first one. (\NK.Aalliday, 1985: 195)

Parataxis: is the relation between two like elements of égstatus, one
initiating and the other continuing ( both are fies®ad each could stand as a
functioning whole): for example, in taking the pimws example, we see a
paratactic relationship betweehwould if | could’ and but | can’'t. Both

clauses can stand independently of each other A. M. Halliday, 1985: 195)

Primary Secondary

Parataxis (1.)initiating. (2.)continuing

Hypotaxis A)dominant. (b.)dependent




“ Parataxis and hypotaxis are genemalationships which

are not restricted to the rank of thause. They define

complexes at any rank: clause commesup or phrase

complex, word complex”.

(.HallidA@85 : 198)

2-The logico- semantic relation:There are different logico-semantic
relations any of which may hold between a primarg a secondary member
of a clause complex. Halliday classifies these timta into two major

relationships: expansion and projection.

Expansiont The secondary clause expands the primary claysdaorating

it, extending it or enhancing it.

Projection; The secondary clause is projected through the guginclause,

which initiates it as a locution or an idea.

These concepts are mentioned because they willsed in describing the

function of simile in the text.

Enhancement: In enhancement one clause enhances the meaniagotier
by qualifying it in one of a number of possible wayy reference to time,

place, manner, cause or condition.

To sum up, from the above definitions, wa& characterize simile as a
kind of comparison used as a post modificationadidition, in using simile,
there is a hypotactic relationship between thespairthe complex clause; for
example: “Portugal has sunny beaches like Spaiike ‘Spain’ is a post

modifier which is dependent on the main clausetiRyal has sunny beaches’.



On the other hand, there is a logico-semanticiogidietween the primary and

the secondary clause characterized as expansiaimite, the expansion of

the second clause enhances the meaning of thergrotzause; for example, “

What a beautiful house, it is like a palace”.

Halliday (1985) elaborates this idea of enhancenretie following table(p:

211).

Category Meaning
1-Temporal:
-same time. -A meanwhile B.

-different time: later

-different time: earlier.

2-Spacial:
-same place.
3- Manner:

- means.

-comparison.

4-Causal- conditional:

- cause: reason.

-cause: purpose.

-A subsequently B.

- A previously B.

-C there D.

-N is via / by means of M.

-N is like M.

-because P so result Q.

-because intention Q so action P.




-condition: positive.
-condition: negative.

-condition: concessive.

-if P then Q

- if not P then Q.

-If P then contrary to expectation Q

From the table, we see that comparison belongsatmar clauses.

The combination of enhancement with hypatapves what are known in

traditional formal grammar as: ‘adverbial claus@diese are clauses of time,

place, manner, cause, condition and concessiory. iflag be finit¢13) or non

finite(14). Thus, simile is found in adverbial clauses.

Since the focus of the study is about comspar we shall take from the

table provided by Halliday ( 1985: 214) about thengple markers of

hypotactic enhancing clauses the relevant parumresearch, i.e, the part of

manner where comparison is included in which hessilied the different

markers of comparison:

Finite Non-finite.
Manner: Conjuncti conjuncti Prepositi
on on on
- means.. ] ]
- comparison
-as, as ff -like.
like, the way.

Example of a hypotactic clause which is finite:

- He talks about it as if it was a game.

( Halliday, 1985: 215)




With a finite clause, the conjunction serves toregp both the dependency
( the hypotactic status) and the circumstafit&l relationship. As well as
simple conjunctions such as: because, ‘when’ aiftl conjunction groups like:
as if, even if, soon after, so that. A non-finitause frequently presupposes its
subject from the dominant clause. But instead & &a explicit subject of its

own, this subject appears in oblique (eg: him) ossessive (eg: his) forrh.
Halliday, 1985: 215)

If the dependent clause is non- finite, the cirstamtial relationship is

made explicit by the conjunction or conjunctive gosition.

Comparison and cohesion:
What is cohesion?
“ Cohesion is a semantic relation between an eldriren
the text and some other elementithattucial to the
interpretation of it. This other elent is also to be found
in the text”
ahday and R. Hasan, 1976: 08)
In cohesion, one element in the text is interprétgdeference to another.

Cohesive relations can be found within a senterscevell as between
sentences. They are the semantic resources tkad entence with what has

gone before.



The distinct types of cohesive relations are: exfee, substitution, ellipsis,

conjunction and lexical cohesion.
Conjunction: is one of the cohesive relations:

“ Conjunctive elements are cohesive not in theneselv
but indirectly by virtue of their specific meaningsey

are not primarily devices for reaching out into the
preceding (or following) text, but they expresstaier
meanings which presuppose the presence of other

components in the discourse.”
( Haldly and R. Hasan, 1976, 226)

Cohesion can also be created through the typesiltdneement: spatio-

temporal, manner, causal-conditional and matter.

The manner conjunctives create cohesion by congraasd by reference

to means.
Comparison may be positive (is like) or negatiwe@mnlike).

Listing these concepts is done on purpose; it isrtwvide a clear position
and picture of the comparison of similarity amoig different linguistic

features of the language.

Types of conjunctionFour categories are grouped and classified uttuer
heading of conjunctiqii6). additive, adversative, causal and temporal. Edch

them contains other sub-classifications.

Additive: Under the heading of additive, a related pattermc¢luded, that of

semantic similarity, in which the source of cohes®mthe comparison of what



is being said with what has gone before. Forms sis¢tsimilarly, likewise, in
the same way, are used by the speaker to assed fiwant is being reinforced
or a new one added to the same effect; the relevahdhe presupposing
sentence is its similarity of import to the presopgd one. ( Halliday and
Hassan, 1976: 247)

As a summary, one can say about the congparced similarity

( simile) that:
1- It is a type of post modification.
2-It creates a hypotactic relationship.
3-It has the function of enhancement.
4-1t creates cohesion .
5-1t is to used to reinforce a point.

Choosing to analyse simile in HD was done on puwpds recurs
persistently in the text and it seems that it higegary significance. Thus, we

shall try to make a link between this linguistiatigre and its effect :

“ The establishment of a specific relation between

stylistic traits and effects is not impossible.”
( Wellek and Warren, 197321

On the light of the previous theory of simile mentd earlier, the most
important sentences in the novel (of course thosectw deal with the
description of nature), will be described in orderfind out what effect is
meant, and how we can build our interpretationseréfore, we can say that

Halliday’s functional model has equipped us witimgatools that may help us



analyse the function of simile in describing nafussmd thus, we may

understand it better.



1. 5.Conclusion:

In this chapter, we have tied to bring a broad ienafout the nature of
both literary and linguistic criticisms, thus, weave come up with the

following results:

- The main function of literary criticism is to pra@ an evaluation
to the literary work.

- The application of literary criticism have broughtch light to
the literary works.

- Literary criticism gives priority to the meaning tife text than
the way how this meaning is conveyed. It tries tweg
explanation to it.

- In literary criticism, one text can have varioutenpretations.

- Sometimes the reader does not agree with the netatpns
provided by the critic.

- Within literary criticism, there are various appcbas and most
of them rely on context in their analyses.

- The need for objective and unified interpretatitiase become
crucial.

- With the development of linguistics, there was aager
awareness of the language in literary works.

- In linguistic criticism, the main focus is on thenfjuage of the
text itself. It tries to answer the questions wing &aow does the
author express himself in such a way to conveyreicekind of
meaning, thus it looks at the literary work frondiéerent angle
than literary criticism.

- Applying linguistic theories to the analysis of ttenguage of
literary works can provide an objective interpretatto the

literary work, and in this way the interpretatiaran be unified.



In the following chapters two and three, we arengoio deal with the
practical part in order to find out whether thea® orientations of analyses

can be said to be alternatives or complementary.



Notes of chapter one

(1) _-Criticism: “ The art or science of literary criticism is déed to the
comparison and analysis, to the interpretation ewmdluation of works of
literature”

(J. A. Cuddon, 1999:73).
(2)- Aesthetic signifies something which pertains to the crémi of the
beautiful or to the theory of taste. Aestheticismlidves that art is self
sufficient and serves no other purpose than its emds. In other words, art is
an end in itself and need not be didactic. It lvelgein art for art’s sake.

(3)- generative grammaffirst introduced by the American linguist Noam

Chomsky in the 1950's. It is a grammar of a paléicdanguage which is
capable of defining all and only the grammaticadteaces of that language. It
Is a set of rules which can be used to build umiitef complete grammatical
sentences.

(4)-_pragmatics a branch of linguistics which studies how utteem
communicate meaning in context.

(5)-discourse analysiAn approach to the study of discourse which iselda

upon traditional grammatical concepts and terms amempts to see how
these concepts are involved in structuring disaultsis also an attempt to
extend our highly successful analysis of sentetrcetsire to units larger than
the sentence. ( R.L. Trask, 1999: 79)



(6)-_sociolinguisticsa branch of linguistics which studies the relati®tween

language and society.
(7)- form: refers to the linguistic item.

(8)-_Subordinate claus&he subordination is any type of sentence stradiu

which one clause forms part of a larger clause.o8libate clauses are of
several types; for example, the adverbial clause.

(9)- Nominal groupit is part of the noun phrase other than the rdatesr

among the other possible structures of the nouagehr
(10)- Verbal grouplt has the verb as head. It can contain one \mtercame
yesterday. Or more than one verb; Gaigomingto day.

(11)- Adverbial grouplt is a part of a clause which acts as an adJvéeives

extra information about the time, place and mamfdhe event described by
the rest of the clause.
(12)- Clause “The largest grammatical unit smaller than a seoé. The
clause is a traditional and fundamental unit otesece structure. Traditionally,
a clause is a grammatical unit consisting of aextttand a predicate, and every
sentence must consist of one or more clauses...Rgcentme grammarians
have been extending the term clause to every oniaming a verb, including
many units traditionally regarded only as phraBsamples:

- (Susie’s heavy smoking ) is affecting health.

- Susie wants to ( buy a new car).



- (Having finished her dinner), Susiedtess for her cigarettes.
This extended usage is not standard, but it is veny widespread.”.
(R. L. Trask, 1999: 35-36.)
(13)- finite clauseit is a clause with a finite verb.

(14)-non-finite clauseis a clause without a finite verb, so the firstly form

can be either an infinitive( the best thing is¢ave your family at home), or a
gerund ( entering the room, | fell over the catpgrast participle ( the man lay
on the ground, ignored by the people around him) .
(15)- Circumstantia “ The principle types of circumstantial elements
English are as follows: Extent and Location in tirmaed space including
abstract space; Manner ( means, quality and cosgygri cause ( reason,
purpose and behalf); Accompaniment; Matter, Role.”

(M. A.K. Halliday, 198%37)
(16)- Conjunctionis a joining word, its main function is to linkgether two

parts of a sentence.



CHAPTER TWO
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2.1. Introduction

Conrad’s HD has received and continues to recewvehnof critical
attention for its individual, social and politicahplications. The literary
critics see that it embodies various themes sucbadsnialism, appearance

and reality, good and evil and a voyage of seleadvery.

When reading HD, one notices how the writer devatesny
paragraphs describing nature through out the megratithin the events of
the story. Critics agree that it is used not owlydrtistic and aesthetic ends
but also for its role it plays on the characterd e events of the narrative.
It is a very significant symbol. Aspects of natwach as: the river, the
landscape, the wilderness, the trees, the woods degicted by the writer.
In the following, we try to reveal some of theirpghtations under the light
of literary criticism approaches. In other word, imeto answer what is the

role of nature in the narrative?.

2.2.The role of nature

In the context of literary criticism, it is importato situate the
novel in its appropriate context of appearance:historical background,
the ideological background, the personal backgrouadd the
pshychological background. As a summary about ¢bistext, it will be

presented in the following diagram:
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Historical background

-18/ 19th. Centuries :
European political, economic

scientific interests fuel search

for new markets and —
‘exploration’ of Africa.

- 1870’s: European scramble
for Africa.

- 1876-1884: King Leopold Il

( of Belguim 1865-1909) used

Stanly to explore, acquire,
colonize “ Congo Free State”
as his personal possession

Psychological
background

-Sigmund Freud( 1856-
1939) : feeling, the
unconscious, inward journey
into the self, back to the
past/childhood( keys to
understanding human nature
behaviour.

- Psychoanalytical method:
healing through story telling,
often involves journey into
the dream

Heart Of Darkness

Personal background
-In 1889-1890, Conrad wer
to Congo and captained
river steamboat to retrieve
Klein.

-Conrad’s interest in the
human personality under
different conditions.

Ideological background
- Social breakdown,
fragmentation : lose
faith in progress,
science, religion,
morality and
bourgeois.
-Alienation from urban
bureaucratic society, a sterilg
materialism
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The context wherein HD appeared

The context of HD provides us with more insight®ithe understanding of
the novel and the techniques applied by the wtiker the psychological
background which shows Conrad’s interest in natureé the behaviour of
the human kind which face variations accordinghe tircumstances in

which they are found.

In trying to analyse HD, Jocelyne Baifi#960) expressed her grave

reservations concerning the possibility of eludiatConrad’s intentions:

“...the power and fascination of Heart Of Darkness

rests upon the tale’s elusiveness and ambiguity...one
wonders whether Conrad was always clear as to his
intention and whether one is justified in trying to
unravel the story to the extent of imparting a aeh¢

meaning to it”

This is due to the writer's thematic and stylistamplexities which lead the

critic Baines to be reserving as far as the watsressage is concerned.

According to some critics, HD is apparently an asctoof one’s
moral and psychological degeneration embodied enctiaracter of Kurtz,
and of another’s spatial and intellectual journeynderstand matters in life
presented in the character of Marlow. Conrad’'s genwappears in his
ability to employ nature as one of the technigteegmbody both ideas.
That is to understand Marlow’s personal thoughtene way and to show

its relation with the degeneration of the soul ofrt.

In his voyage toward the inner station, Marlow serted a realistic

description of the African landscape:
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“ Going up that river was like traveling back toeth
earliest beginnings of the world when vegetation
rioted on the earth and the big trees were kings. A
empty stream, a great silence, an impenetrablesfore
The air was warm, thick, heavy, sluggish. There was
no joy in the brilliance of sunshine. The long &thes

of the waterway ran on, deserted into the gloom of
overshadowed distances. On the silvery sandbanks
hippos and alligators sunned themselves side by sid
the broadening waters flowed through a mob of
wooded island” (HD: 92- 93).

The use of features such as simile, personificabbnnature and the
oxymoron( empty stream, great silence, joyless lsne$ serve to convey
the extremities of an African experience that tebts senses. Moreover,
despite the great distances and the absence olep¢op landscape seemed
crowded through the writer's use of words such (a&r, thick, heavy
sluggish). Thus the use of such features diredsrélader to the writer's
poetic rhetoric. Moreover, according to A..J. Guer&l958: 60) in his
article * The Journey Within’, saw in the previoegtract that Conrad
insisted on darkness. It was a darkness of pagsiitaralysis,

immobilization:

“ But the passage (referring to the above one)
reminds us again of the story’s reflexive reference

and its images of deathly immobilization is grass.
Most striking are the black shadows dying in the
greenish gloom of the grove of the first stationt B

grass sprouts between the stones of the Europé&an ci
a ‘whited sepulchre’, and on the same page Marlow
anticipates coming upon the remains of his

predecessor:’ the grass growing through his ribsswa
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tall enough to hide his bones’. The critical megtin

with Kurtz occurs on a trial through the grass”.

(A.Querard in C.B. Cox (ed) (1989: 60)

In the following, the use of contrasts ( river withsert, past with present,
dream with reality, stillness with unrest) was ajs@sent in Marlow’s
description of the physical setting combined withsyghological

speculations:

“ You lost your way on that river as you would in
desert, and butted all day long against shoalsniyyi

to find the channel till you thought yourself bekéd

and cut off from every thing you had once known-
somewhere- far away- in another existence perhaps.
There were moments when one’s past came back to
one, as it will sometimes when you have not a mbmen
to spare to yourself; but came in the shape of an
unrestful and noisy dream remembered with wonder
amongst the overwhelming realities of this strange
world of plants and water and silence. And this
stillness of life did not in the least resemblecage. It
was the stillness of implacable force brooding cer
inscrutable intention. It looked at you with a vehd
aspect”’(HD: 93)

At the end of this passage, we see Marlow’s alisttapiction of Africa(

implacable, inscrutable intention) to suggest thature is no longer a
source of peace but of distress. Indeed, when Madkescribed the forest “
looked at you with a vengeful aspect” it seemsfdla forest accused its

observer of some horrible infractions, the “ fatitagvasion” of Africa by
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greedy and callous explorers in search of raw n@tand new markets.

Therefore, the forest may serve as a figure fogsestijveness.

According to Richard Adams ( 1991), the d¢loas along which the
ship makes its tedious way presents a far fronacitire face. Bordered by
an unending line of white surf that gives the inggren of nature herself of
“monotonous grimness”. Nevertheless, like otherstioees the world over,
it fascinates the traveler, seeming to whispemaitdtion and Marlow said
“ Come and find out”. In addition, a closer inspext however, confirms
the distant impression: the river estuaries bestgeams of death in life”
into which they sail have banks “rotting into mudhd the waters
“thickened into slime”. The deathly atmosphere wesvailing in Marlow’s
depiction of nature when he said that elsewherereths the “still and
earthly atmosphere as an overheated catacomi’satfing for the “merry
dance of death and trade” as Marlow described. b@®e in his upstream
journey to the Inner Station, Marlow experienced thigh stillness of
primeval forest”. The words he employed to chamatethe setting were
alien and uninviting; it was indeed an ‘empty’,lesit’, ‘impenetrable’,

‘joyless’, ‘deserted’, ‘gloomy’, and ‘vengeful’ ate.

2.2.1Nature as a symbol

Indeed, Conrad’s use of nature is among tlierdnt techniques he
employed to transmit his message. Since the fumabioliterature is to
express the universal through the particular, eatsrconsidered as this
particular symbol implying universal meanings, fhet that makes HD to

be considered among the serious literary works:

“ ...It (symbolism) is present in every work of ficti
worthy of serious consideration, and indeed istthirg

which makes fictional literature ‘serious’ ”.

( Leech and Short, 1981: 156)
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In fact, Conrad infused his prose with the methotld=rench symbolist
poetry in order to counter what was perceived as itcreasingly
burdensome demands of narrative realism and tonatles of mystery ,
symbolism and musical form to fictional prose. IRmwdern fiction writers,
the techniques of symbolist verse suggested waysprésenting the mind
and emotions that transcended the rationalist doalymethods typically
employed by discursive prose forms, including tkeelistic novel of the

nineteenth century. (John Parras, 2006)

Concerning the titldeart of Darkness the critics view it as being
symbolical and covers a pshycological reality.dters to the ambivalent
force at the heart of the wilderness; it also stafwl the central darkness
Kurtz discovered within himself and possibly at theart of all civilized

CONSCIOUSNESS:

“The title Heart of darkness is, then, crammed with
complex and shifting associations. For lan Watt, it
consists of more than the mere yoking togethewof t
stock metaphors as a means of designation, on the
one hand, the centre of the be knighted Africa, @md
the other hand, a quintessentially evil ( one whose

heart is literally made of darkness)”

(R. Adams, 1991: 02)

Generally, the description of the landscape inrdiigre, among
other uses, is employed to create a certain modd onderscore a certain
emotion on the part of the reader. In additionhis,tConrad in HD, has
given also an entirely new significance to naturesome way, Conrad
supported his story through the description of reaand in another way,

nature as a setting, came to participate in thatewa the story through its
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effects on the character of Kurtz, for example,tlmough the different

interpretations it can suggest. In a letter, Conveate:

“ A work of art is very seldom limited to one exsilte
meaning and not necessarily tending to a definite
conclusion. And this for the reason that the neater
approaches art, the more it acquires a symbolic
character. All the great creations of literature e
been symbolic, and in that way have gained in
complexity, in power, in depth and in beauty” (John
Parras, 2006)

To illustrate, in HD, the image of a haze playsrac@al symbolic
role in at least one key episode, when the steamesmit through a fog,
Marlow reported:

“What we could see was just the steamer we were on
her outlines blurred as though she had been on the
point of dissolving, and a misty strip of water,
perhaps two feet broad, always around her and that
was all. The rest of the world was nowhere” (HD:
102).

The uneasiness to imperial mastery expressedsrextiact is best reflected
in one pilgrim’s fearful comment: “ we will all bbutchered in this fog”
(HD: 102) as a result of their blindness.

Most impressive was the symbolism of the landsadgsriptions. In the
following, we see how Marlow described the effettttie jungle on him
one night at the Central station:

“ The great wall of vegetation, an exuberant and
entangled mass of trunks, branches, leaves boughs,
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festoons, motionless in the moonlight, was like a
rioting invasion of soundless life, a rolling wawé
plants, piled up, crested, ready to topple ovez th
creek, to sweep every little man of us out of itiig |
existence” (HD: 43)

In this passage, Marlow used a sea image ( agoNawve... crested...ready
to topple) in order to convey to the reader a sefslereatening engulfment

Marlow experienced, and foreshadow the impact efjuingle on Kurtz.:

“Taken together, however, Conrad’s poetic
descriptions of the African interior create a deasel
populated inner landscape at the heart of every’'man

consciousness” ( H. M. Jelinek, 1982: 58)

This is why in trying to depict the role of natuit seems
indispensable to mention the context in which tkiaets mentioned and
also the factors of their appearance. In the fahgwwo subtitles, we will
see what are the main factors that contributedhéomeaning of the theme

of nature.

2.2.2.The biographical approach and nature

We know that Conrad himself had similar exgreces to the narrator of
his story. So getting advantage of the biographéggdroach may help us
understand the theme of nature. For it seems impbtd mention that after
the death of the father of Conrad, he left schoal went to Marseille to
become a sailor. Four years later, he went to Hadglahere he joined the
merchant navy. He made a series of voyages thredgbh he became
immersed in the landscape and the people of isbkaseling stations. He
spent most of his life sailing all over the sea. i®ted Australia, various
Islands, the Indian Ocean and the South Pacific 8odth America.

According to critics, these experiences in theweee to form most of his
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stories. For example, his description of natureHID was based on true
facts because when he became a captain, he obtairmminmand of a
steamboat in the upper Congo. Moreover, Conrad difintsad similar

experiences to the narrator of his story:

“ To what extent it also expresses Joseph Conrad a
biographer might conceivably recover, who in 1898,
still paid a dept must be paid for his Congo jowrne
and who paid it by the writing of this story”

(A.J. Gael, 1958: 52)

From his experiences in the sea, Conrad managexttdoire and form
some kind of knowledge about human nature whiclriked to transmit in
his writings as he said in his prefaceTthe Nigger Of The Narcissus
(1897):

“ My task which | am trying to achieve is by thensw
of the written word , to make you hear, to make feel
it is above all, to make you see. That — and ncemramd

it is every thing”.

Conrad wanted to say that through his writings,waanted to make the
reader share with him his knowledge of the worldug; we can say that in
HD, the writer's memories had been fictionalizedd dor that he used
various techniques among them nature. Albert J.r&de(1958) in his
article ‘The Journey Within’ said thaeart of darkness a record of things
seen and done, so he saw that the autobiogradhasa of the narrative

was well known:

“The Congo was much in the public mind in 1889
when Henry Stanley’s relief expedition found Emin
Pacha ( who like Kurtz did not want to be rescued),
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and it interesting to note that Conrad wax in Brlss
during or immediately after Stanley’s triumphant

welcome there in April 1890”

(A. J. Guerard, 1958) 49

According to critics, Conrad was a writer of valbe, did not write just for

fun, but he was concerned with the human persgnalill its states:

“On the one hand, he admires the human being wiso ha
learned while young to hope, to love and to putrist

in life; on the other, he records the incalculadiEmage
that occurs to the individual and to the fabricheiman
relationships through unrealistic idealism and self
deceit” ( A. Pollard, 1973: 149)

Conrad’s employment of nature to carry his valuasHD,
persuades the reader about the high level of itisoas literary

and intellectual sophistication.

2.2.3.The new criticism and nature

In addition to the Biographical approach, the N@iticism
approach could help us in the analysis of natliles type of criticism
involves a close reading of the text, concentrabnghe meanings within
the text. As a result, some of the extracts conegmature will be analysed

through their context of appearance within the atare.
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2.2.4Nature and Marlow

Through the description of nature, Conrad the power to project the
convergence between inner and physical landscapis. Was illustrated
through the character of Marlow who when he wa<iileisg the natural

surrounding he was actually referring to his intmeughts:

“Nature itself can become a symbol of evil; or rath
nature and the human being appear to exist almest a

manifestations of each other”

(Allen, 1954: 303)

This extract means that the use of natundrogly various meanings; it
can suggest evil or it can suggest the state ofitimean being, that is when

we describe it we are referring to the conditioth& human being:

“ Every appearance in nature corresponds to some
state of the mind, and that state of the mind aaly o
be described by presenting that natural appearance

as its picture” ( R. W. Emerson)

When we try to analyse nature in relation to therabter of
Marlow, we can see that there were two aspects foonanticism that have
been taken up in HD whether consciously or uncansty, that is , the
stress on emotions and the interest in nature ebhdbe most representative
figures of romanticism like William Blake ( 1757827)), Samuel Taylor
Coleridge ( 1772 /1834), Lord Byron ( 1788/ 1824daPercy Shelly
(1792/1822) made the connection between the woildature and the
world of the spirit. In HD, These two aspects arerrelated: the moods of
Marlow are associated with the moods evoked from dlescription of
nature and thus, one can deduce his feelings atel @t mind. In this way,
Marlow is leaving for his audience the apportundyspeculate about how
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he felt as far as his experience is concerned; walleding to his own
feelings, he usually managed to shift the focusiefspeech towards the
description of his natural surrounding. In the agts which will come later,

we shall see some examples about this idea.

Along his journey on the Congo river, Charlie Mavlovent
through three stations; the Outer station, the 1@estation and the Inner
station in order to rescue a very important agenthie Belgian trade

company called Kurtz.

All the stations he went through were in a compttaos, Marlow
met with some people like the accountant and theagper, the brick maker
and the harlequin. All of them did not do exactligat/they were supposed
to do in these stations. There was no sign ofweesk. The pilgrims were
backbiting and intriguing against each other, tla¢so hated each other
because of one thing; that of ivory. Marlow’s caifuin and bewilderment
started especially when he met with the brick makieo had been in the
station for more than a year without making brickar Marlow, the
manager inspired “uneasiness”, and the pilgrimsew#aithless”. Thus,
Marlow denounced the white man’s colonialism incilg instead of
bringing civilization, they invaded the country. ¥ we can say that the
following description of nature enhances one ef\bry important themes

in the novel; that of appearance and reality:

“They wondered here and there with their
upsurd long staves in their hands, like a lot of
faithless pilgrims bewitched inside a rotten
fence. The word ivory rang in the air, was
whispered, was sighed. You would think they
were paying for it. A taint of imbecile rapacity

blew through it all, like a whiff from some

corpse. By Jove! I've never seen anything so
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unreal in my life. And outside, the silent
wilderness surrounding this cleared speck on the
earth struck me as something great and
invincible, like evil or truth, waiting patientlyf

the passing away of this fantastic invasion”

(HD: 33)

In short, the white men were corrupt, they impredrithe natives, stole
from them, and murdered any one they wanted to.irThetivities

throughout all the book were viewed by Marlow asame and pointless.
They spent their existence grubbing for ivory artfphg against each other
for position and status. In the above extract 38): we see how the
narrator shifted from describing the white menhe tescription of nature
to imply his personal feelings and thoughts becavssy thing seemed to
him as unreal, that's why most of his descriptiohgature were somewhat
a sort of enigma that needs to be answered. Acuptdi Clay Lee Daniel(
1980: 11), the last lines of the quotation thadldeith the description of
the wilderness express the question Marlow muswands this “great and
invincible” an evil or truth? Marlow must decide atht will be to him. He

wanted to find the relation between the wilderress the pilgrims’ deeds.
If he rejects this savage land as a truth, it Wmdtome an evil- Marlow’s
evil. If on the other hand Marlow accepts the ptivei savagery of the
jungle as an echo of his own soul, he will escapenerciless wratch of the

primordial’s asserting its dominion over him.

This theme of appearance and reality is demondtréteough
Marlow’s unreliable and distorted knowledge. Foammple, he was not able
to decipher the message he found before arrivoritpe inner station, and
why did the firing of the continent happened or wihg the incident of the

fire happened and a negro was beaten for that.

- 56 -



Thus, Marlow was surprised because of thgradictions he saw. The
fact that he presented the wilderness as somethniygjerious, or as an
enigma, this reflected his bewilderment and uagety to understand why

the white men behaved in such a way:

“ Beyond the fence the forest stood up spectrallyhie
moonlight, and through the dim stir, through thénfa
sounds of that lamentable courtyard, the silencéhef
land went home to one’s very heart- its mysteris, i

greatness, the amazing reality of its concealed lif

( HD: 37)

Due to the use of such words as: spectrdify, faint, lamentable, this
extract expresses a negative tone which reflecisomly the sad feeling of

Marlow but also his fear as if he was travelinghte® unknown.

Nature which, according to Foster ( 200@xaats every spirit eager
for beauty, movement and freedom was described lyldw with a
gloomy and sad manner. In fact we see nature thrddigriow’s eyes, so
every thing said about nature may be a clue toows thoughts and
feelings the fact which reflected Marlow’s love tofith and his desire to

communicate it for his audience:

“a man’s power to connect his thought with its (
nature) proper symbol, and so to utter it, depeods
the simplicity of his character, that is upon losé of
truth, and his desire to communicate it without a

loss” (R. W. Emerson).

To illustrate, when Marlow had a long conversatiath the brick
maker, he went directly to the description of nattw imply two main
ideas:
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“ The smell of mud, of primeval mud, by Jbve

was in my nostrils, the high stillness of primeval
forest was before my eyes; there were shiny
patches on the black creek. The moon had
spread over everything a thin layer of silver-

over the rank, grass over the mud, upon the wall
of matted vegetation standing higher than the
wall of a temple, over the great river | could see
through a somber gap glittering, glittering, as it

flowed broadly by without a murmur. All this

was (great, expectant, mute, while the man
jabbered about himself. | wondered whether the
stillness on the face of the immensity looking at
us two were meant as an appeal or as a

menace.”

(HD:38)

First, through the use of such words as: shiny, ma&iver and
glittering, there is a connotation that Marlow wasng to come up with a
new type of knowledge because it is always agmrethe association of
light with knowledge. Indeed, at the beginning o$ marrative, he has
anticipated that this experience had made him agdth man. He was
getting a new knowledge about himself and about Hbhenan nature.
Therefore, Marlow’s voyage along the Congo rivecdraes ‘a figure of
man’s apprehensive return to his primeval origamsjoyage in which the
self is frightened bewitched, stripped of the idgatal conventions it once
relied on to understand the world, and confrontgdatmalevolent reality
which shares back at the disoriented traveler waithunsettling gaze. The
voyage becomes a figure for the search for trutMadow said: “ a truth
stripped of its cloak of time” ( HD: 97), Edward @att ( 1902) in his
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article ‘On Heart of Darkness’ emphasized this jddlaat this superficial

journey had deeper meanings:

“ For the art of * Heart of Darkness’ as in
every psychological masterpiece, lies in the relati
of the things of the spirit to the things of thesH, of
the invisible life to the visible, of the subcoossi life
within us, our obscure motives and instincts, to ou

conscious actions, feelings and outlbok
( E. Garnett, 1902: 26)

It has become clear to the reader that Marlow d$ ageconfronting the
immediate difficulties of his physical journey, watso engaged in an

extended spiritual pilgrimage or quest. ( R. Adab®91: 42).

Moreover we see in Jameson’s words what suppbidsidea: “a
new myth about the ‘meaning’ of life and the ab#yrdf existence in the

face of a malevolent nature” (John Parras, 2006)JdMeeven said it :

“It was the farthest point of navigation and the
culminating point of my experience. It seemed
somehow to throw a kind of light on everything

about me- and into my thoughts”
(HD:11)

Second, the fact that Marlow, when describing tilenass, could
not decide whether it was “an appeal or a mena¢): (38 ), this reflected
his fear and his inability to understand what wapgening in the Outer
station because of the many contradictions he BawMarlow, nature was
corrupted by the white men’s deeds, that is whyal be asking for an aid,

or it may be as a menace to refer to its powerdamgjer on the human soul
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who corrupted it. And here, we see the use of tbehnique of

foreshadowing by the writer to refer later to rtgoact on Kurtz.

Marlow’s description of nature may be cdesed as a relief for him
because it was the only thing that was real eveagh he showed how the
wilderness appeared solid, vital, horrific, evokigmplex responses in the
Europeans:

In the Inner station, the final station, Marlow meth the harlequin
who talked to him too much about Kurtz. For theldguin, Kurtz made
many things; he enlarged his mind, he invaded thentty, he killed the
natives, he collected a lot of ivory and also mtmenatives adore him. At
this moment, Marlow was getting knowledge out af ttale “ending in
deep sights”’( HD: 81). It was a knowledge about #&xestence of evil

within himself , and within all the human kind:

“There was no sign on the face of nature of this
amazing tale that was not so much told as
suggested to me in desolate exclamations,
completed by shrugs in interpreted phrases, in
hints ending in deep sights”

(HD:81)

Moreover, the above idea is reinforced through tbkowing
description where for Marlow nature was hiding soknd of truth, that
truth which he found later about himself and abine human nature in
general:

“The woods were unmoved, like a mask-heavy like th
closed door of a prison- they looked with their air
hidden knowledge, of patient expectation, of
unapproachable silence”
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According to James Guetti (1965: 76) in his artidleée Failure of The
Imagination’, saw that Marlow discovered a new swrteality . It was a
reality which existed in the realization that ‘ag&’ and ‘heart’ are
inevitably separate matters, and that mind can basered awareness only
of the former. In addition, Marlow’s final realitig a state of suspension
between the disciplined world of mind and languagel the world of

essences at the center of experience.

That's why Marlow’s journey along the Congo riverinterpreted
by some critics as a journey into his self, and liomecreates a voyage of
self discovery. It was through the character oftKuthat Marlow learnt

about the ability of man for evil deeds and thwesdlscovered himself:

“ But Marlow reiterates often enough that he is
recounting a spiritual voyage of self discovery”,
(Albert J. Guerard,1958: 52).

In addition, in his article “ The Journey tin”, Guerard (1958) saw
that the story was not primarily about Kurtz or abahe brutality of
Belgian officials but about Marlow its narrator. rthermore, his journey
was an apportunity for him to test his capacitydiscriminating between

good and evil. He returned to Europe a changedaandre knowing man:

“Marlow’s trip from Europe to the Outer, then, the
Central station tests his capacity to discriminate
between good and evil since he witnessed actiaais th
elicit a moral judgement from him, such as thelduti

firing of a man of war into the African continent”

( Hena Maes-Jelinek, A38-39)
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For some critics, the fact that Marlow sail@long the Congo river
around the jungle and not actually into the junglalso a symbol. Marlow
never walked the path that Kurtz did to self degtom. Thus, he avoided
getting captured by evil. In fact, Baines( 1960%¢ub as the theme of the

story the relationship of Kurtz, Marlow, and Afriaad the presence of evil:

“The somber theme of the story, in part at
least, is the conflict between the power of the
wilderness to release ‘ forgotten and brutal instsi
and the capacity of the human being to withstamsl th
pressure. Thus Marlow, like Kurtz, is subjectedhi®
test of the wilderness” ( J. Baines, 1960: 226).

In addition, Baines (1960) emphasized Marlow’s g8s@s that the
“powers of darkness” could be dispersed with on&sapacity for
faithfulness”, “own true stuff” and “inborn stremgt or to what one is
supposed to be faithful. This “inborn strength” @ciing to Guerard (1958)
appeared to include restraint, a value that Kuatkéd and the cannibal

crew surprisingly possessed.

Indeed Marlow’s structured desires where what gtet&him from
being overwhelmed by the forest's horrible meaninglarlow invoked
such structured desires by a series of ‘excusegiifonot understanding the

forest; he even declared it when he avoided ratgrto the forest’s gaze:

“1 had no time. | had to keep guessing at the cten
| had to discern ...the signs of hidden banks...l bad t
keep a look-out for some signs of dead wood wedcoul

cut up in the night for next day’s steaming” (HD:

Therefore, forced to keep himself with surface prattas the demands of
seamanship and steam, Marlow protected himself ftben peripheral

seductions of nature:
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“Thus Marlow was proof against the direct challenge
of the wilderness straightforwardly expressing the
primitive, but he was also confronted with the
challenge of Kurtz, or rather of the wilderness

expressing itself through Kurtz” ( Baines, 1960722

Therefore, Marlow confronted the wilderness ass, teand C. L. Daniel
(1980: 11) pointed to the different phrases (réfgrto nature) Marlow said

when he proceeded toward the culmination of thet fiortion of the story:

“ Could we handle that dumb thing, or would it héadis? | felt how big;
how confoundedly big, was that thing...” (HD: 43)

As they inch farther into the jungle, Marlow debexd the land’s:

“...lurking death...the hidden evil... the profound dags of its heart...”
(HD: 54)

By exploring the jungle, Marlow was discangr himself, and thus,
Conrad was trying to convey an impression abouthtbat of man. This
means that the jungle may be compared to evil ékets inside man and
waits only for adequate circumstances to be rede&lence, the title of the
novel can be symbolic. The ‘Darkness’ is symbolicahe evil part in
man’s heart, and Marlow’s journey enabled him tecdver this dark part

that it is existent in every human being throughtku

“In his meeting with Kurtz, Marlow is finally
confronted by the heart of darkness; the earlier
manifestations of evil, like his touches of feage, no

more than ‘playful paw strokes of the wilderndhs,
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preliminary trifing before the more serious
onslaught” (D. Hewitt, 1952: 22)

According to Hewitt ( 1952), this confrontationviery important because it
produces a bond between the two men. This bondrised out of two
reasons: one Marlow flees the repugnant moralithef‘pilgrims”, and the
other as Hewitt ( 1952: 24-25) mentioned itHe accepts the bond
established between them, just as he has accdpdabnd between himself

and the savage clamor from the riverbank on thenjew upstream”

In Hewitt's view, Marlow’s acceptance of Kurtz sifies Marlow’s
acceptance of his own evil, and also his realipati@t evil is an inherent

trait of mankind:

“...the darkness which exists in the breast of
Kurtz...seems to cover the whole world...His is a
darkness which every man may be forced to meet
within himself’( Ibid: 26).

2.2.5.Nature and Kurtz

Most of the critics agree on Conrad’s ins¢ri@ the moral conflict of
most of his characters. By placing them in cer@ncumstances, all the
conventional values are broken. As a result,, theyy drawn by their
insidious forces of evil that may lead them to dedton. Hence nature,
though it was silent, was behind the moral dilenand the degeneration of
Kurtz who had unlimited lusts for power and monidis dilemma aroused
because of his struggle between what he once whwe/hat he became with
his life in the jungle. The feeling of superiori§urtz was practicing was

enhanced by the environment:
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“ It is one of the greatest points of Conrad’s
story that Marlow speaks of the primitive life of
the jungle not as being noble or charming or
even free but as being base and sordid and for
that reason compelling: he himself feels quiet
overtly its dreadful attraction. It is to this
devilish baseness that Kurtz has vyielded

himself,...”

(Lionel Trilling,19664)

In addition, the jungle imposes no restraints ugh@nbehaviour of
the individual. The importance Conrad gave to tblearacter of Kurtz is

due to his belief in fidelity. The lack of this e may result in despair:

“In Some Reminisencefl912), he wrote:

Those who read me know my conviction that the
world, the temporal world, rests on a few very

simple ideas: so simple that they must be as old
as the hills. It rests notably among others, on the

b 13

idea of fidelity’.

(S. Coote, 1993: 585)

Thus, knowing more about Conrad’s beliefs suchasdea of fidelity, one

can better understand the character of Kurtz imthel.

For Marlow, what kept the white men away from the iefice of the
jungle was due to the fact that they kept themselvigh surface activities,
thus, they can not hear the whisperings of thesjlengle and the darkness

in their hearts becomes buried. For example, thiefGkccountant of the
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government station occupied himself by keeping arekent appearance

among the chaos of the station. However, Kurtz thasxception.

Kurtz, the second main character, was amteEaglishman, and a
practitioner of several arts; a painter, a wrigennusician and a political

orator. He was the chief of the company in the irstation. Many noble

13 1 113

qualities were ascribed to him “ a prodigy”, “ amissary of pity and
science” which all Europe contributed to producel as C. L. Daniel
( 1980) described, Kurtz was the product of cowstigears of progress. In
addition, he was highly esteemed by the InternatidBociety for the
Suppression of Savage Customs, that “ they intduisiien with the making

of a report, for its future guidance”(HD)

However, In the Congo then, around the &ow$ Kurtz, the
ornamental beauty was replaced by signs of a vidgstem of authority
and dominance. There were the heads of the natieghis moment
Marlow told his judgment to his listeners about &utr they ( referring to
the headspnly showed that Mr Kurtz lacked restraint in tpatification
of his various lusts” ( HD: 57).

On explaining Kurtz moral annihilation, Baines (096reproduces

Marlow’s assessment of Kurtz:

“Kurtz is doomed to become *“a victim of the
wilderness, of his unconscious, when he is released
from the social restrictions of organized society;
freedom from outer restraint expresses the absehce
inner restraint”( Baines, 1960: 227)

Kurtz found himself in a world away from the regtta of law,
social morality and public opinion. Therefore, heshgiven himself to his
uncontrolled lusts because he lacked restraint, adarlow described

him, he was*hollow at the core” ( HD:83). In the following, Marlow
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described the effect of the wilderness upon himabse he has changed

into a brutal creature:

“The wilderness seemed to draw him to its pitiless
breast by the awakening of forgotten and brutal
instincts, by the memory of gratified and monstrous
passions. This alone had beguiled his unlawful soul
beyond the bounds of permitted aspirations.”
(HD: 112)

So Marlow spoke of the primitive life of the jungt®t as being noble or

charming but as being base and sordid and foréason compelling.

Indeed;Through out the narrative, nature was not pas€hegrad has
dealt with it, in some moments, in a way to dem@tstits power and role
in the events of the story and more precisely omtXs soul. In many

extracts, Marlow showed the effect of the wild=supon Kurtz:

“ But the wilderness had found him out early,

and had taken on him a terrible vengeance...| think i
whispered to him things about himself which he did
not know, things of which he had no conceptiorhall
took counsel with this great solitude- and the wéis
had proved irresistibly fascinating. It echoed loud
within him because he was hollow at the core...”
(HD: 98)

Moreover, we find another extract which emphasizbé influence of the

wilderness on Kurtz, when Marlow said:

“ The wilderness... embraced him, got into his veins,

consumed his flesh, and sealed his soul to its lmyvn
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the inconceivable ceremonies of some devilish
initiation” (HD: 81)

Even though nature’s description looked as somegthgneat,
beautiful, vivid, and pulsing but at the same tilnsuggested a powerful

and a fearful atmosphere:

“ Trees, trees, millions of trees, massive,
immense, running up high; and at their foot,
hugging the bank against the stream, crept the
little begrimed steamboat, like a sluggish beetle
crawling on the floor of a lofty portico. It made
you feel very small, very lost, and yet it was not
altogether depressing that feeling...The reaches
opened before us and closed behind, as if the
forest had stepped leisurely across the water to

bar the way for out return”

(HD: 50)

The personification of the forest in this descopi Marlow shows
how man feels very weak and small and lost whenpawed with it. This
extract shows how Conrad was ironical in the oppwsibetween the
littleness of man and the powerful greatness of ldm&lscape. Man is
helpless in front of nature. It had the capacityirdfuencing those who
come into it. Thus, they may loose themselves amd may get rid of their

social and moral conventions like what happend€udz.

According to C. L. Daniel (1980), Kurtz dismissée thatives as inhumans,
and thus unworthy of human treatment, pursued tivéma lusty ferocity
in an effort to satiate his various lusts. By degytheir humanity, Kurtz

denied his own humanity, and so became less human.
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From an emissary of pity and science, Kurtz charagetarlow described

him:

“ His was an impenetrable darkness... a man who is
lying at the bottom of a precipice where the suvene
shines” (HD: 117).(a description which suggested

evil.)

Marlow continued:

“ | saw on that ivory face the expression of somber
pride, of ruthless power, of craven terror- of an
intense and hopeless despair...he cried at somenvisio
‘the horror! The horror!” (HD: 100)

In spite of all Kurtz's deed'’s, and in spdf all Marlow’s thoughts, the
narrator seemed to sympathize with Kurtz and camsatty, give an

explanation to what happened to him by describiadife in the jungle:

“He had taken a high seat amongst the devils of
the land,...how can you imagine what particular
region of the first ages a man’s untrammeled
feet may take him into by the way of solitude-
utter solitude- utter silence, where no warning
voice of a kind neighbour can be heard
whispering of public opinion? These little things
make all the great difference. When they are
gone you must fall back upon your own innate
strength, upon your own capacity for
faithfulness. Of course you must be too much of
a fool to go wrong- too dull even to know you

are being assaulted by the powers of darkness”
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(HD: 70)

Kurtz was alone in the silent jungle, iseth without a neighbour or a
warning voice to hinder the voice of evil insidenhirom whispering. Thus,
in the story, the wilderness is more than a bagkdor the plot. It is a
relentless force that continually beckons the attara to shed the restraints
of civilization and to gratify the abominable desir of their hearts.
According to J. Guetti in his article ‘The Failuséthe Imagination’( 1965:
70), Marlow suggested at certain moments thatrunggting with death or
perhaps with a wilderness, it is most difficult Boman to see any reality in
a connection between moral rights and his expegienthis interpretation
suggests as if Kurtz was in struggle with the ridess wilderness which

ended with his failure.

In fact, there was foreshadowing in the narrativieiclw can be

related to the degradation of Kurtz when Marlovdsa

“...The mind of man is capable of anything-
because everything is in it..., all the past as well
all thefuture”

(HD: 52)

As a result to what have been said, Kurtz wame from Europe to
civilize the natives, succumbed to the savagerthefwilderness. He gave
up his high aspirations and principles. As an a##ve, he brought out the
dark side in his heart and all the evil desiresewewvealed. Therefore, the
full significance of the wilderness can be embodiedome way in the
character of Kurtz. Thus, Kurtz's last words “Thertor, the horror”
( HD:100) to Marlow were to form not only his jundgnt about himself but
also for all mankind about the existence of evdide each man. At the
moment of his death, Kurtz was able to recognieecituelty of his deeds;

so the wilderness had the power to show him thé &thout himself.
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Ruthven (1968) sees that either in Europe or inicAfrevil exists
everywhere, the only difference is that in Europasiveiled with the
prevailing ideas that they are civilized and thegyt can bring light to the
African continent; however, deeply Europe was cti@rized by Marlow as
a place of dead values “ whited sepulcher” ( HD@&%¢ to the evil deeds of
the white man in the African Congo. In other wordisrkness exists even in

Europe, that is inside the pretending civilization

“ ...for the choice Kurtz is required to make is not
between a good Europe and a bad Africa but between
two different kinds of badness: Kurtz must choose
between the mausoleum of Europe and the Wilderness
of Africa. Europe is presented persistently asacel

of death * whited sepulchre’(HD: 55) which is by
implication a museum of dead values. Africa on the
other hand, is an alien world, Europe’s antitype, a
place at once horrific and vital, evoking complex

responses in the European”

( K. K. Ruthven,1968: 78)

Thus, when Marlow met Kurtz, he became aware of thdical

disconjunction between words and things.

Among the elements of the setting, therethe weather which
everything that applies to the setting applies &tsthe weather. The fog
can be used for a decorative purpose as it carsé@ as an adjunct to the

action, or it can be used to illustrate a character

The fog can also be used as a symbol: éedornving to the inner
station, when there was only eight miles left, Marktalked about a fog that
settled over the river which made them deaf anddbliand this was,

according to critics, symbolical to anticipate tmeral situation in which
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Kurtz has placed himself in the Inner station. Thhe fog was both used
as an adjunct to the action and to foreshadow thalnsituation in which

Kurtz found himself: he was morally blind:

“ When the sun rose, there was a white fog, very
warm and clammy, and more blinding than the
night. It did not shift or drive; it was just there

standing all around you like something solid”

(HD: 56)

When Marlow arrived to the Inner station,em Kurtz was laying ill
and needed to be rescued, he first met with thkednan who talked too
much about Kurtz who killed many of the nativesd gout their heads on
the stakes around his house without any mercy. iWitns conversation
with the harlequin, Marlow has shifted to talk aboature, and therefore he
expressed the nature’s toughness through such vwawdsopeless, dark,

impenetrable, pitiless in order to refer to evd far as Kurtz is concerned:

“| looked around, and | don’t know why but |
assure you that never, never before, did this
land, this river, this jungle, the very arch ofghi
blazing sky appear to me so hopeless and so
dark, so impenetrable to human thought, so

pitiless to human weakness”

( HD: 79)

Through Kurtz, Conrad presented man naaciety but in nature to
show man’s limitless ability for evil when he lackdelity and restraint.

Marlow stated that what keeps the white man onrtgbt path is the
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presence of many institutions such as the butcherttze policeman which
a civilized society sets up to ensure order. In #iEsence of these
institutions, man’s brutal instincts are releasew durned into harsh
actions. That's why it was important, for Marlovhat man must keep
himself with matters of the surface to defend hiinagainst the danger of

nature.

Through the influence of the wilderness, tiasic human nature is
revealed. Having none of the barriers created lbiyesg man’s pretensions
are destroyed. That was the truth which Marlow tbont of his journey.

Edward Garnett ( 1981) commented on HD saying that:

“...so0 the art of Heart of Darkness implies the
catching of infinite shades of the white man’s
uneasy, disconcerted, and fantastic relations
with the exploited barbarism of Africa; it

implies the acutest analysis of the deterioration
of the white man’s moral when he is let loose
from European restraint, and planted down in
the tropics as an ‘emissary of light’ armed to the
teeth, to make trade profits out of the ‘subject

races’

( Edward Garnett, 1902:26)

Therefore, the dark heart of Africa forceshbof Marlow and Kurtz to

look at the darkness within themselves and gemzerdlifor all human kind.

If one follows the extracts depicted for the dgsiton of nature
through out the novel, which dealt with Kurtz's degration, there was a
tactful depiction of the extracts throughout therrative in order to

convince the reader about its power and also supip®events the story.

-73 -



2.3. Conclusion

In trying to find out the role of nature as a syminothe narrative,
it is important to mention that there may be otingslications meant by the
writer. However, in this chapter, the scope is t@diinto its relation with

the two important characters in the novel, i.e,riMa and Kurtz.

Thanks to the theories of literary criticism, whicbly on the
context, either within the text or outside it, wancget deep insights into
both Marlow and Kurtz. Any critic can analyse natdrom any angle or
position he takes provided that he gives his ovgum@ents. Thus, nature as

a theme in the novel can have many functions.

From this short study of nature, we come up with tbllowing
results:

- The biographical approach provided us with someshatbout
Conrad’s themes and beliefs, and thus, we weretalgeoject it

in the data under scrutiny.

- The New Criticism approach allowed us to conceat@t the
context of appearance of the extracts dealing wnatfure to find
out their relation in the narrative. It has shdvaw Conrad told

his story through nature.

- Within the narrative, the context has helped usnderstanding
the use of nature. Thus, the context is indispdasabliterary

criticism.

- Conrad used nature as a symbol in HD.

- Nature played two roles in the narrative: it wasaasetting and

also an agent in the actions of the story.
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- Through describing nature we get hints about Madow

thoughts and feelings.

- Nature, in contrast to society can have dangertiaste on the
human soul when it lacks fidelity and restraintelikvhat

happened to kurtz.

- Nature allowed both Marlow and Kurtz to see thehtrabout
themselves and about man in general. This trutichwiiney

would not arrive at if they stayed in the Europeaaieties.
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CHAPTER THREE
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CHAPTER THREE

Simile and nature

3.1. Introduction

In the previous chapter, we triedfitml the role of nature in the
narrative from a literary criticism point of view here most of the
interpretations were thematic. Concerning the stfdyfD from a linguistic
viewpoint, there were only very little works. Onancmention; Stampfl
(1991), who gave a psychological interpretation fiidquent linguistic
features, Erickson ( 2002) identified stylistic ti@&s which appear to
represent interference from French; Conrad’s sedanduage after his
native Polish, and Greamy (2002) about language #eeme in Conrad’s

books.

In this chapter, we try to analyse natlm@ugh the linguistic feature

simile.

3.2. Simile as a linguistic feature

In HD, we notice that simile was a recutriEature. Conrad used the
following conjunctions: ‘as, like, as though andifagn order to express it.
There was an unusual use of simile; it occurred t288s through out the
novel, among them there were 33 used for the qeswriof nature. These
statistics attract our attention to consider it aascharacteristic use of
language and consider it a linguistic feature warthstudying. For in
overusing it, the writer has shown a linguistic icko Thus, in order to find
out what did similes add to the theme of nature shall try to describe it
from a linguistic point of view and relate this deption to the literary

interpretation and then, we shall try to find dsteffect on the reader.
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3.3. Simile and nature

In literature, writers use many techniques niake their writings
interesting whether consciously or unconsciouslyofig these techniques
is the figurative language such as the use of rhetap similes,
personification, irony. In the figurative language connect the literal
meaning of language ( that of the dictionary) with imagined one created
by the writer. So in HD, simile helped the writer ¢reate a new image
about nature in the mind of the reader. As we krsamijle is mostly used to
compare two things that have similar qualities;iD, it had a different use.
It was made to explain something unfamiliar throutgh similarities to
something familiar. In addition, Conrad used sisiii@ order to paint
images in our mind. As an example, we see the Jimtig extract from
Conrad’'s HD:

“...the very mist on the Essex marches was like a

gauzy and radiant fabric” (HD: 06)

The main claus€the very mist on the Essexvas modified by the
dependent clause ‘a gauzy and radiant fabric’. His ttomparison of
similarity, the writer tries to bring out a neaggcture about the unknown
nature of the mist in the mind of the reader throwgtributing it to

something familiar. Thus, it enables the readergima the scene as if he

was in Essex and witnessing it with his own eyes.

Aristotle said that the aim of art is to g@et not the outward
appearance of things, but their inward significaritéat be the case, then
Conrad is a true artist regarding the pictures &atp with his work HD.
Conrad’s most effective literary tool for plot démgment and expressing

the theme is his use of imagéty
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Conrad’s choice of words craft an exceptioexperience. He
effectively evoked a dreamlike image of the jungleusing language. In
addition, we come to understand the setting fromldds point of view as

he experienced things.

Many critics have commented on Conrad’s ative powers in HD,
paying particular attention to the use of imageoy evoke a sinister
atmosphere through the accretion of objectivelycdlesd details of the
African jungle. Indeed, the description of natumntains a rich imagery
which compels the reader to take an active paunoherstanding the novel.
There was an artistic cohesion of themes and imagelsl. Jelinek ( 1996)
claimed that Conrad himself saw the ‘image’ as fittest instrument of

imagination to render what was most essential mdmubeings:

“ He also revealed that in writing his novel he didt
start with an abstract notion: ‘I start with deftei
images’. ”. H.M. Jelinek (1996, 65)

The professor J. Hillis Miller ( 1998), alaed that we should read HD
as a literary work due to its elaborate tissueigiires and other rhetorical
devices that make up the texture of the text. Timplest and most obvious
of these devices is the use of similes, signallgdlike’ or ‘as’. These
similes displace things that are named and asdbdis they are like

something else.

When reading HD, it is impossible not toicetthe writer’'s recurrent
use of simile in the description of nature. As gufative language, simile
was employed by the writer in order to help thedezavisualize (or see)
what is happening in the story through Marlow’s yl addition, the
writer's use of simile helped in conveying many gea. In fact, through
simile, the writer used imagery as a narratological in order to present us

with some important themes in the novel.
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Images in HD suggest further meanings asda@ations in ways that

go beyond the fairly simple identifications of sieni

There are several types of imagery empldyethe writer in order to
describe nature. The most noticeable one was teeouanimal imagery.
According to the online dictionary of symbolism#imal imagery seeks to

depict generally negative qualities and instinetswvant to human nature”:

“But there was in it one river especially a miglitig
river, that you could see on the map, resembling an
immense snake uncoiled, with its head in the $s8a, i
body at rest curving a far over a vast country, aisd
tail lost in the depths of the land” (HD: 12)

The clause “an immense snake uncoiled with its head in theiteehody at
rest curving over a vast country, and its tail lostthe depths of the lahd
modified the main clauseBut there was in it one river especially a mighty
big river that you could see on the mag@his modification through the
conjunction of comparison ‘like’ evokes in the miafithe reader a picture
of nature as being a deceiver and a cheater. Thrthig modification of
the river, the writer wants to obscure the intetgdren of the coming events
in the mind of the reader.

Marlow compared the Congo river to a snake. Depgnadin social and
cultural contexts, the snake can represent negasipects of existence such
as destruction, evil, death, and poisonous behgvasuwell as temptation
and deceit. Consequently, it comes as no surpriss that Conrad chose to
use the serpent imagery in a story that revolvesrat a main character’s

moral dilemmas. ( Antonenn 2001)

In this modification, we are given more than onepamant clue of

information in this passage. First of all, the ireagf a serpent is used to
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signify a river that runs from the sea through dlaek jungles into the heart
of the Congo. This is the very river that Marlowdams crew travel on in
search of Kurtz. Secondly, the snake itself cannberpreted as being an
evil creation. Thus, by combining these two, we megsume that the river
in the shape of a snake glides through the jungile the open ocean,
leaving death, destruction and evil along its waliis interpretation is
confirmed by Marlow right at the beginning before dgoes to the Congo ,
when he commented thathe river was there, fascinating, deadly like a
snake” ( HD 15). Therefore, the reader can predict thatugghoMarlow’s
journey, he is going to witness various demonstratiand exhibitions of
destruction, death and deceit, that it will not &® enjoyable journey.
Indeed, the first critical incident in the storycocred when Marlow had to
wait several months in the station in order to mreps ship to continue his
guest, in addition to his encounter with the destthe black natives whom
many of them have walked into the shadows to decekilly, and most
important the death of Kurtz. Thus, the connecti@tween the serpent

imagery and the moral difficulties of Marlow is abus.

Furthermore, according to Hillis ( 1998), anotheterpretation of
Conrad’s way of expressing himself in this way nsEnpw that objects
have soul and if that be the case, it would hel@xplain the extended

imagery of Marlow’s boat as a crawling beetle:

“ Trees, trees, millions of trees, massive, imreens
running up high; and at their foot, hugging the kan
against the stream, crept the little begrimed
steamboat, like a sluggish beetle crawling on therf
of a lofty portico” ( HD: 50)

For Short and Leech ( 1981) a simile serves to amnwhat is inanimate.

They give the following example:
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“Flames like red sores licking its ashy sides”(P:95)

Indeed, similes gave liveliness and vivacity to umat through
personification and using some verbs of motionnmipleasize the idea that it

has a role in the narrative:

“The reaches opened before us and closed behmd, a
if the forest had stepped leisurely across the mate
bar the way for out return” (HD:5p

In modifying the main clauserhe reaches opened before us and closed
behind by the dependent clausethé forest had stepped leisurely across
the water to bar the way for out returnwe are in front of nature that has
the action of embracing the comers. This image rdmries as a tool to
suggest to the reader an impression about thet effe@ture like its power

in revealing the evil instincts of the pilgrims.

Therefore, in using similes for the description mdture, Conrad
conveyed images that went behind entertaining deeer because he
added unusual qualities and significance to it tteatscend its conventional
functions. According to E. M. Foster (2000), natwvhich as a natural
space attracts every spirit eager for beauty, mewtrand freedom, was
given negative connotations in most of the extragdémling with its
description . The frequent negatives represent ddwwhich is alien,
strange, foreign, contrary to cultural expectaticarsd impenetrable to
human thought. We notice this gloomy image abotineato show to the
reader that Marlow’s journey was not delightful dato interfere to the

general mood of the story.

Therefore, Conrad’s imagery has shown to be ofjadridenotative as well
as a higher connotative quality. It had the powerniake the reader

visualize the scene described and then deduceifriya writer's theme:
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13

...in__his novel, Conrad is content to imply rathethan to
define”(Allinghamm, 2000)

We notice in the use of simile for the descriptadmature another type of
imagery, i.e, the conceptual imagery. It is relatedthe way Marlow
conceived what he perceived. According to J. A. doud (1998), a
perceptual imagery is the thing that can be vigedli whereas the
conceptual image is that which one has an idea bf the redescription of
a perceptual experience onto a conceptual strydilmeow had an image
schemg2) about his journey experience reflected some tithesugh the
description of nature. Marlow was generating memntages all the time.
Therefore, according to D. Guadagnino, his storyladonot be real
memories but perceptions of the memories, mutatéd time, flourished

by the total experience.

Furthermore, we see the power of the coneg¢poagery in  knowing
the thoughts and opinions of Marlow which were expressed explicitly,
everything was implicit. It becomes the task of thader to find them out
through the analysis of the tools and techniquesl@yed by the writer via
language. So, in order to communicate his meansigsle was one of his

tools.

Through the image schema, we get hints about Mé&slanti imperialist

views:

“The visual image is a sensation or a perceptiont, b
it also ‘stands for’, refers to , something invigiblt

can be both presentation and representation”

( Welleakd Austin, 1985: 188)
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In fact, when a writer describes the physicar@unding of a character
such as his house, his clothes or the way he spleaks actually equipping
the reader with more clues about the personality dre state of that
character. Indeed, the setting played a criticd o describing how
Marlow felt about the entire adventure he endurdadhe following extract,
we see how Marlow after his conversation with theeasy’ manager, who
reflected the nature of the white colonialism innGo, he moved to the

description of nature:

“And outside the silent wilderness surrounding this
cleared speck on the earth struck me as something
great and invincible, like evil or truth waiting
patiently for the passing away of this fantastic
invasion”(HD: 33).

Both the subordinate clausesomething great and invincibland ‘evil or
truth’ modify the main clause‘And outside the silent wilderness
surrounding this cleared this cleared speck ongagh’. This modification
reinforces to the reader Marlow’s fear and shoct bacause the writer
employed the verb ‘struck’ and also his use of slibordinate clauses
which may mirror Marlow’s implicit opinions abouté white man due to
the many contradictions he witnessed in the statiost led to the
emergence of such feelings and judgements. In usiagclauséwaiting
patiently for the passing away of this fantastigasion’ the reader infers
that Marlow was giving his judgement about the ratf the existence of
the white man in the African Congo as he witnegkedcorruption of the
system and realized how easy it is to loose sifhneality and be taken by
the environment. In trying to interpret Marlow'sefsngs as far as his
experience is concerned, D. Guadagnino, sees hwatgeographically
transplanted white men were so far removed fromoseqd structural laws,

that they were ill equipped to survive in natume,réspond to the innate
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laws of nature. Civilized man no longer saw himselfpart of nature, he
was not just separate but superior and impiousthar words, Marlow was

implicitly attacking imperialism.

In fact, according to F. Galvan ( 2005), the intetation of HD would
never be complete, however, if we did not considier political issues
raised in the text. For him, there has been a combelief that HD was
one of the most emblematic anti-colonial literaryriss because at one time
the Poland’s occupation by Russia and the perssuféring inflicted on
Conrad by this circumstance ( his parents who wexiot nationalists
were sent into exile where they promptly died) esmsidered as the main

reason for the publication of a work with an obwa@nti- colonial slant.

Moreover, via this comparison of similarity, Maslovanted to create a
gloomy image in the mind of the reader which rdfleis thoughts and
attitudes in order to attract his attention for thmgortance of his journey
and the discoveries he made about the reality @fvthite colonist. For,
Marlow made personal discoveries out of his jouraéput the human
nature and he wanted to convey them to the reademiindirect way.
Indeed, we see that mysterious atmosphere right the beginning of the

novel where Marlow compared the coast to an ‘enigma

“I watched the coast watching a coast as it slips b
the ships is like thinking about an enigma”
(HD: 19).

Comparing nature to an enigma may refer to Marlowrseliable and
distorted knowledge because at some moments he& cmil understand
many things he saw like the firing of the continemtthe faded message he
could not decipher or the heads of the nativesratdbe house of Kurtz.
Right from the beginning, we can see the effedvlaflow’s words on his

audience. Thus, in this way the writer engagedréagler to try to follow
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Marlow’s tale in order to understand why did healdx the coast in such a
way to come up at the end of the story with MarleWwhdings about good

and evil in every man’s heart.

In another hand, for H. M. Jelinek ( 1996), présenAfrica as a an
‘enigma’ may stand for an inner reality to be expth an impression
emphasized by the complete muteness of the land.réality refers to the

existence of evil inside each man or each civilorat

In the analysis of nature, each tthme writer described nature, he
gave it negative qualities and simile helped hintdavey this impression
to the reader. This impression contributed to thi&ing up of the meaning
of the narration. The reader can deduce the mesnaigdestruction,
blindness, death, hate, deception, slavery, exstior. In other words,
nature was given the qualities of evil, which Marldiscovered inside the
heart of Kurtz which led him to self destructiono#t literate people know
that by probing into the heart of the jungle Connaas trying to convey an
impression about the heart of man. In other wondgen Marlow described
the jungle he was referring to the heart of mamdéethe title of the novel
was symbolic. In HD, there are many extracts wigigtde the reader to this

type of impression:

“This one (referring to the coast) was almost
featureless, as if still in the making with an asgpef

monotonous grimness”(HD:19).

The subordinate clausstill in the making with an aspect of monotonous
grimness’'which modifies the main claus€his one was almost featureless’
presents nature as something hateful which reflagtsn the heart of man.
The adjectives ‘featureless’, ‘monotonous’ andnben ‘ grimness’ add to

the negative qualities of nature, and thus, rdtatbe characteristics of evil.
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The darkness imagery was intensely emplofl@dugh out the
narrative. Everything in the book was cloaked withrkness. Africa,
England and Brussels were all described as gloondy sbomehow dark.
Thus, darkness seemed to operate metaphoricalljthEadea of darkness
was present right from the title of the novel ammhttued to play an
important role throughout the story. In the follogj simile demonstrates

the theme of darkness:

“And at last, in its curved and imperceptible fathe
sun sank low, and from glowing white changed to a
dull red without rays and without heat, as if aboat

go out suddenly, striken to death by the touchhaf t

gloom brooding over a crowd of man”’(HD: 06).

Conrad felt that using ‘darkness’ as a reogutheme through out the
story would be an effective tool because of the ynaannotations of
darkness. Darkness can, for example, representleeilinknown, mystery,

sadness or fear.

According to L Berezowski, Conrad sheds gHirlight onto the
inherent darkness of our human inclinations, s&tppf pretense, in the
middle of the jungle where those savage tenderaiesprovided with a
fertile ground. In addition, the combination of gde climate and the

demoralizing effect of frontier life brought outethwvorst in people.

Thus, the reader may appreciate the deep darkh#ss African jungle and
at the same time discovers the darkness insidbdgheg of man in general

through Marlow’s implicit wonders about his own kia@ss when he said:
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“ | assure you that never before did this land,sthi
river, this jungle, the very arch of this blazingys

appear to me so hopeless and so dark” ( HD: 79)

We can see the emphasis on the darkness imagerywsdeead

the following example:

“The very end of the world, a sea the colour otdlea
sky the colour of smoke, a kind of ship about g&lri

as a concertina...” (HD: 09)

Notice the use of adjectives which connote darknés=sd’, smoke’, rigid’

which contribute in evoking in the mind of the read sinister atmosphere.
Out of this dark imagery, the reader is in a darl &feless environment
which predicts the death and failure of the Belgmission in the Congo

portrayed through the death of Kurtz.

In mentioning the darkness imagery in HDOpiportant to include its
opposite that is the light imagery. Indeed, Thraughhis narrative, Marlow
characterized events, ideas and locations thatnbeuatered in terms of
light and dark. Equating light with Knowledge andildy, and darkness
with mystery and savagery. According to U. Kubrdyew Marlow began
his narrative, He equated light with civility antetefore with reality,
believing it to be a tangible expression of marasunal state. Similarly, he
used darkness to depict savagery as a vice hawsgpaded with nature.
But he proceeded deeper into the heart of the &frijcngle and began to
understand savagery as a primitive form of civilma and, thus, a
reflection on his own reality, the metaphor shiftedil the narrator raised
his head at the end of the novel to discover tmaflthames seemed fead
into the heart of an immense darknesBhe alteration of light and dark

metaphor corresponds with Marlow’s cognition tHag bnly reality, truth
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or light about civilization is that it is, regardie of appearances, unreal,

absurd, and shrouded in darkness.

Throughout Marlow’s journey, and as he penetratiegper into the
African jungle, the feeling of isolation inside hiwas growing more and

more:

“Going up that river was like travelling back toeh

earliest beginnings of the worldHD: 48)

Marlow felt cut from his past and from civilizatiaas he piolated the ship

upriver. The following extract, conveys this isadatimage:

“You lost your way on that river as you would in a
desert, and butted all day long against shoalsntyyi

to find the channel, till you thought yourself
bewitched and cut off for ever from everything you
had once known, somewhere, far away, in another

existence perhaps” ( HD: 48)

Being an important theme within the narration, id@ation which Marlow
felt was also behind Kurtz's corruption. In theégt solitude’ and away
from the distractions of society, Kurtz was abldécompletely alone with
his own mind and it was in this isolation that leestl his principles.
According to critics, Conrad proved that it is theicans who are the fittest
to survive in their native land and that Darwinfeory was in fact never

intended to be applied to races or nations.

Various images contribute in the buildingtioé of the themes in HD.
In the contrast between man, with his technologicdlievements, and the
forest, for example, when referring to the smaknes man in relation to

nature, we deduce an image of power. This imageggents nature as a
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vivid element in the narrative which has its impapbn the events and the

lives of the characters:

“Trees, trees, millions of trees, massive, immense,
running up high; and at their foot, hugging the kan
against the stream, crept the little begrimed
steamboat, like a sluggish beetle crawling on therf

of a lofty portico. It made you very small; venstlo
...” (HD: 50)

In this extract, the main clauseTtrees, trees, millions of trees, massive,
immense, running up high; and at their foot, huggihe bank against the
stream, crept the little begrimed steamboatmodified by the dependent
clause ‘a sluggish beetle crawling on the floor of a lofigrtico’. This
modification which describes the way the trees mrdélee steamboat
illustrates this animation of nature as opposedhém as if he left it for

nature to decide about his destiny.

In fact, throughout the novel, Conrad continualisessed the immensity
and power of the forestdnd the big trees were kiriggHD:48), giving the
reader a sense that Conrad’s character is an awe afatural wonder that
surrounds him. The power of nature is again emphdsivhen Conrad used
personification to supplement his poirit looked at you with a vengeful
aspect ( HD:48),as if man is at war with the forest. thermore, according
to J. Paez, nature in HD is a primeval mysterionigrea that swallows
light and sound, rationality and language, takimgnt silently to its bosom
and then imprisoning them deeply within its foldss call is but a
“deceitful flow” that beckons thebkarers of the spark from the sacred
fire” and leaves them blind, mute, impotent and stranded desolate

landscape.
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Furthermore, if we consider the following extradtexe Marlow wanted to
convey an impression about man’s ignorance and nsoo@usness about
his deeds in front of the effect of nature ( likerk), we notice how he

used simile in the following image:

“The living tress, lashed together by the creepand

every living bush of the undergrowth, might have
been changed into stone, even to the slenderegt twi
to the lightest leaf. It was not sleep, it seemed

unnatural, like a state of trance” (HD: 56).

‘a state of tranceis a subordinate clause which was used by th&emo

describe the state of the trees and enhance imihe of the reader the
state of the white man who was half conscious sf deeds. Therefore,
among its effects was that image of death that @& is many extracts
dealing with the description of nature. Indeed, @dnwanted to show that
death was the result of the white colonialism i@ African Congo. Congo
is splendid like its people it has a wild vitalitgn immense energy of
movement; but in HD was marked with death, streahteath in life in the

extremity of an important atmosphere. There wasdieth of the natives,
the destruction of nature, the death of goodnedscaiility, and the death
of Kurtz. Thus, death prevailed in the narratiord aouched also the

writer's description of nature.

In order to illustrate this blindness, the writatroduced the fog, as an
element of nature. It was also mentioned to aditidb hateful image about

the white man who brought death with him insteadiafization:

“It (the fog) did not shift or drive; it was jushére,
standing all round you like something solid. Atheig

or nine, perhaps, it lifted as a shutter lifts... aheén
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the white shutter came down again, smoothly, as if

sliding in greased grooves” ( HD: 56).

Simile was introduced three times in this examfiles employed by the
writer to reinforce the image of blindness in thmdanof the reader because
it is logically known that the main characteristicthe fog is to hinder the
sight, however, in describing it asomething solidor ‘a shutter lifts; the
writer enhanced its thickness in order to refeth® moral situation of the
white man. This extract appeared when there wag @ashort distance far
from the inner station where Kurtz was found. Ruytz was known by
evil deeds and thus, he represented moral blindireskis way, the writer

is making a simile between the world of language e fictional world.

So, being a corollary of darkness, the fog not adgcures the sight but

also distorts.

We should not forget that behind all thesscfions of simile
mentioned above, there is the aesthetic effect Dfad a work of art. In
addition to HD’s moral and philosophical dimensiotieere was that
aesthetic perspective which Conrad tried to achigweugh the use of

similes.

According to E. M. Foster (2000), we see emery text the
communicative intent of the writer and the percaptf the reader which is
called force. For him each type of discourse, it ba narrative, descriptive
or expository may have four forces: informatioreitertaining, persuasive

and literary aesthetics.

Aestheticism is considered as being thensei®f beauty. It accepts the

artistic beauty as a fundamental standard. Thisda@n beauty in literature
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comes as a reaction against the materialism arithtam of later Victorian
period which was described as an age of uglinesdalily and dreadful
inequalities. Thus, aestheticism came to haveadioal with the criticism of
the beautiful.

In HD, similes helped the writer to convéne taesthetic image in the
description of nature. The beauty in Conrad’s HDnes in the way he
depicted nature which though it bore negative ctatrans, it was unique
in the way it was presented. The writer introducad entirely new
significance of the landscape. While the writers i time used the
landscape as a background to their narrative, Cotwld his story through
his description of the landscape. Nature becomé®mly an omnipresent
force, but an alive and controlling one as welleThriter created in the
mind of the reader a different type of nature, @swan imaginary and
literary one. In the following example, though Cadrused a beautiful
contrast of colours in the description of the cefdgungle, he modified it
as ‘a blue sea whose glitter was blurred by a angemist’ to refer to the
reader about that contrast between white and daskaed consequently to

good and evil in man’s heart:

“The edge of a colossal jungle, so dark green alsgo
almost black, fringed with white surf, ran straidikie
a ruled line, far, far away along a blue sea whose

glitter was blurred by a creeping mist” (HD: 19).

Therefore, we can say that simile helpedwhier in the description
of evil in man’s heart, to convey death and to at\Warlow’s attitudes. So
the first function of simile was to describe. Hitzerald on his paper

‘Research On Stories’ defines the term descrip®iollows:
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“discourse that attempts to embody in linguisticnio

a stationary perceptual scene” (HD: 06).

It means that when confronted with any type of gham situation, it can be
a person, an object, an animal, or an abstracomati feeling, one attempts
to recreate it and transmit it through a linguishedium out of his own
perception. So in HD, we see nature through Mardopoint of view and
perception. Throughout the narrative, we see inldwds description his

active and imaginary capacity in transferring hesgeptions to the audience

Within the context of description, Short abhdech (1981) made a
contrast between two types of description; physacal abstract. A physical
description describes what has space and time saterand has physical
properties such as: size, shape, colour, moversestd... which can be
registered by the senses. They gave the followkagngle:

“A man in gilded headdress walked foreward,

smiling, and raised his hand to them”

(Short and Leech, 1981:
181).

For them this type of description makes the readieet as if they are
strangers observing from a different culture, anthetimes the physical
description can invite an empathetic response filmereader. And when
the readers sympathizgith the writer due to the images he conveys
through language , that may guide the reader’si@pinwe can say that he

achieved his aim in conveying the meanings of hrsation.

We readn HD that most of the descriptions of nature wengsical, and it
is important to note that we are given not simplgescription of a scene,
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but an account of the relation between the visuadldvand its observer,

who strives to comprehend and interpret it:

“The woods were unmoved, like a mask- heavy like a
closed door of a prison- they looked with their air
hidden knowledge, of patient expectation, of

unapproachable silence”( HD: 81).

In the modification of the dependent clausesrhask’and ‘a closed door
of a prison’to the main clause The woods were unmovedhe writer
conveyed the fears of Marlow, for the mask is alsvaged for hiding the
reality and usually the person who hides his reslime can deceive people,
the fact that may lead Marlow to feel that he wasslling to the unknown.
In this way, the reader’'s empathy is raised towavidslow. This extract
comes at the end of the narration toward the end/aflow’s tale, it
reminds the reader with the beginning of the nowdlere the writer
compared the river toa‘ snake’which has the characteristic of deceiving.
So here, he was reinforcing this deceiving imagsuabature in relation to
its negative impact and condemning nature as thesecebehind the
corruption and the greed of the white man in thedgoo As a result, the

reader’'s empathy can also be raised toward theswbibnizer.

Furthermore, although the physical descriptionh& hatural surrounding
seemed alive and direct it had shown how the rarmats detached and

powerless in the face of its immensity.

Another related tendency is in the occureemé adjectives which
express strangeness and fear like: heavy, hiddeatienp and
unapproachable. These adjectives contribute ingheer’'s empathy. Out of
this physical description, we notice that each tithe writer describes
nature he concentrated on some aspects in natdreegpected others. For

example, in the previous extract we see that hecesdmated on the
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description of the woods without mentioning itsreundings. In this way
we can say that Conrad used a technique relate@ tmdiction called ‘The

Descriptive Focus'.
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3.4. Conclusion

In this chapter, we have tried to depict the déferfunctions of simile, and,
as a result, we have come up with a higher levdigiificance to nature.

Thus, the stylistic analysis of simile have broutjiet following results:

-The analysis of simile conveyed was important images which

underline important themes.
- Simile presented nature alive and as an acttirerevents of the story.

- Through simile, nature was given negative traiterder to refer to evil,

hate and mystery that may exist in the human heart.

- Using simile in the description of nature, haswh the way how the

writer constructed his messages.

- The analysis of simile provided us with evidence the different

interpretations that were attributed to the novel.
- Simile deepened the understanding of the themsature in HD.

Finally, we can say that the use of simile in tlesatiption of nature evoked
images that suggest important underlying themesssary for supporting
the meanings of the novel. The analysis of simiédpéd us to get an
objective interpretation of nature and revealeshynambiguities that were
attributed to it. It deepened the meaning of nator&eome up with the
conclusion that Conrad used nature as a narrateé among other

techniques to create his literary work.
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Notes of chapter three

(1)- Imagery It covers the use of language to represent ahjexdtions,
feelings, thoughts, ideas, states of mind and amg@y or extra-sensory

experience.

Many images ( but by no means all) arte conveyeéfidwyative language,

as in metaphore, simile, synecdoche, onomatopoeiaretonymy.

(J. A. Cuddon, 1998: 413)

(2)-_Image schemH is a condensed redescription of a perceptual

experience for the purpose of mapping spatial giracon conceptual

structure.

Image schemas behave as ‘distillers’ of spatial &maporal experiences.
These distilled experiences, in turn, are what gognlinguistics regards as
the basis for organizing knowledge and reasoninguialthe world. For

Immanuel Kant, Schema is a way relating perceptetzepts.
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GENERAL CONCLUSION
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GENERAL CONCLUSION

In this research paper, we have tried tongeliriefly two major trends
of analysis in order to oppose them and find ouatwielations may hold

them. They are literary criticism and linguisticticism.

Literary criticism has been dealt with folomg time ago; moreover, it
has been of a tremendous importance in literargtiestu Thanks to it one
can understand works of art better. It can be lsethany people like the
researchers, the teachers of literature, the stsaereven ordinary people.
Literary criticism relies on context as a primargthod to get hints about
the meaning of the literary work. In other words,laoks for outside
information and refers to the text. It can look tbe historical time in
which the work was produced, or for the authorfe nd his fields of
interest, or for the relation of the work with otlveorks written by the same
author or any other criteria. Thus, various apphneacappeared under the
heading of literary criticism. This is why, it i®ted that in interpreting one
text or a piece of writing one may come up withfeiént interpretations
depending on the position or the theory taken leysipecialist. In addition,
it seems unfair to read one work of art in the samag when reading
another one because each literary work can be deresl as a unique
experience. This may lead to defects in criticisseduse according to the
theory of literary criticism, each work of art shdwbe viewed as being
different from other works. Therefore, literarytmism can not provide a

fixed framework to be dealt with in all the liteyaexts.

Meanwhile, with the appearance of linguistesh its sub-branches,
approaches and methods, there was a greater awsrehdanguage in
general and the language of literary texts speific Many advocators of
linguistic approach emphasis the importance ofguémguistic approaches
and methods for the analysis of literary works. ybelieve that applying

linguistics in literary texts would characterizes thource of our response to
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them. In addition to that, using linguistic crison would unify the
interpretations that are attributed to one texgliStcs which is one of the
branches of linguistics focuses on the analysisthef most recurrent
linguistic features which seem to have a stylisignificance and tries to
find out what use is made of them , because itthasassumption that
stylistic choices reflect cognitive preferences.eidiore, with this new
trend of analysis, it leads one to question itsitfes as regards literary

criticism whether it comes as an alternative o asmplementary.

On the practical side, in our research, @disr HD is depicted as a
case study or an example for trying to prove and but the relation that
holds the two trends of analysis.

In HD, Conrad has shown a great art in treeafdanguage. It is a rich
language where one can easily remark the frequerureence of simile
through out the narration. What attracts one’snétte, is the writer’ use of
simile when describing nature. Nature comes todrmsidered as one of the

important themes in the novel.

Applying literary criticism in trying to intpret this theme has led to
two important ideas; one about Marlow’s feelingd attitudes; nature as a
setting has helped in conveying information abdwracter. And the other
about Kurtz degeneration because he lacked resstkdien found isolated
in nature. Through the character of Kurtz, we camthe conclusion about
man’s ability for evil when put in specific circutasces. Conrad has
omitted these ideas explicitly in order to leavetlie reader the task of
guessing, inferring or imagining what actually ttheme means. According
to the literary critics, Conrad has relied on thetunal environment to

express the ideas he wanted to transmit.
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In analyzing similes from a literary angles saw that we get meanings
only without relying on evidence. This meaning da more subjective

than objective.

From the linguistic angle, we have seen lsimiles as a linguistic
features are used by writers to reinforce an ig@heahance it. In addition,

simile is considered as a type of a post modifier.

At the same time, in trying to analyse sinugng the linguistic theory
one sees its focus on the structure of the languatjer than meaning.
Thus, we come up with the idea how Conrad madeofighis linguistic
feature to reinforce his ideas in order to trangnstmessage. The linguistic
analysis of simile has only explained and providaddence about the

writer’s implicit message through the use of largpia

Indeed, analyzing similes in the descriptddmature evoked images in
the mind of the reader which demonstrates the p@mdryouthfulness of
nature, its immensity and its contrast with mankimdn atmosphere which
suggests darkness throughout the narration giviegréader a sense as if
Conrad’s character is in an awe of the natural dvdinat surrounds him.
Each description adds effects to the novel andsgimetion to the reader’s
interest. Thus Conrad’s style has shown to incltltee usage of heavy
descriptions which enable the reader to get a hensmge of the area, and

begin to feel the sensation that Marlow has beelrig.

Therefore, many images were conveyed suctheasnimal imagery,
the darkness imagery, the isolation imagery andepomagery. All of them
demonstrate Conrad’s elegant language to commentuat theme to the
reader. They unveiled underlying themes necessasypport the writer’s

narrative.
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It has provided an objective evaluationtie theme of nature. In this
way it is better understood and the message becolearer especially if
both results from the literary and the linguistital/ses are combined. In
addition, in considering the linguistic analysiseite was more light put on

the way the writer manipulated his language toeahhis artistic effect.

Therefore, one comes up with the conclusibat tthe linguistic
description does not judge a work of art, but rathbas equipped us with
the necessary tools and techniques on which ouldua&wans and

interpretations are based.

When comparing the results obtained fromeh®ag ways of analysis,
we come up with an important remark; when apphoth of them in one
text, the image of the literary work will be in ayvmnore satisfactory. This
is due to the fact that one relies more on thendktla@ other relies more on
language structure. Although they do not operatthersame field, they are
complementary in certain respects. Adding lingaistiticism would enrich
the literary field and provide objective interptedas. We may represent
the relation between literary criticism and lingigscriticism as far as the
literary work is concerned in the following diagram
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The relation between literary criticism and linguistic criticism

T

Linguistic criticism Literary work

Literary criticism

This diagram shows the circular relationship betwieethree components.

It means that in order to interpret a literary wowe should start with
literary criticism as it provides many general gigs that put light on the
work, then we move to another step of analysis ihe linguistic analysis
which most of the times comes to validate theserpmetations objectively .
After that one comes to go back to the literary kvand read it with new

eyes.

These results lead one to think about oppdrés for profitable
cooperation between the linguist and the literanycs. It seems to be part
of the linguist’s task to contribute with his congrece, by the application
of linguistic methods to help the literary critic analyzing the patterns of
language in order to reveal the features in it Wiine writer uses to express
his ideas to the audience. Thus, the appreciatfothe literary style is
deepened. Indeed, many linguists have become avfdahe possibility in

contribution in the analysis of literary texts.
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The use of nature in HD, has shown how Gibrisaa great and a
successful writer. This means that every elemeatwhter mentioned in
the novel is of an important value. Furthermore, fitequency of simile in
describing this theme has reflected the writer'sv@oin manipulating his

language to contribute in the building up of hisragon.

At the end of this research, many questi@msecto one’s mind as far as

stylistics is concerned:

- How and where can the literary critic ark tinguist meet to
cooperate in dealing with one literary text, espkgiwhen they are from

different parts in the world?.

Can the application of stylistics in other fieldsck as advertising or

the political discourse bring out satisfactory tes@

- As far as the academic field is concerned, do twdents need to
improve their knowledge of language to contribute their

understanding of literary works?

- Do our students need to learn the methods of 8tdiso be applied?

How and when would they do it?

Is it time to teach stylistics as a subject in aaiversities for our

graduate students?

With these questions, we come to conclude twmparative study,
hoping it will be useful for our graduate studemtshe future especially
when we consider that there are very few works thedlt with HD

stylistically.
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