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: o .. ABSTRACT

THE "DELIBERATE BELIEF":

REFLEQTIONS BETWEEN THE BOOK OF THE DUCHESS AND HEART OF DARKNESS

)

— i . L4

\ ’ Dev Loyola-Nazareth : \ \\;

This thesis gives a perspective on Chéucer's The Book of the Duchess

through'Conrad's_Hgart of Darkness. It explores the sense of a "noble

'humility" of the authors as manifested in these two Qorks./ This "noble " . , ™
humility" is essentially a perspective on humanity, a perspective focused

by a discovery and elaboration of some emotional and intellectual reflec~-

- e

3

tions of the works. The literary effects of the works that’ excite our :

/ N
i

. reactions are analyzed for a clarification of their part in the communica-

. “tion of the trﬁth of the works., .The success of the compunication resting !
:° * : ‘ also on our immediaéy'to the experience of reading the works, the thesis \
. g y examines- our participation ;n the sequential di;govery of the truth, »
'g wherein ghere is a conversion fro; solipsist to vicarious participant. *
? - From the deliberate, self-imposed isolation introduced by the Prologues, ’
b . o

* the two works provide for the introspection that develops from a review of

the external, social world to a deepening scrutiny of the relationship
LN

LA

of the self with soéthy and, ulfimqtely, of the self itself.
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The editions used throughout and to which all page references are made

. 1S
are ﬁ'l‘lx‘e Works of Geoffrey Chaucer, ed. F. N. Robinson (Boston: Houghton

Mifflin Company, 1961), and Heart of Darkness, ed. Robert Kimbrough

. \ , ' R .
(New York: W. W. Norton and Company, 1971). The foci of the thes}s

Being Chapcér's The Book of the Duchess and Conrad's Heart of Darkness, -

P

the two works are hereafter cited as BD and HD ‘téspectively. Sec~

8 - ’ .
_ondary quotation marks have been occasionally omitted in references

.

from Heart of -Darkness.
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PREFACE

AnrApolagia for Binocular Vision

v

-

<

%icat_:e; composed elaborations of Heart of Darkness awoke in my

1]

Y

memory the echoes of the deiiberate, embellished complications of The '

Book- of the Duche"ss. 1 realiz_ed with excitement that the tones of the

. " 4
. because it reflected tl}e poem, was researched in the reflection of the

prose work were resonating like those of the poem. Theirlfrequencies'

seemed the same. 1T was fascinated by the mutual harmony and decided to
investigate it.

. v &
Heart of Darkness centinued to be the canonic scale with which I

listened, '1literally and metaphorically, to the development of The Book
L] . .

of the Duchess. The prose work, because it was relatively cc;ntemporary,

was sooner ‘comprehensible to me; its elaborate articulation and its
complementary, far-reaching exploration, its v§rba1 distance, communicat-

ed its truth more readily than did.the relatively remote poem. The

It became the

-/ "

prose work helped me focus on The Book of the Duchess.

key that carried, that _transporteé me to the poem. ‘Its melismatics
helped me hear the poem's; its self-consc{oumess made me aware of the
poem's; its conéiderations facilitated by example the explication of the
poem's concerns. - )

— My reading of Heart of Darkmness also benefited from its projection

on The Book of the Duchess. 'The comparison of tﬁe philosophies of the . x ’

two works inevitably demanded & scrutiny of both. The prose work,

1
N

—
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Finding a Perspective: .The Approach : T
[ s , ] ,

Amonge al this I fond a tale
. That me thoughte a wonder thing. (BD 60-61)
. . r .

In The Book of the Duchegé, Chaucer misreads a tale from Ovid's

Metamorphoses. His'miéprision is deliberate, calculated to antlcipate

.his elegy's “first mater.” Chaucer's Narrator purports simply to retfell

the tale--"This was the tale” (BD é2)~-bu; he p;esenta‘a Seys=Alcyone
story that 1s‘carefully edited ané eveﬁ annotated to highlight‘evedts
that, in»turn;'updetécote principles that are elaborated in the Dream he
will later recall. 'Ovid's tale is recounted because it shares sgﬁe

essentials with thJ'Natrator's Dream; and i; is articulated by the

[}

!

Narrator to demonstrate these muthalities‘;o its audience.
The integrity of the original text by Ovid is'not being eroded By a
plagiarizing, expedient Chaucer. Bdthe;, the text is appreciated quite-

’

literally .by an honest, delicate poet who expresse§ his understanding of

‘thelstory in his own emphasis and commentary.  Thus . he explores at some

length the humour inherent in the tale and stresses the ostengi%lé.

ultimate futility of Alcyone's invocation, with its final hopelessness.

As } will discuss later, the explicit comedy and the coatradictory, .

1mp11c{c déapair'éhat Chaucer's Narrator discovers in the story are

© jponapicuous 1p,their antfcipation of the mixed moods that pervade the

°

’




oFn

" With a quiet, subtle purpose, Chaucer skims over those elements of

‘Ovid's' tale, that he deems superfluous to his -aialogy. He summarizes

Ovid's detail of the storm and shipwreck in eight lines. . The circum~
. i e .

[y

stances of the king's death are not important. Only the tragedy of his ;/__; )
- ) . e, Do

premature demise is necessary”for the comparison. Once this fact 1is
. . & ‘ . ‘

couveyed; Chaucer focuses . on Alcyone:': "Now'for to speken of his wif”

(BD 76). He! remarks her deep, uhre],enting sorrow, her i&eal devotion to

her king,- because it 14 a key element of his elegy. It recallslthe
¥

" extreme sorrov of the Prologue 8 Narrator and predicts that of the

Dream's Man in Black. Chaucer 8 impresgion of the signific.ance ofw

Alcyone 8 sorrow and devotion is evident in his comment in lines 95 to

100. Once he completes his critical review of the Seys-Alcyong étoty, he

quickly sets the text asjde. He is detached from Alcyone 8 final
nonologue-"Hyt were to longe for to dwelle” (BD 217)--because it 1is
unnecessary for his conparénon. The fact of her death, with 1ts progound
implications, .18 comment enough on the leas'ons of the stqry and of 5he
Dream. | < . ;

I have borrowed Chaucer's purposive, analytical method of misprisioz;

for my exploration of the Deliberate Beliefs of The:Book of the Duch&ss

and Heart of Darkness. Hinging them on t.héi.r mutual expressions of an

¢ ) o

unspeakable, I juxtapose the two works so that they make corxspim?:ov_.as by

duplication the elements they share. In my comparison, I learn more -
quickly to be sensitive to their individual experiences of their
respective truths.

“ . T ) " g
Misreading, the deliberately 'angled scrutiny, is discussed by Harold

Bloom in'A Map of Misreading:

-
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Influence, as I cotnhceive it, means that there are no texts, put
only, relationships between texts. These relationships “depend
upon} a critical act, a misrg,ading or misprision, that one poet
performs upon another, and that does not differ in kind from
the necessary critical acts performed by every strong reader ’
uPon every text he’encounters. The influence-relation governs,
reading as it governs writing, and reading is therefore a
‘miswriting just as writing is a misreading. As literary
history lengthens, all poetry necessa becomes verse-

criticism, just as all criticism becomes os_e-pr»a_t:ry.\“1
4

*

Bloom findx )Ehe cause of the misreading in the reader's personality, his
. * w'

,own particular perspec{i\ve. A gstudy of the emotional and intellectual )

effect of a literary work fon its reader inevitably suggests the

comparison of texts that have affected the reader in similar Wyr,'\z{mt

4

manifest the "influence" that Bloom discusses:

. You cannot write or teach or think or even read without
»imitation,; and what you imitate is what another person has
done, that person's writing or teaching or thinking or
reading. Your relation to what informs that’ person is

tradition. . . . Literary tradition begins when a fresh author

o is sigultaneously cognizant not only of his own. struggle

against the forms and presence of a Precursor, but is compelled
- also to a sense, of the' Pfecursor's place in regard to what came

! before hig.2

Chaucer' 16 acutely conscious of his tradition, as his use of conventions
@and even substantial portions of. 'other poets' works shows. Of course,

A §

his art does not mérely imitate but imposes his own personality on his

'b.orrowings as he employs them for his purpose. Chaucer adapts the

[
familiar deviu:e of a dream-vision to his: purpose of an elegy. Within the
(IS W

frame-work of the dream-vision itself, he carefully shapes borrowed

[S
componencs, 'literally einventing them for this "first mter. His

‘misreading ami&kmiswrit ng, therefore, become criticisms, a fresh )

perspective. The misprision becomes an appreciation in its comparison.

©

: | )
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Heart of Darkness, in its transcendental exploration of the elegy,

compels its comparison with The ﬁook of the Duchess. §9£h works exeﬁplffy

. v .
Abbie Finlay Potts' definition, in The Elegaic Mode, that "the aim of

v

elegaic composition is the refinement of human understanding in a series
of revelations about the nature of human life and human destigy."3 ihe

! .\na-
sensitive reader will discover that despite the difference of superficial

0

aspects——-the conventions,, the contexts,_ the inspirations, the language

s itself-~the deep sympathy between the works is conspicuous, scarcling; At

<

the beginhing of the encounter, the rsader wonders and, in wondering,
questidns: What would these two works say to each other? What would the
- discourse be? This curiosity is a vigorbus response by the redder to the
. i L

* experience of his reading. As he follows this "conversation” that he

- constructs between the works, he 'learns the answer to his question on
[0 - .

both: How should he 1isten§ ) -,

Fitst of all, we can say that the indetermlnate elements’ of -~

~ . 1iterary prose—perhaps even of all literature--represent the
most important link between text and reader. It is the switch
that activates the reader in using his owm ideas in order to

“fulfiil the intentidn of the text. This means that it is the
bdsis of a textual structure in which the reader s part is

o already incorporated.

’ * In this respect, literary texts differ from those which
formulate a concrete meaning or truth. Texts of the latter kind
are, by theit“veryﬁnature, independent of the individual reader,
for the meaning or truth which they express exists independently
of any reader's participation. But when the most vital element
of a textual structure is the process of reading, it 1s forced

to rely on the individual reader for the realization of a
possible meaning or truth. The meaning is conditioned by the
text itself, but .only in a form that allowa the reader himself
to bring it out.4

-

Wolfgang Iser's discussion of hermeneutics, concentrated pungen;}&’in the

quoted passages from his essay entitled “Indeterminacy and the Keader's .

p

Response in Prose Fiction,” loudly echoes Conrad's.own definition in Heart

o

v
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of Darkness of a narrational communication of a truth, expressed succinct-
agioul o v *

-

ly through the narrator's comment on the yarns of seamen and elaborated in
Marlow's ironic defense of his way of explicating a truth: .:'I don't want

to bother you much with what happened to me personally . . . yet to

Ll

Jnderstqnd the effe® of -1t on me you ought to know how I got out there,

what I"saw, how f went up that river to the place where I first met the

[}

poor chap‘" (HD\]) The reader's involvement is critical to the discovety

-,

of the truth. Marlow's narrative is not a truth in 1tself. If it did

denote the truth, it woqldebmand only an observatian from it’s reader.
R
The reader would either agree or disggree with the truth stated.

i ’ R t ‘
V. S. Pritchett, in an essay on Conral,.prefers the kind of text that

accepts a piain exegesis without elaborate-intervention by the reader:

&vThere are times when the belief in original sin sounds either
,histrionic or professional; and in Heart of Darkness far too
much play is made with woxds like "inscrutable,” "
"impalpable,” "mysterious,” "incenceivable” in a manner that
suggests an attempt to create a system or dogma of evil by sheer
oratory.: Conrad's description of the Congo is unforgettable,
but his moral reflections look like stage drawings or temporary
constructions. I think the exila's temperament gave Conrad his
obsession with the allusive. He could never resist a symbol;
and his images tend to submerge his people at their crisis, as
if they were evasions. Even so, such a concern for texture does
not really explain why "Mistah*Kurtz,” the whole focus of Heart
of Darkness, 1s a ghost or figment. His extreme lusts--what are
they? What unnamable things did he do? Was he a cannibal? He
murdered, we suppose. It is curious that when Marlow actually
sees the heads on the poles outside the hut, he sees them not by .
"the defenseless naked eye but by the magnifying intervention of
. binoculars. At the veéry crisis of the story we do ‘not directly

., face the fact; we are given the distorting 11lusion.?

v

t
[
.

The disadvantage of this kind of exegesis is its preoccupation~with the

. superficial, with what Marlow calls a "surface-truth” (HD 37).

N

Pritchett's obsession with the “"histrionics" of the-work blinds him to the

Al - .

unfathomable,”

<y

B e
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' profound implications ' of its powerful undercui'rents, its”provocaiive ‘

subs‘tance. In his exegeéis, Pritchett, instead of pondgi‘ing the meaning

] . - B

. ¢
of Conrad's evidently self-Conscious eloquence, tosses it aside as a .

»
.

wéakne?sé, a” flaw. He considers the wérk'a evosivene'ss a defect. Eyading

a

the allus‘ions wanting éxp«lanation, Prii:chett focuses on the ostensible,

\

and his discovery leaves him dissatisfied emotionally and intellectually.

<

But he  should question the "distorting "illusion.” He should not retire

s

with disappointment ;t the dearth of factual, mindane information on Kurtz

but "scruff'fz’e. his 1mpa1pa:bi<1:lty to sense the aura -of its purpose.

Looking at the obvious Pritchett loses sight of ‘the subtle studying the

+

'evident, he ignores the essential. i

»
L

' The«ostensibly inorganic structure of Heart of Darknéss, its éompogi:— -
e

tion of'"scﬁemati'zed views,"® 13 also 'found in Chaucer's The Book of the

" Ducimess. Pritéhett' s ctiticisms of Heart: of Darkness could clearly be

levelled at: :his poen aleo. The 'obsession of its Prologue with an un-

natural "sorwe” is never cla“rified. It resounds with the repeated mention

" of the symp €oms~="1 fnay nat slepe wel nygh noguht," "defaute of slep,” "to

A

endure / 1 thoute slep and be in sorwe,” "ydel’ chog&t," "fe}_t’ynge in .

nothyng,” "mased tixyng," "sorwful ymagynacioun,” “melancolye,” “hevynesse”

%

“but never explains them. The mood is carefully constructed by ad jectival

insisgtence. Pritchett might well demand: ’dhat is the cause of this

sleeplegsness? What is the detail of the "siokn‘esse"'»? Who is the

"phigicien"? Pritchett would probably faultJ the poem‘s focus, the Man in

°

Black, for being so ghostly, for hiding himself behind the ornate conven-—

°

tionis of his eulogy. " He would probably complain of the immed:lately dis-

. appointingq climax, with its apparent, alnost tangible ignorance of the'

4
"fact."”

o

)

.
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The trquble with using literal exegesis as the main approach to these,

" two works 18 its emphasis on the concrete, the evident, or, at the least,

t')n. the denotation of words rather than their cormotgtions. Eugene

. i , . g
Dorfman, who uses the term "narreme” for the central or core incident of
& “ s . 2

each component of*the train of incidents in a naxrative, argues against

inorganic structure and its complementary evasiveness and indetei’minacy;

s

v

-Excépt for the initial narreme, which serves as the necessary
foundation for what is to follow, and the final narreme, which
is the natiral outcome of what has preceded, the test-of a -
parreme is that it be the organic consequence of the preceding
narteme and the effective:cause of the following one. All
incidents are marginal and belong solely tq the superstructure
if their omi'ssion would not affect the basic story line, however
poetic, delightful, entertaining; artistic, and otherwise <

memorable they may be. .

Dorfman's Aristotelian severity would ostracize the episodic compoﬁents of
N 4

The Book of the Duchess and Heart of Darkness. In the poem, the core

‘incident of the Seys-Alcyone story, the 1nv6cation to Juno, accented only

by the narrator's own invocation later, is not neatly isolated from_:lts
accompanying incidents, which most certainly contribute to £he' influence

of the story on the explication of the poem. The wal'ging of Morpheus, for
' .
examﬁfe, with its glagring humour, can be shown as essential, not inci-

dental, to the purpose of the tglling of the story. In fact, beyond the

'

L .
Seys-Alcyone story--the involvement of Morpheus proves to have greater,

1 £

Narrator's invocation and sleep-—those imedia}:e consequences of the

more profound repercussions than the prayer to Juno. The core incident of
the ultimate meeting, the Man in Black's eulogy, is also finally

: . . Vo
subordinated to the apparently incidental reaction of the Dreamer, with
+

its graver, more astoﬁishiﬂg, implications. In Heart of Darkness, the core

incidents of individual episodes prove as difficult to pinpoint. Their

'{, .

K o WY
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initial importance is inevitably undermined by incidentals, which
ultimatel} prove to be equaliy or even more ponderous. At the Central
Station, a spontaneous jig will awake echoes that will be heard far beyona
the confinas of its immediate context; and their‘ioudngsg.will belie its
humb;g, even inconsequential whisper in the'delibera;é cacophony of éhat
Station. The qentral incident of the meeting petween Marlow and the

>
Ipten&ed will also propve elusive ahd, when defined according to Dorfman's

o

a

criteria, unsatisfying.

» )

. Dorfman's and Pritchett's methods of exegeses :could not comprehend

" The Bopk of the Duchess and Heart of Darkness because they cannot fully

appreciate the connotations, the projections, the inductions, the aura - |

that are impalpable to pﬁre intellect.,‘Such exegeses get mired iﬁ the

iiteralness‘of words snd sink in ambiguous soft-spots that do not support

their demand for solid fact. Consequently, they; cannot explore the whole
* worke Since such exegeses find the gaps améng the "schematized views”
‘disconcerting, they cannot transcend the breaks, and do Qot discover the

emanations that bridge the "views.” The indeterminacy that 18 the

distance between the "schematized views"” must be experienced and explored

by the reader who hopes to cogprehéﬁd the entire work. The reader must

participate in the experience of the work in order to understand it, and

e 18 thus compelled to ponder the work more cgrefﬁlly, to act. -
_ deliberately to orient himself constantiy in order to continue in the true

direction. In reading The Book of the Duchess and Heart of Darkneaé, the

(3

reader must become as knowingly and carefully self-conscious as the
narrators, as he shares in their exp%ora:ions. {

#
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'Defining the Séan&ard: The Remarkable

o~
/

. « « I not what is best to doo. (BD 2%)

-

I humbly suggebt, as I ardently sffive to emulate Chaucer's own
noble humility, that this line is the key to a correct reading of The

. Book of the Duchess. I do not intend to imply that Chaucer lacked the

self-assurance or confidence that is born of the matur{ty, in perspec-

N

tive or vision, manifest in his art. Even a cursory reading of the

+

poet's works would provoke a passionate denial of such a suggestioe/

N - /
Nonetheless, I ask °you to consider his distinct lack of hubris, 9f self-

. '/
‘concelt, that 1s a sign of true maturity. I recommend that yeun study
i

Chaucer pondering the imponderable and you will realize his/éegognition

of the limits, the finiteness, im@osed on humans by theig/%umanity.
/

. 7 N /
This is part of the noble humility of which I speak.

The complement to that facet of noble humility is thg'simultaneous

. perception of the urgency for positive action. The acceptance of our
. A B

. .

) humanity and its inherent curbs must not precipitate us toward hopeless-

ness-and despair; rather, we must endeavour to the best of our ability,
.Chaucer did not perceive our humanity to be crippling or imprisoning.
, saw life as a framework within which, paradoxically, existed endless -

possibilities. As manifested in h;s Canterbury Tales, he comprehended

He

7

'

tr

life's infinite variety-~its joys, 1ts sorrows; its besuty, its'grotesque7'

e et 2

-
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;our humanity with its resident imperfections and weaknesses and the

I3

ness; 1ts comedy and its tragedy-~and, marvelling at what he saw, was

~

L

inspired to act, to-write.

This delicate balance between the sober, intellectual acceptance of

"delighted and delightful conviction of man's vitality and zest for life

and all that' it affords is ev;dent on scrutiny not onlﬂ"inl the text of

The Book of the Duchess, but also in the writing of the 'poem. Chaucer,

recognizing man's emotional and mental nature, must have known that, to

communicate the truth of his work, he would Vhave to dddress both com-

ponents of' our humanity, appealing to our ‘hearts and our minds through

the twin vgices of emotion and reason. In The Book of the Duchess, the

~

emotions and the intellect speak sometimes independently and sometimes

to‘gether. The two voices modify each o‘ther. The resulting medium is the
focus and, in fact, the very.essence of the poem itself. -Like the liter-
al, apparent arguments it conta"ins, the i)oem itself, through its structure
and tone, evokes the audience's emotional and inteliectual responses.
Bom of.the heart and the\ mind, it appeais to the heart and the mind;

Being humane, it touches our humanity.

The relationship between.the heart and the mind in Chaucer's poetry

)

has been discussed briéfly by several critics; however, the emphasis of

" n

the discussions has been on."impetus" and "ratio,” "energy" and "order,"

a con'cept,that does not fully comprehend the heart and the mind. The
emphasis on "impetus" and "ratio" underscores the poet's debt, for the

concept, to medieval Christian >d6ctr1ne,- concentrating most’ of the, res- '
. v

ponsibility. for the use of the concept on convention. While the influence

of medieval Christian tfadi@ cannot be denied7-its e’ffect on the author

f
»

.
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of The Book of the’ Duchess should not be overestimated, Chaucer was a"n.

orthodox Christian--his later poem, "Truth, " reveals gg@ﬁrly his Christian -

view--whose personality effected a finer focus of his basically medieval

f
Christian perspective of life. fHowever, Chaucer s adventitious Christian

attitudes were profoundly affectedrby his inherent qualities, his "inbom
strength.”" My reference to Chaucer's "inborn atrength” is inspired by

the aense of the concept underlying The Book of the‘Duchess; therefore,

-while the concept is manifest :ln the poet's later, major works, my dis-
cussion of it will encompass only this. poem.

I barrowed the concept of "imborn strength' from Joseph Conrad's

} Heart of Darkness because I fourrd that it best'expreseed the quelitiy that
&t:he~poet: had and that I have been highlighting, and because I see &
remarkable sympathy ber.%:een Conrad's opus and Chaucer's fir_st major poem.’
Here, to preserve the Jcontinui,ty of thought and purpose, I wwill comment

on the concept:only, promising to elaborate on my second premise in the

v

" following chapters. In Heart of Darkness, "inbomn strength” is best ex-'

plained during the dreamlike jourriey up the Congo River:

“The earth seemed unearthly. We are accustomed to look upon
the shackled form of a conquered monster, but there--there you
could look at a thing monstrous and free. It was unearthly,
and the men were--No, they were not inhuman. Well, you know,
thap was the worst of it--this suspicion of their not being in-
human. It would comé slowly to one. They howled and leaped,
and spun, and made horrid faces; but what thrilled you was just
the thought of their humanity--like yours--the thought of your
remote kinship with this wild and passionate uproar. . Ugly.
.. Yes, it was ugly enough; but if you were man emough you would"

admit to yburself that there was in you just the faintest trace

> of a response to the terrible frankness of that noise, a dim’
suspicion of there being a meaning in it which you--you so 1

. remote from the night of first ages--could comprehend. And why
not? The mind of man is caPhble of anything--because every-
thing 1s in it, all the_past as well as all the future. What -
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was there after all? Joy, fear, sorrow, devotiom, valour,
rage--who can tell?--but truth-~truth stripped of its cloak of
time. Let the fool gape and shudder--the man knows, and can
lodk on without a wink. But he must at least be as much of a
man’as these on the shore. He must meet that truth with his
own true stuff--with his own inborm strength. Principles?
Principles won't do. Acquisitions, clothes, pretty rags--
.~ rags that would fly off at the first good shake. No; you want
a.deliberate belief. An appeal to me in this fiendish row—- is
. there? Very well; I hear; I admit, but I Kave a volce too, and
for good or evil mine is the speech that cannot be silenced."
(HD 36-37) . .

- . '
According to the sense of the concept of "inborn strength". expressed in

this passage, Chaucer's medieval Christian upbr—i—nging, his inculcation of
Christian doctrine, would be mere "Acquisitions, clothes pretty rags—-
rags .that vould fly off at the first good shake." Chaucer's true person-
ality, that wroqght a "deliberat'e belief," that imposed a focus on the
medieval Christian perspective given him, was'his "{nborn strength."

My references to Chaucer's "inborn strength” in The Book of the

i)uchess may lead some reade;‘s to acc“:t.xse me of an unsophisti'cated per—
spective of thé relétionship between poet and poem. Am I ‘not gullty of
,gonfusing reality with fiction, of mistaking Chaucer to be the poem'.s ‘
‘Narrator, who 1s apparently subject occasionally to a myopia that co;xld
"never afflict Chaucer himsellf, and of confounding the poet, the makergr

himself, with the poem's persona, the created Dreamer? I argue, as

Robert Jordan cautions in Chaucer and the S{ape of Creation, that we
should not commit the error of applying modern critical norms and judg-

. ments to Chaucer's work. Jordan states: .,

‘The primary artistic means of discriminating between art and
life is the clear structural outline, the explicit indication
of the limits of illusion. . . . This dense of structure has
in recent times dissolved, not only :L?A language of criti-

t



[y

13

]

‘ cism . . . but in the practice of novelists who have developed
subtle techniques for the ''rendering" of experiences, tech-
niques intended to exclude from the fiction the signs of an
external, shaping hand. The absence of "explanations' and of
explicit beginnings and conclusive conclusions indicates the /
importance for modern fiction of preserving the illusion that
art is not "made" but is, that it is an organism rather than a
nechanism. 8 .

|
In Chauc;er's literaﬁ tradition, art was ''made," and, as a éonsequence,
manifested the effects of its creator. Art was a "mechanism " in so far as
it was explicitly shaped and dependent on its artisan, 1its creator, ,who dra-

matized his own efforts, as in the Iliad, The poem existed for :ng/

creator; its purpose was its creator's purpose. I hope'to show that this

view of art as a mechaﬁism is especially valid for The Book of the
Duchess. The poem was written by the poet to fulfill and éxpress ‘his
purpose. One may argue that all fiction fulfills a purpose. True; but

4

much modern fiction remains isolated from its author, who emplbyé various A

‘devices to sustain the organic,‘ independent quality of, his work. The °

Book of the Duchess shows an almost direct link‘with 1ts "auctour." Its
Narrafor is not Chaucer, but Chaucer is its narrator. That is, what is true of
the Narrator in the poem is not necessarily true of Chaucer——for example,

the Narrator in the poem has suffered an eight year "aicknesse" t:hat

Chaucer himself may not have sha';ed--but Chaucer uses the Narrator as a
‘.

medium through which to expfess his views, to articulate his r.hought’s\,

to accomplish his purpose. Thus the Narrator of The Book of the Duchess

"a aubtle and self-conscious Chaucer.

may still be named "Chaucer,
Jordan, calling for a correct appreciation of what he has termed

"{norganic" art, argues:. .
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L. irregularities and inconsistencies of a Chaucerian-
narrative, particularly the recurrent disruptiomns of illuaion
but also other overt evidence of the maker's hand--the exposed

joints and seams, the unresolved coiitradictions, the clashes of -

perspective—-are not simply the signs of primitive genius, as
Sydney and Dryden were willing to believe; nor are they, trivial
stylistic blemishes, as modern advocates of psychological .
_realism and dramatic .unity have maintained. They are signifi-
s cant determinants of Chaucer 's art, based upon an aesthetic
"""? _ which conceives of art not as an organism, a-living plant, but °
{5~ as an inorganic materiasl,.a "veil," as Petrarch and ‘Boccaccio
%" understood it, or in more complex works such as Troilus, the-
’ Canterbury Tales . .. &8 a structure possessed of architectonic
as well as planimetric dimensions. 9

.

t

) ' ' . ! X ) ‘
I extend the thrust of Jordan's proposition. The Book of theé Duchess'-

strong sense of purpose is manifested in its multilevelled.structure:
" .

- each level works toward and supports, the one'purpose, and reinforces the

- PR »
f

L - ~ .
support given by the other levels. This unity of purpose is not

always apparent; the overt, even deliﬁétate ambivalerce often t;éndq"

to confuse. ' The various levels or voices seem often in apparent contra-

diction or disharmony, each voice being independent, Nevert:‘heleas, I

~have found as a reader that they uléimte];y reinforce one another; echo-

’

ing the same theme, and leading inexorably to a common end.
. r )
The Book of the Duchess can be_ heard as the voices of the heart and
the mind in a variety of disputes and duets. The Prologue is an eventful

v

.

marriage of the heart and the mind, of emotion and reason. It appears to
be purely emotive, an expression of great sorrow. Though the emotions

have ostensibly been numbed in the Narrator,” who says he has "felynge in .

. nothyng, / But, as yt were, a maséd thyng, / Alway in péy'n,t to falle a-

down" (BD 11-13), the lNarrator:'himself refers his benumbed condition to
his "sorwful y’magynacioun." However, it 1s also intellectual in its

incroduction of the poem 8 purpoae by providing, a sympathetic link with

Pl it ot
. '
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John of Gaunt, by building the necessary empathy with Gaunt without .

eclipsing his own real sorrow and loss, and by hinting at the quality of

il

the final consolation offered. ;

The voices of the heart and:the mind emanate -t:h‘rou';gh various speak-—
ers--ﬂhgucer,’bthe Narrator, and the Dreamer—-each of whom represents a
level oé consciousness Q}) the communication between the poet and his
audience. The speakers, who serve as the media through which the heart

te

and the mind express themselves , contribute to the multilevelled. struc~

'

ture of the poem; they provlid‘e the choruses that blend into the crescendo

i

of the poen's theme.

!

W e e e
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CHAPTER IIT’

Exploring the Comparison: The Reflection

-

The yams of seamen have a direct simplicity, the whole meaning
of which lies within the shell of a cracked nut. But Marlow
was not typical (1f his propensity to spin yarns be excepted),
and to him the meaning of an episode was not inside like a
kérnel but odtside, enveloping the tale which brought it out
only as a glow brings out a haze, in the likeness of ome of .
. these misty halos that sometimes are made visible by the spec~
i tral 1llumination of moonshine. (HD 5)

3

I believe that the above comment can be applied to the "auctour" of The

. ¢ Book of the Duchess. 1In Chaucer's narration, as :isd.Conrad's, the mean-

ing lies not on the literal level of the work; the meaning surrounds the

3y

11iteral v}ork, and is illuminated by a reading dJf the literal work. This.

aura of"meanihg 1s reached through the ]S.teral but must transcend it .
\ beca};se the meaning is a truth, which by its very nature is elusive. The
. truth cannot be shown completely through a literal communication because
it 1s essentif;lly ali\lc;rpﬁous. Its vaguen'eas‘, its impalpability, mgkes it

\

is to be’ seen clearly. . — "

i

2

( Both The Book of the Duchess and Heart of Darkness are literally

" elegles, but both havf"
the works must appeal‘ #the heart, and the mind (obviously, an unreason—

able consolation 18 no consolation). As revéalers of truths, the works

& ' also must reach the heart and the mind, because a truth lies between pure

#
emotion and pure reason. Both works accomplish their revelations of

/} incomprehensible to pure logic, though it must affect the intellect if 1t
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their respective truths through their multilevelled structures that.en- ‘

’

able the voices of the heart and the mind to be heard by the audience at \

AT A A

many levels .of consciousness. To label broadly these levels of con-

’ N sciousness, I will look to Heart of Darkmess for inspiration, and refer

to the "Outer Station," the "Central Station," and the "Inner Station."

»~

. . Leading to the "Outer Station" in Heart of Darkness is a Prologue

that parallels remarkably in its function the Prologue of The Book of the’

Duchess: it 3nticipates the rest of the work. In the Prologue ;f Heart
of Darkfiess, the preparétion of the audience for the final revelation is
begun. We are made aware of an imminent jo&rney.’ The "Nellie" is at
i only a temporary rest; it is sea-boﬁnd. With the turning Qf the tide, it
will séil away from the threaten}ngAgloom. We are not told the yaﬁl's
actual destination; however, we are given an idea of the potential of "a
waterway leading to the uttermost énds of the earth" (HD 4). Our gwn‘l,
Zh journey through the story hoida\the same potential as the "Nellie's."
\\‘ | If we must presume that, like the "Nellie," we will be returned to our
- Ve start%pg point ultimately, we must ponder the purpbse of‘our journey. If

) it has no real destination, its purpose must be implicit. We are offered

- .
2 . an explanation by the end of the Prologue, by Marlow. I recall for emphasig:
! . ’

~
) ‘
- H {
.

. /3 "I don't want to bother you much with what happened to me -

8

4’6 ‘ , / personally . . . yet to understand the effect of it on me you
; dught to know how I got .out there, what I saw, how I went up
that river to the place where I first met the poor chap. It
was the farthest point of navigation and the culminating point
éi‘ ( . of my experience. ‘It seemed somehow to throw a kind of light
. on everything about me--and into my thoughts. It was sombre
o S enough too~-and pitiful--not extraordinary in any way--not very
"o - clear elther. No, not very clear. And yvet it seemed to throw
‘s a kind of light." (HD 7) -
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The experiencing of the truth is the key to understanding it, Marlow’

argues. The truth is too amorphous to be trapped in one statement. It
. - =7
must be felt by the heart and the mind to be affecting and-appreciated.-

The Prologue begins the experience of the truth for its readers.

at

We are girst introduced to a feeling of helplessness, of being at

°

thé mercy of fate: the "Nellie" must anchor and wait for a favorable tide.

This ripple of helplessness is succeeded by a wave of gloom. The fietive

-

_-Narrator's description of the setting on the occasion of Marlow's narra-

tive immediately introduces the mood that seems to pervade most of the

. work:

The sea-reach of the Thames stretched before us like the begin-
ning of 'an interminable waterway. 'In the offing the sea and
thé sky were welded together without a joint, and,in the lumi-
nous space the tanned sails of the barges drifting up with the
"tide seemed to stand still in red clusters of canvas sharply
peaked with gleams of varnished sprits. A haze rested on the
«  low shores that ran out to sea in vanishing flatness. The air
was dark above Gravesend, and farther back still seemed con-

Wldensed into .a mournful gloom,.brooding motionless over the big--

gest, and the greatest, town on earth. (HD 3)
, P ‘ X
The almost plodding repetitions o6f the word-"gloom". further the effect of

3

)

the quoted passage. Through the Narrator '8 reiteratién, we ourselves are

N Q

made to brood on. the threatening gloom. "Only the gloom to the west,

4

brooding over the upper reaches, became more sombre every minute, as if

v &

. angerea by the approach of the sun" (HD 4). We are filled with forboding‘

L

as we vicariously share the Narrator s darkening vision. "And at last, in

its curved and imperceptible fall, the sun sank low, and frOm glowing
. white changed to ‘a dull red without rays and without heat, as if about to
go out suddenly, stricken to death by the touch of that gloom brooding

«

over a crowd of men" (HD 4) T s
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*that the Narrator- details.

‘empires" (HD 4-6). .

—
" While our hearts are being filled with an incipient despair, ‘we

must ponder the significance of the choreographed play of 1ight and dark

desphir. The gioom is pending, but it still lies behind us; before‘us
lies hope. We must look forward, like the "Nellie! and her crew; we must
dare ‘to try to escape the.deadly infiuence”of*the suspeﬁded gloom. Oﬁr

L] . .
spirits are lightened and our perspective becodes that of the Narrator

‘who, considering the Thtmes "n the ‘august light of abi&ing memories"
. v ;

- . S e
(HD 4), enthusiastically and patrioticaldy recalls: '"What greatness had .

v

not floated on the ebb of that river into the myétery vf an unknown

«

earth! . . . The dreams of men, the seed of commonwealths, "the germs of
Then, this vision of a glorious, civilized and civilizing England is

quickly dhd suddenly shattered. London,. the heart of the gacred fire,"

becomes "thE monstrous town" (HD 5). '"'And this also,' said Marlow sud-

denly,"has been one of the dark places of the.earth'” (HD 5). Ma;ioﬁ ‘

seems to beshble to read -the Narratér's unspoken sentiments, which we

have begun to adopt, and react to them. He follows his cryptic statement .

with a p rspgctive of England that is in such a direct contrast to the
one which we h%xa beenréharing wit& the Narrator, that we are forced to.

rein in our almost extravagant feelings to allow our minds to ruminate on

his thoughts. We find that we cannot .deny the inexorable logic of Marlow's

“argument. His reasoning may appéaé unpleasant and even unpatriotic, but

it rings true and, instead-.of banishing our generous vision of a civi-

tl

lized and civilizing England, modifies it so that we can see more clearly.

The interweave of emotion and reaéén; the mutual tempering of the

1

s

We realize that we need not be overwhelmed.byu
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- one by the other, is remarkable als¢ in the Proiogue' of The Book oi‘ the
' Duchess. A eursor;’ reedingoo‘f the opening forty-three iines leaves us °
' i w;th the impression that the Narrator is naive. He exi:resses a childlike = °
o . = , wonder; phe seems help.less\ and mcomprehending. We might intérpret thie
fe ) naiVete as a‘device tsed to heighten our pathos. it suits the subject of .

’ , the occasion of the poem well. . . % )

¥
) Nonetheless, the opening lines show a man who realizes and can
4 ‘o ) ’ :. -t ¢ N 3

et articulate his, condition: : ) ' -

. . PR . ; ‘ ) , .
J P N ) : ;

I have gret wonder,. be this lyght, ' . )
" How that I lyve, for day ne nyght ) L . '
. I may)nat slepe wel nygh noght; L ' .
) .. I have so many an ydel thoght, S \ ‘ -
" Purely for defaute of slep, ‘
That, by my trouthe, I take.no kep -
Of nothing, how hyt cometh or gooth, .
. CL Ne me nys nothyng leef nor looth. - . . e
oo Al 1s ylyche 'good to mé~- . ’ e N
Joye or sorowe, wherso hyt be-- : . . N |
For I have felynge in nothyng, _ o L.
But, as yt were, a mased thyng, ’ -

'Alway.in poynt to falle a-doun; o ‘
+  For sorwful ymagynacioun’ ‘ , ..

* Ys alway hooly in my mynde. (BD:1-15) .

Despite or perha?m through the emotions displayed we must remark that

. this "mased thyné“ Iz, capable of ' realizing that "wel ye woot, - agaynes -

-t - »

. . kynde / Hytg were to lyven ,,in thys wyse" (8D 16-17) Thez Narrator states

\

. further that "Suche fantasies ben in myn hede, / So I not ‘what is best to.
o" (BD 28-29), however, he is capable of recognizing that his present . P
- Aifestyle is "agayngs kynde," that ’ .

B4

' ;o . nature wolde pat suffyse .
' To noon erthly creature

e de Nat longe tyme to endure - ] C " : .
] Withoute slep and be in sorve. (BD 18-21) . ‘ ’ :
- 0 ! ?n. - . s ; . N

v T . . . . \ . . N
: » ’ " ° / M ! s 4 ! k
‘



Rather than gloss over this apparent parado:%,‘ we%must‘ explain it.

. Wolfgang ClemeQOtes:
’ " y . . * ‘ . ) ' ‘ 4
. Reading the 43. 1lines with which Chaucer opens his Book of the
Duchess one feels baffled 'and wonders what lies behind them.
Froissart clearly states the reason for his melanchply (and

the author of the Songe Vert describes both his low spirits
before .the dream and the reason for t:hem), Chaucer, however,

c.o says nothing about such causes.
- | -
Clemen %eels that this "reserved, evasive utterance"'is typically
2 - Chaucerian.  He adds: - A . ;
. i - ,
) . . . . not a few passages in Chgucer's introduction sound like,

" o ) a man talking to himself, touching as if in passing now on this
’ c ’ thought, now on that. Some topics already mentioned recur df '

later’ (3-22, 44), others are inténtionally shelved and droppe
o oo (40~1). The frequent interpolations and asides, the natural
. i way the lines run on, makelghaucer"s writings sound 1liké a man
° - ' thinking aloud to himself. L : e

‘As’ Clemen poiﬁta out, The Book of ‘the Duchess is an occasignal-poem,

to be read before an audienc/e,‘to John of Gaunt:: “The opening lines give

) . N 3 ,
e the impression of a man talking aloud to himself because they are ‘the
R} N} . -t ‘. ‘

.deliberate articulations of a Narrator regsoning aloud, not only to him
P . N o . .

" o v self, but for the benefit of his patron and audience. "The audience is

"itself first filled with a “gret wonder" at ‘the copious exp;eésions“of an

- . - extreme sorfov. Then 1ts inchoage curiosity is lured on by the subtle

rationality of the "mased thyng." The statement of complete heiplessngss.

t

Ce o, "So I not what is best ‘to 'doo" (BD:29), s"eg.m's to be belied by the sympa-

. Lot .
' thy-provoking exptession of sorrow and the coherent argument against un-

)

natural sorrow. Our growing curiosity is anticipated by the Narrator who,

elab ‘r&ting an his desired effeéf: pdddenly s'eeuis to become conscious of

.

PR
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his audience and turns modest and reticent.

John Lawlor comments that Chaucer "has taken the first step in the
: . @’ .
‘design of his poem by conveying the poignancy of love sorrow, and, for
v, ) N
those who have ears to hear, establishing a connection between the sorrow

* of unfulfilled love and the sorrow of -fulfilled love abrupted by-death."12
» . . . i
The Narrdtor's modest reference to his own "sicknesse' provides for the

consideration of the two loves. However, its £ull purpose is far more -

“«

profound: it condenges and di;ectly'states the rational argument of the

. AT s . .
" poem: "% : o N

-~ 2

. * .. . « but that is don.
. Passe we over untill eft; ' ‘ +

’ That wil dot be mot nede be left;
Our first mater is good to kepe. (BD 40-43) ‘ .

Th;se four lines are expiicitly reasonable. .They underséore}the Narrator'g
£alance between egotion and reason. He ﬁay be affected by a great sorro&,
but he realizes the demands of life and the parameters of his humanity.

Thé four lines bring the intent of the preceding thirty-nine lines into
relief. The~Nar;ato; may not know what 1;,"$est to doo" about his.;orrow-
ful condition, but he does know: "That-wil not be ‘mot nede be left; / Our
first mﬁte; is good to kepe.”

Neither of the two Prologues can commmicate fully its "mater." The

Proiogues have begun the adjusting of our.perspectiﬁgs but must allow the

rest of the wo;is to complete the focus. The Prologues act as anchors

e ¢ gy P AR e

that keep the rest of the work and the audience from dfiitiﬁg away. In
both works, they are both the beginning and the end of our literary jour-

ney, its premise and its conclusion. ' They comprehend the truth of the
) {

*

ity e ety wr
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sfory, but the experiencing of the truth in the elaboration of the body
of the work is imperative for the focusing of our perspectives, that we

nay glimpse the truth our return to the Prologues. The Prologues of

The Booﬁ of -the Duchess and Heart of Darkness recognize that the truth
contained is amorphous and cannot be stated, but must be revealed through

experience. It must be felt emotionally and intellectually.

"Do you see the story? Do you see anything? It seems to me I
am trying to tell you a dream--making a vain attempt, because
no relation of a dream can convey the dream~sensation, that
commingling of absurdity, surprise,. and bewilderment in a tre-
mor of struggling revolt, that notion of being captured by th
incredible which is of the very essence of dreams. . . '

He was silent for a while.- )

", . . No, it is impossible; it is impossible to convey the
life—gensation of any given epoch of one's existence--that which
makes its truth, its meaning--its subtle and penetrating es-
sence. It is impossible. We live, as we dream--alone. . . ." ©a

(HD 27-28)

+

My comments on the function of the Prologues seem refuted by Marlow's

statement. We are forced to wonder: if the failure to convey the truth “

is anticipated, why tell the story?

+

" He paused again as if reflecting, then added:
M0f course in this you fellows see more than I could then.
' You see me, whom you know. . . ." (HD 28) '

-

The key to the coﬁveying of the truth in the stdry is .the overview that
the Prologue provides:—The Prologues of the two works anticipate the
rest of the story. They afford the reader a point by which he can orient

himself as he travels through the rest of the work, and a point to which

he can return, in retrospect, with an.altered perspective. .

'
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CHAPTER 1V
Preparing .for an InErospection

The city suggestive of a "whited sepulchre" (HD 9) provides a fitting

initiation into the nightmarish world of Heart of Darkness. Its deathly

. desolation, the knitters of black wool, the Plato-quoting clerk, and,the

doctor who warns, "Du calme, du calmé" (HD 12), add to the gloom that has.
set in at the Prologue itself.' Even in this oppressive\péssimism, Marlow
finds moments of humour. The obtaining of his appointment because a cap- .
tain has died in a scuffle with the native;~should fill‘Marlow with dread,
but he treats the quarrel over two black heﬁs as the occasion for a sar-

'

castic comment on the allegedly ci¥ilizing influence of the white man on

. the African, and he delights in a postscript: "What became of the hens I a

don't know either. I should think the cause of progress got them, anyhow.
However, through this glorious affair I got my appointment, before I had

fairly begun to hope for it" (HD 9). His description of the slim knitter

~ 'of black wool, whose dress "was as plafn as' an umbrella-cover" (HD 10),

and his near caricature of the doctor attest further to his remarkable

find of humour in 8o morbid a circumstance, .
ro. N\ ' /
The Narrator, in The Book of the Duchess, makes as extraordinary a

discovery in the tragic Seys—Alcyone story. This story, like Marlow's:
visit to Brussels, furthers the mood of the Prologue and cbptinues to prer-
pare the reader for the rest of the work and, ubtimately, for the truth.

Like the fateful events that facil}tated'ua;}ow'a obtaining his

'




appointment, the Seys—Alcyone story seems picked by chance:

' Amonge al this I fond a tale :
‘ ' That me thoughte a wonder thing. (BD 60-61)

*

: , Of course, the story suits the Narrator's mood of sorrow and sleepless-~
\ o -
ness and anticlipates the dream. As Clemen notes:

4

In almost every. instance so far, French allegorizing poetry had
made use of classicalstales as "exempla." They are introduced
' when something specific is to be demonstrated. Some "doctrine"
. is expressly stated, often before the story begins. With =
‘ Chaucer, however, we have no idea at the outset why he chooses
the story he does; moreover, he does not "bring it in," he
reads it;: that is to say he appears to come upon it by chance.
The connection thus appears more personal, less purposive. The
"application”" of the story is made in a subtle and disguised
fashion; for its fundamentally vital relation to_the dream-
¢ - ‘ content is never expressly revealed; we hear only of its use-
fulness as a way of gettdng to sleep.

G. L. Kittredge observes that in the Fontaine Amoureuse: ' T)

. . . the use of Alcyone's story in the lament is undeniably.
ingenious. We may even discover a psychological link of cause
and effect between its presence there and the vision vouchsafed
to the lover. But the psychology is feeble and the connection
somewhat remote. . ,

” v
Machaut uses ‘the story because it provides a 'way Qf getting to sleep'';

it affords‘&:transicion to the dream and does not transcend this super—

[

ficial connection. Clemen notes:

For Chaucer, however, this was a human story akin to the one he
himself was to set forth in his dream. Just as Halcyone was
comfortéd by the reappearance of her husband in a dream, the
Knight was comforted by recalling his dead wife to mind as he
told his own story. It was to: bring out this and ot“?r paral-
lels that Chaucer made some alterations in the tale. 3

- ¥
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One of the points at which:Chaucer deviates from Ovid is the appear-

ance of Mbrpheus'in the guise of the dead king. Implicit in lines 142-44

of The Book of the Duchess 1s a parallel between.the dead and the living
dead, those like the Black Knight and the Narrator who are "mased" and

"have felynge\in nothyng'--in as much as the physical manifestations of

“unnatural sorrow are similar to the physical appearance of the dead body.

<

In lines 488-99, the Narrator describes the Knight: | *

1y

) Hys sorwful hert gan faste faynte,

And his spirites wexen dede;
The blood was fled for pure drede
Doun to hys herte, to make hym warm--
For wel hyt feled the herte had harm=-

- To.wite eke why hyt was adrad )
By kynde, and for to make hyt glad'
For hit ys membre principal

¢ Of the body; and that made al

Hys hewe chaunge and wexe grene

. And pale, for ther noo blood ys sene
In no maner lym of hys.

Even before the Knight recites his complaint, the Narrator says that he

is "Ful pitous pale, and noéhyng red" (BD 470), a line strikingly sipilar

4

to line 143, in the Seys-Alc&one story, that describes the dead king's
N

body' "That lyeth ful pale and nothyng rody.ﬁ\‘ef course, in the arallel
between the dead and the living dead, there is an 1mplicit warni.g of the
consequence of unnatural sorrow, in going "agaynes kynde."

PR

The urgency for action.and living 1is further highlighted in the

Seys-Alcyone story by the scene at the Cave of SIeep. The cave is situ—

" ated 1n a barren, dead place in which "never yet grew com ne gras, / Ne

tre, ne [?othing] that ought was, / Beste, ne.man, ne noght elles"

(BD 157-59). Even the few streams make a "dedly slepynge soun' (BD 162),°

« . N . '
’ f
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running past the cave which is itself deep in a valley. The cave is
described as dark as a "helle~pit." In this. insulated shell, the gods
"That slep and dide noon other werk" (BD 169) a.re in a state c;f oblivion.
' They seem to have succumbed to the "dedly slepynge. soun, " and even the
noise of allltheir snoring does not disturb them. Ironically, one gf
these gods of obgivion will be instrmne;ltal in bringing Alcyone out of
her coma and letting her die. His action bi‘ing; death! Alcyone's death
seems her choice; but her choice is governed by her emotions. She is
unal;ie to accept the practicai advice given by Morpheu;a and succumbs to
her great grief. Her death seems inevitable in a consideration of her
offer of self-gacrifice to Juno--again a gesture bom(_of great love and
¢ . BOYYOW. .

- Playing against death as immutable and inevitable and human love and

sorrow as tragically powerful m;)vers, the comedy in the Seys-Alcy&ne

story, like the comedy in Heart of Darkness, begs attention because of .

its apparent incongruity. Bertrand Bronson notes that "the, narrator can
repeat a story with verve; witness the visit of Juno's messenger to the

gods of slumber, 'who slept and did no other work.' The comic aspects of

2

the episode are by no means'lost upon him."

"Awake !" quod he, "whoo ys lyth there?" , '

) -+ .And blew his hom ryght in here eere, - .

.., o And cried "Awaketh!" wonder hyeé.

< P - This god of slep with hys oon -ye

' , Cast up, axed, "Who clepeth ther?" :

é . . "Hyt am I," quod this messadger. (BD 181-86) {

N

.+ . 'Bromson observes that here is "mo lack of lively and humorous avareness." 16

Clemen observes that it is '"with his usual delight in what he finds
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——

T strange and old (and at the same time slightly comical) as he roéEE\\ s ™
through the fields of mythology and legend that Chaucer tells us how thie "
'messager' comes to the cave in the 'derke valeye' and there finds-'these

goddes'--truly a strange company-—asleep in the most varied attitudes.ﬁl7
o - o '

They had good leyser for to route,

To envye who myghte slepe best.

Somme henge her chyn upon hir brest, * )

And slept upryght, hir hed yhed, » . _#
And somme lay naked in her bed . . .
And slepe whiles the dayes laste. (BD 172-77)

Like Bronson, Clemen sees also the comedy in the awakeniné of the sleeping

Mbrpheus.l8

James Winny accounts for tﬁe comedy with this argument:

3

courtly obligation which the death of Blanche placed on Chaucer,

i . the primary task of the poem is to give form to its author's
private awareness; and‘even a cursory reading bf The Boke of

the Duchesgse shows that its concern with the dead lady 'is only

one of many issues, some' bf them incompatible with an elegaic
purpose. Though not so lengthy a preamble as the Wife of

Bath's audience must-submit to, the preliminaries to the

dreamer's meeting with the Man- in Black show Chaucer fully
occupied with a wide variety of topics, and in no hurry to pro- o
ceed. When the narrative is taken over by this new character,

the poem loses its diversity of interest and undergoes a funda-
mental change of mood. If we regard the Man in Black's story
as Ythe dominating element of the poem, we are left to explain
the function of its opening four hundred and fifty lines, and
to suggest how the waking section and first episodes of the
dream are to be fitted intc a reading of the whole work.l9

'\5 However closely ihe'Boke of the Dichesse accommodates itself to the

While I agqgﬁ'with the.bulkfof this‘statemqnt; I do not accept the viéw
of the ;ncompatibility of some of the igssues in the poem with an elegaic

<p&}p935;, The nature of this elegy itself being realistic, what might ;*

v

" have been incompatible with a directly Chriatian elegy like'chidaa, with
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//" 1ts’ promise of a heavenly afterlife as a reward for a good lifgf on earth,

is part of this péem's purpose. The ci)medy in the Seys-Alcyone story has
bee:} considered to be inappropriate in an eiegy. But Chaucer's elegy -
does not offer an extrivaganfconsolation; in fact, it seems to offer very
little consolation. It cont\a.:lns no rationale on death, neither promise
no1; even a hint of an afterlife. tOvid’s story 18 not modified to work ,
toward Christian Revelat‘:ion ‘as is the pagan tradition in Lycidas. While—’
it provides neither a vision of heaven nor any other mentally tangible

rewvard, this elegy is not a déspairing lament. It is a.view of death as

.

inevitable and irreversible, but it is alsoc a view of life as vibrant and

- PPN
K

' \
infinite in its offerings €o man. This elegy seeks to console only with-/ )
in the confines of our hu%anity. It accepts the great grief. at the death
of a bgloved and knqws it can try only to‘lesseu the .sorrow by resurrect-

ing, at the least, in lieu of a projected, Christian resurre'ction , the
memories of a happy life with the late beloved. It admits also the great .

. . . . .
human urge to live. . .

? ' ¢

The powerful human will to live and man's wonder at life's se
infinite experiences are manifested in the comedy in the Seys-Al.cyon
story. The humour i_s a counterbalance to thé grave subject yof the_
For John of Gaunt 1t must vhave 4pr.ovided some comic relief, a bri
pite lfi'om the brodding on death; for the ordinary reader it afforci de-~

light--a tempering of the emotiopal perspective. It also provokes thought,

The very act of stopping to wonder at the' apparent inaptness of the

i
.comedy in the context of the tragedy of the story compels a rethinking of ?

the si‘gnifican;:e of the story. "'I’he adjusted perspective should help to

clarify the Prologue and correct our anticipation of the poém to come.

»
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In the Seys-Alcyone“st‘ory, Chaucer reveals clearly hi.‘s recognitfon

E\ of the limits of humanity: we cannot always follow the most logical path,
but we are led also by emotion. The\ Narratgr should find the Seys-
Alcyone staxy tmbearably morbid, and so should the reader. The Narrator
thinks the tale a "wonder thing" despite his empathy with its tragic
events because -he thn;ls to life. Notwithstanding his extreme spirit-
ual, mental, and physical torpor born of f.xce:l(ve sorrow, he can mar'vel ’

at the great love and loyalty exhibited by Alcyone and appreciate her °

inability to practise Morpheus’ rafionality. In spite of the gloomy

topic of the story, he can see the comic and must smile. He cannot d*eny

his humanity. N

-3

\
.3
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P CHAPTER V
4 - ‘

Beginning the Introspection: The Quter Station

<
s

Marlow seeks distraction from his boredom in his boyhood passion
L %,
“Yor exploration, and finds himself obsessed by a river leading to the

depths of the Congo: "And as I looked at the map of it in a shop-&indo%,

it fascinated me as a snake would a bird--a silly little bird" (HD 8).
i . : ~
His desperation for getting there makes him do what he considers ‘
, inctredible. He asks a woman, an aunt, to‘'get him a job on a steamboat

that plies the river. His aunt's intercession is successful, but the

7\\/fc{rcumstances facilitating his appointment as a rdver steamboat captain

{

~
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and his experiences dﬁring the breparations for his departure disquiet
/ 'Marlow. The black humour of his observations on the preliminaries to

. \hig)journey ‘to the Outer Station graduates to a profound skepticism.and

» *» ¢ grim forboding. The beginning of the journey to the centre of Africa

becomes the start of the nightmare of Marlow's descent into the heart of

%, .darkness.
/

The Narrator of The Book of the Duchess tries to find diversion in

his love of readihg, and his 1itetaiy expioration leaves him fascinated
- with the specialized gods of yore. Though he "knew never god but oon"

(BD 237), the Narrator's desperation for sleep makes him do the unpréce—

dé§tf:;?,ne prays to the pagan gods, "To make me slepe and have aJL

. reste" (BD 245). ’HoweVeff his prayer is said half jokingly, in "game."

The Narrafor, despite his.moribund qugition, is still conscious of the

-
<

» o

"
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comedy of the 'Seys-Alcyone story. His urgene& to live lets him dwell on.
the comic rather than the deadly'aspects-of the story, which leaves him

amused enough to seek comfort in a joc&lar, light-hearted way.g Perhaps. -~
= 1
the slight easing of his desperation and the-incidental weekening, how~

ever little, of his obsession with his lack of sleep and his sorrow crack , ¢
, the tenelon and permli exhaustion to'put the Narrator to eleepa

 Winny comments on the Narrator's invocation for sleep:
. . ' 3
N |

Y

The splendid bed offered to Morphehs with its black satin
"doutremer"*and Breton linen, stands in the poem as an emblem
of its central theme; representing both the comfort brought by

sleep and the state of spiritual torpor threatening those who

abandon themselves to despondency. Like Alcyone and the f
bereaved Man in Black whom he will, later meet, the dreamer

* declares himself oppressed by "sorwful ymagynacioun"; and in - \
looking -for sleep he may be encouraging himself to become'ap §
inert and, earing as the unresponsive figures in Morpheus' \\\
cave. But the.bed also symbolizes dreaming, and the better . - ° "
‘understanding which he may acquiré through th& fantasmal ex '
perience which at this point of the poem is about to start. 0

, The‘yarrator, by discovering" the ‘comedy in the Seys-Alcyone story and ;

~f

relishing his own wit and humour evoked despite his great® sorrow, pre-
disposes himself for the vital, fresh reawakening 4dn the dream that seems
to follow immediately his falling asleep. The joyful innocence of his:

invocationvantipipates his reﬁirfh, emegionall§ and characteristically,

.

_as a new man, the apparently naive but profoundly wise and tactful

Dreamer:

- .t ' \ i

And in the dawenynge I lay :
(Me mette thus) in my bed al naked. (BD 292—93)

- 5 . .

°

‘Marlovw's inl{iation into his nightmare is imﬁediate and brutal. He
experiences no soul-élédﬁ:ing death and rebirth; rathér, the growing
¢ - .

.- .




age amongst hints for nightmares" (HD 14).

7 33

skepticism Fnd pessimism born of his experiences in Europe seem to predicﬁ

and give him a predilection for/the horrible. During his Aey by

steamer to Africa--a voyage that should indicate a beginning of a new ex-

perience, a spacial and environmental rebirth at the least—-his gloom

‘bécomes not only oppressive but amorphous and mysterious. In the sponta-

neous, ﬁncontrollable rush of nightmare, a feeling of utter helplessness

becomes acute and an aimlessness looms evident, and,‘againét this precip-
itation of horror, Marlow can react only in terribly slow motion, like a
true dreamer in bewllderment. He struggles to maintain reality, tc repel

the overvhelming insanity, but his journey continues as a "weary pilgrim-

While Marlow hea}s the incomprehensible and the abominable, the T

Dreamer of Tﬁé Book of the Duchegs is. awakened by a choir of birds that

"sing in exquisite harmony. The Dreamer is immediately alert and appreci-

ative of the bird-song and even of individual voices in_the company :

[}

Ny

—~ For instrument nor melodye .
Was nowhere herd yet half so swete,
Nor of acord half so mete;
For ther was noon of hem that feyned
To synge, for ech of hem hym peyned . :
To fynde out meny crafty notes. !
They ne spared not her throtes. (BD 314-20)

The Dreamer's wonderful observation of the 'swete entewnes"-is"suc—w
ceeded 1n logical sequence by a vitally curious examination of his sur-
roundings., The Dreamer reacts like a man fully awdke. He does not seem

overwhelmed and impotént like Marlow. He orients himself in his dream by

references to reality--the historical and legendary scenes on the walls

'of his chamber, the text of the Romance of the Rose. Marlow uses the same

™~
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. confusiém and ruin of the Outer Station. Despite his coming from the

’

. . . .
trick to clear his perspective but his vision, even when clarified and-

acute enough to place events lucidly in their contexts,.is 1like Alcyone's,

tainted with a pessimistic realism. Marlow is reassured by the sight of "

blacks animatecfly paddling a boat. He sees in ‘them and their aptioi;s the

natural and the real.. However, he sees only insanity, "lugubrious

'drollery," and devastation in the actions of the white colonizers in

Aftica. . N ¢ ' 4
In contrast to this moribund skeptici'sm and the morbidity, the Nar-

rator's dream in The Book of the Duchess seems to bqrst forth into life.

Nature (in contrast especially.to Naturg described on page 14 of Heart of
Da.r:kness) is\animated and vigorous: the 'gret hep" of small birds‘ sings

lustily; the sun is shining brilghtly in a Icloudless sky; and even the air
is temperate. Beckoned by life—-the birds seem to chorus‘especially for

him and the sun's golden beams seem to reach through the windows for him=-

the Dreamer responds {rivaciously. Hearing the clarion call of the hunt-

N

ing horn, the tumult of activity,.and the excited and exciting discussions

of the hunt, ‘the Dreamet leaves his chamber and his isolatilon.

-

In contrast, a tropical oppreassiveness smothers the Outer Station in

_ Heart of Darkness,.'where not a breath stirred, not a leaf moved" (HED 17). .

Outside, black bodies are "scattered in every pose of contorted cbllapse"

'(;ng 18); the stétion itself is in chaos; excepting the Accountant, every-

thing is dilapidated and dying. This cloying atmosphere of destruction
and death makes Marlow's departure for the Central Station welcome to him.
While the Dreamer is drawn out, Harl'ow is almost forced to 1ea§re.

Marlow maintains a remarkably clear judgment in the midst of the
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coloniziné powers of Europe, he does not autom'atigally assume a missionary

zeal for'

"v‘veanir.xg those ignoéant millions from their horrid ways;"

(HD 12). ‘He sees the black man in Africa as,natc.\ral and reai in his con-
text; his traditional ways are viewed as valid and true in his environ-
ment, To Marlow, the ways of ‘the white colonizer and civilizer are

. . , \ ,
based, for the most part, on hypocrisy--the ulterior motive of profit is

carefully hidden under a "great cause of these high and just proceedings"

(HD 16)--and he remains an intruder, albeit a conqueror, in a land that
. N\

-seems\physically to resent and repulse his forelgn presence. The blacks
N\

.

who have been "reclaimed, the product of the new forces at work" (HD 16),
v

are con'sidered by Marlow to have lost their primi:tive innocence. They

have _assun;ed, with the su;.»erficial sophistication of their bosses, the

sense.of despair aﬁd put:poselessneqs #hat characterises the "flabby,

pretending, v‘weak-eyed devil of a.rapacious and pitiless folly" (EHD 17).
Mgrlow can app‘re‘c‘:iate the pandemonium of the Outer Station and he

can especially remark the Company's Chief Accountant who ié' conspicuous
, . .

by his ability to continue his work in the moribund and chaotic surround-

ings. He perceives that the Accountant's great dedication to his work

insulates and protgcté him from the destructive forces around him. This

1dea of work as redeeming and imperative will remain with him. He

realizes that a devotion to duty will °k€ep him impervious to distractions

* that have reduced others to "flabby'. “ e devilﬁ."f But, impressed as he’

is .by the Chief Accountant's work ethic, ﬁarlow detects the man's great:

~

lack of feeling( épd humanity. Marlow is 'disturbed by the Accountant's
callous treatment of the sick agent and his blind haéred of the natives
whom he regards as a savage nuisance:

<

3
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. . In the steady buzz of flies the homeward-bound agent was lying
flushed and insensible, tﬁg*other, bent over his books, was
making correct entries of perfectly correct transactions‘ and
"fifty feet below the ddorstep I could see the still tree-tops

- of the grove of death. (HD 20) .

’

Thus, the Outer Station aof Heart of Darkness manifests a medium

through the exposition of the terrible extremes of unrestrained emotion . s
(evident in the chaos of the station, that was probably aggravated by the
inefficiencies of its sentimental chief agent) and cold, detached calcu-

s

lation (embodied in the robot-like Accountant), which are bri;lfantly

juxtaposed in one powerful utterance of the Accountant: "'When onme has

0y

got .to make correct'pntries, one comes to hate those savages--hate them

3 L

to the death'" (HD 19). ' Meanwhile, the opening of the Dream is un-
abashedly vigorous in its love of life. The perfect harmony of the .

inspiredwbirds' choir; the proper, elegant room:

~

...)

Fulwel depeynted, and with glas

Were al the wyndowes wel yglased,

Ful ‘clere, and nat an hoole ycrased,

That t@&beholde hyt was gret joye (BD 322-25);

the fair weather--'"Blew, bryght, clere was the ayr" (BD 340); and the
animated spirit of the Dreamer himself combine into an undeniable model
of-the temperate and vital.  The birds sing 1usti}yt but eacHXkeeps hig
bart; and thus contributes to the heavenly harmony. The room has window~

panes that are decorated with figures, b&f they allow the bright sun to

gild the bed with its beams. The air outside is "ful attempre . . .

nother to cold nor hoot" (BD 341~42). The Dreaﬁer himself, though just

awoken from his sleep, is immediately alert and aensitive to his surround—

inga. His love of life is defined byﬂhis appﬂ@EIation of his circum-
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stances.

Our love of life also is defined by our reaction to the events of
the Outer Station sequences of both works. We are apt to feel vicarious-
ly the emotiens astir in Marlow and the Dreamer, and we are liable to .

* - \

nod in concurrence with their appreciation of'thg rational. We marvel

in Heart of Darkness at Marlow's will to live. We are shocked by all he

sees; we are moved by his description of the devastation because his
details of useless death and'wanton rapacity are eloquent arguments para-
doxically for sensible life and positive actien.

.

We are reborn with the Dreamer of The Boock of Ehe Duchess in an

Jdnnocent, wondrously paradisical world that immediately overwhelms our

painful memories of the wakeful world and elates us. Our human urgency

»
'S

for order and balance in the world is at once satisfied. However, our
incipient complacency begins to ﬁntate into a disquietude as we digest the .
delic;té morsel of the Golden Age. We begin to wonder about the,extf;me,
absolute ferfection of the Dreamer's new wprld. We become aware of its
incredible and impossible symmetry: its inhuman, utt;r flawlessness, and,
indeed,. its even terrifyingly,del;beréte innocence. We apﬁreﬁénd the
artificialify of thg microcosmic Eden and know that its extravagant blisé '
cannot transcend the dream; It cannot last. Ig is impalpable and unreal.
We complete our reading of. the Outer Station sequences of the two e
works in emotional and mental tumult. These sequences have lured us from
~hot emotion to cool reason and béck. They seem to leave us ambivalent anq
aﬁxioualy perplexed. vTo-reéolve our confusion, we aie forced to consider

. -*
our respongses to the stimuli in.our reading; we are compelled to look at

aﬁd into ourselves. On examining our reactions, we may find that we have
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been affected similarly by both works despite their apparent differences
of approach and tone. Our profound ﬁessimism and disillusionment evoked

by Heart of Darkness are tempered by our reassurance in Marlow's "inboin

strength," in, his will to survive the dévastation, of vwhich we become
aware on scrutinizing and ﬁondering the text. Our inchoate glﬁdness at
the rebirth of the Dreamer in a perfect world becomes tinged with a grow-
ing ‘dread as we reallze that the perfection cannot be sustained and trans-
lated to reality, that the complete happiness ‘cannot remain unbroken,

¢

that, from this peak of. joy and vitallty, we can only fall. Emotion and

2

reason are confounded.
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CHAPTER VI

Delving ﬁeepe}: The Central Station

The Dreamer is startled out of his contemplation of his immediate
surroundings by the loud note of a hunter's horn that heralds the excite-
ment of human aétivity (in the preparation of a hart hunt) to which he
" yesponds as a typically curious, and gregarious human being. His alert
and” lucid reaction to the horn's clarion call contrasts sharply with
Morpheus' slow and confused waking from his coma and evokes through ghg
comparison our memory of the deathly'ambiance of the Cave of the gods of
sleep of the Seys-Alcyone story. Against that memory, the regirth—of the
lethargic Narrator as the vital Dreamer who exults in his animate sur-
roundings is highlighted. A warning again_gt extreme, dbpessive sorrowing -
that can lead to sfhpor is again imglied.

fhe retro§pection of the extreme mo?ibundity of the Cave of Sléepv
puts into relief the impossible animation‘and ﬁetfection of the Dreamer’'s
chamber. '~'I‘?he Dreamer, like Morpheus, must leave the ideal to serve in
the real world, which is anticipated’in,the Dream by thé hunt and its
failure despite the elaborate organization of "hu;tes and eké of '
foresteres, / With many relayes anq lymeres" (BD 361-62). .
. The hunsés failuré marks the’pred;ctiye end of a Qignificant movement
frgﬁ il - :ing of the Dream. The qeﬁbergte and ornate harmonies of
the Dre's opening yieid t.o a ginmlarﬁnded_fugge that moves inexorably

e z —




.to its end. The sudden change from the carefully structured opening '
chords to the melodic rush,'while the echoes are still bdoming, facili~-
tates an appreciation of both movements.

‘The Dream's. chamber provided us with a perfect model of 1ife,
vigorous, inspiring, and stimulating. But the fantastic flawlessness of
its beauty and equilibrium rendered i1t awesome, untouchable, and impos-~
sible: The hunting horn introduces the single theme of the hﬁnt, that is
described simply, without exaggeraéion and ornamentation, in terms that
are tangible and reassuring in their humanness. The Dreamer is drawn to
the sounds of his kind. He must satisfy his gregariousness ?y joiﬁing
the hunting party. He must thrill to the sounds of the hunt. He is
inspired by the sounds of the ordinary, mundane, activity of men to leave
his classical chamber and its wondrqus vicinity, to rise from his bed on
which he lay in a contented repose that seemed an extreme contradiction
of the oblivion of the gods of sleep, and to participate in human activ-
ity. With his response to the-'call of the hunting horn, the Dreamer
elects to rejoin the living.

In Heart of Darkness, Marlow forsakes the company of the white men

- at the Station, excepting the few mechanics, and isolatés himself in his

work:

"I went to work the next day, turning, so to speak, my back on
that station. In that way only it seemed to me I could.keep my
hold on the redeeming facts of life." (HD 23)

Marlow seems unsociable but he 1is choosing a solid, humad activity instead

of the useless company of the moribund, purposeless pilgrims who represent

the "whited sepulchre" and its far-reaching. deadly effects. Marlow is

N
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appalled by the wanton devastation he has encountered continually. His
journey to the Central Station has become a more profound exten§ion of
hig experiences at the Outer Station, of the journey to the Congo, and,
before that, in Brussels. He ha-ls seen useless destruction, a complete
dearth of purpose, and even a hoilow hypocrisy that lacks conviction and ’
the deviougness of effort.

- A powerful theme concerned with aimless, languid, unmotivated living
came to the fore immediately after the counterbalancing extremes of utter

chaos and the perfeét, detached, intense,' amoral purpose and order of the

Chief Accountant at the Outer Station. During his subsequent two hundred

" mile journey from that Station, Marlow travels along paths that are part

of an elaborate network but that seem to lead nowhere and to be used by
nobody. He and his carriers pass through a bleak countryside that is
strewn with human ruins., In this desolart:e wilderness, they meet an armed
band charged with the preposterously amorphous reéponsybz}iglity of "main-
taining the road," and later, Marlow come’.s across evidence of the band's
lack of\ moral organization, authority, and disciphline.

The journey well anticipates the Central Station. The Station's
dilapidéation clearly indicates the complete apathy of those in charge.
Its white residents seem useless, desperate, and lethargic; those who act

do so from h);pocrisy and wtthout conviction. The pilgrims have sunk the

' steamer in their haste, disinterest, and ignorance. During a fire, a

LY

stout man runs about tryihg to extinguish it with a leaking pall of water,
while the rest of his companions only gesticulate wildly. The first-
class agent, charged with the duty of making bricks, fritters away his time

in furthering his own interests--'"'and if he did secretarial work for the

-

- | | | /
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manager, 1t was because 'no sensible man rejects wantonly the confidence
of his ;uperiors'" (HD 28). The conspicuously and grandly named

. "Eldorado Exploring Expedition"” claims to be sworn to secrecy:

"Their talk, however, was the talk of sordid buccaneers: it

. was reckless without hardihood, greedy without audacity, and
cruel without courage; there was not an atom of foresight or
of serious intention in the whole batch of them, and they did
not seem aware these things are wanted for the work of the
world." (HD 31)

The pilgrims may seem to constitute a phalanx, missionarles of civiliza-
tgon'bho live for the same cause, but, as Marlow observes perapiqaciously,
they merely co-exist on the same premises without actually integrating

.soclally or at work. Thelr one apparent social pasttime is pettily plot-

-

* ting against one another, and they do even this. with a dispassion that

renders ﬁhe_mot;on futile: . .

"The only real feeling was a desire to get appointed to a .
trading-post where ivory was to be had, so that they could earn
percentages. They intrigued and slandered and hated each other
only on that account--but as to effectually lifting a little
finger--oh no. By Heavens! there is something after all in the
world allowing one man to steal a horse while another must not
look at a halter., Steal a horse straight out. Very well. He
. has done it. Perhaps he 'can ride. But there is a way of look-

ing at a halter that would provoke the most charitable of saints

into a kick." (HD 25) .

The pilgrims' extreme apathy repels Marlow, and he seeks.refuge from théir
contagious‘spifitual and physical moribundity in the vigour of work. Work
offérs Marlow the chance to discover his abilities, his own true worth)‘
" because its fulfilgent demands'gtte;tion and will. It involves energy and
purpose, conseqﬁentl giving energy and purpose to its doer., . Work en-
courages Marlow to develop hf%\vitality and gives meaning to his 1life.

Y
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It provides also the companionship of those who share this vitality.

Marlow feels separate from the pilgrims who do ﬁothing but wait, and he

_views them with great scorn as hollow, suberficial men, "papier-maché

Mephistopheles" Qgg 26), who are incapable of living. But he instinc-

tively associates. with the foreman, "a good worker" (HD 29), whom he

°

describes with sympathy and a kind humouyr.

Mariow remarks the man's fervent ;ove'for his children and his con-
suming gobby of pigeon-flying, both of whicﬁimanifest his zest for 1ifg.
This perception 1is critically important to our consideration of Marlow's

attitude toward life. His pronouncements on work and its virtues probably

bias the reader into imagining a shturnine man who is ruled only by his

work ethic and lacks innocent joy. But Marlow, eveh in his tragic nar-

fation, has found occasions for humour--undoubtedly mainly dark, but

humour nonetheless—-and witticisms. His detdil of the cifcumstances of

-
-

his getting the job on the steamboat and his preparations for departure

in Brussels shows him sardonic. His relation of the experience with his

white companion during his journey to the Central Station demonstrates his

verve and love of comedy, even slapstick. His description of the exag-~

gerated actions of the stout, mustachioed man underscores’ this skill at
farce.21 Marlow's humour is at its most innocent and joyous when he -

spéaka of the foreman at the Central Statiom:.

- 4

"He was a ‘lank, bony, yellow-faced man, with big intense eyes.
His aspect was worried, and his head was as bald as the palm of

. my hand; but his hair inffifiing seemed to have stuck to his *
chin, and had prospered in the new 1ocality, for his beard hung
down to his waist." (HD 29)




b -

“bé
Marlow hés great sympathy for” this odd but very human individual. He
s a ¢ . > ° )
* delights in the eccentricities that make the foreman so conspicliously
litman and mark him as intensely alive: .
". . . at work, when he had to crawl .in the mud under the bot~
<7 tom of the ste‘amboat he would tie up that beard of his in a
0 kind of white, serviette he brought for the purpose.- It had

loops to go over his ears. :In the eve ing he could be seen -

squatted on the,bank rinsing thaé wrapper in the creek with
. great care, t then spreading it sdYemmly .on a bush to dry."

(ED 30} -
( ’ .

~ ‘ .
\, . . .

The foreman's idiosyncrasies cmake him unique but not alien because they

are somehow manifestations of his love of life. His fon‘dﬁess ofl talking
. about his chilldren, his passion for pigeon-flying, and his painstaking

care of his beard mark him as ‘one who, despite tragedy (his wife is- dead),

Id

has given meaning and reason to his life, has explored his natural vital-

ity. Marlow feels such akinship with this active foreman that he drops

-

his customary restraint even in the oppressive gioom of the Ce,ptral

[

Statfon and becomes completély spontandous. He rebels against: the perva-
"sive pessimism of his environment and indulgesshis optimism and his crav-
ing for social companiomship by, cavorting with the foreman on the iron

deck of the stean{boat, notwithstanding the effect on the sleeping Station.

This burst of extravagance shows Marlow to be a lover of life, not

I

just serious work. He turns t6 work to escape the moribundity of his

circumstances and because he cannot 1'18u'a11y find any other vital social

activity. The Dreamer of .The Book of the Duchess, ai’fso, indulges his love

of 1ife in the ephemeral society and social acti@ity afforded by the hunt.
His joining the rush of the chase is .as spontaneous an act as Marlow's

improvised jig with the foreman: A /
k3 3

o
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- "$ay, felowe, who ghal hunte here?"
: Qdod”I,;gnd he: answered ageyn,
", "Syr, th'emperour Octovyen,"
«~ Quod he, "and ys here faste by." .
* "A Goddes half, in good tyme!" quod I,. ° ‘ " _
"Go we faste"' and -gan to ryde. . T s
\ Whan we came to the forest syde, o .
Every man dide ryght anoon Y
As’ tq huntynge fil to doon. (BD 366-74)

. The poem'd~Narrator seems to posses®, at the poem's beginﬁing, befare

- ¢ ‘o

L)

-his Dream, an attitude that conﬁraéicts that of tﬁe,Dreéﬁer and Ma;}pﬁ?

‘during the Central Station sequence. He informs us of his preference of

’

reading a book to'playing either chess or backgdmmon. His salf-imposed B

isolation appears to bespeak introversion and even solipsism. He hea for-

i 3

saken the opportunity to socialize, to enjoy the companionship of his

fellows, and busies himself in an activity that has the essence of soli-

"tariness, reading to hiTselﬁ. His act of self-isolation, however, should

be considered in,the'eontext of his purpose. He is setting himself apart
from his ordinary peers because he is"diffetent from‘them. His_experience

of great sorrow and lack of sleep is extraordinary and ‘segregates him

L]

from the mundane. Chaucer wants his Narrator to be special and uniq%e,
because he desires the psychic sympathy ‘of his primary §udience,'John of '

Gaunt. The commissionéd elegy demands the uniqueness of the sorrow ahd

¢ -
the sorrover insofar as great sorrow, though a universal possibility,
. 2 . v
remains a profoundly private and personpl experience, unreachable despite

the sincerest commiseration. In fact,' with this sensitivity, Chaucer's ~

P

Narrator glosses over the reasons for his own great grief once he has

" established his foundation of empathy by building a bridge of mutual in-

terest, ,of curfosity even, for his initial listemet. o

‘
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The Narrator seeks in his readiné what Marlow looks for in his work.

A

-

He hopes to occupy himself with:

o o

fables : .

That clerkes had in o
And other poets, puy/in rime

To rede, and for e in miqde, )
While men loved thegdawe of kinde (BD ?!-56

»

" &hd to fend off with this intelligent exerclse the emotional and mental
- 3

w

. ' 4
his isolation to join the hunt because the hunters are symbolically seekf

ing what he desires--a "hert,' a heart. Their common purpose makes their
o a&mpathies mutual and renders them compaéible and fit companions.

. » K

ﬁorpidity that threatens to overwheld him. As the Dréamer, he can leave -

¢

e °

The acts of living manifested in the spontaneous rush of the hunt and

the. frenzy eof ipe improvised jig are those of human vitality and hopé.

However fleeting they .are, they proclaim human perseverance in the face

of apparent despair and morbidity and demonstrate clearly human invention

Jnd regeneratioﬁ in the midst of moribundity and ruin. They underscore

2

. man's vigour, resilience, and powerful will to'iivé.

. . -

[




" CHAPTER VII

- S Grgvitaring §oward the Inner Station KVM\
) r
N\ " The immediate futility of the effort of the jig and the energy of the

hunt is apocalyptic. It at once underscores human vitality and optimism

ahid man's ultimatg, tragic helplessness. It defines the humanity of Heart

of Dérkness and The Book of the Duchess.

Marlow's burst of hope that manifests itself in the improvisedipig

is the spontaneous rebellion of the human spirit against the constraints

.of its huménity. The rebellion is provoked by the weaknesses of humanity,
°F .
incarnated in the "flabby,'""“hollow" pilgrims with their hypocritical

ways that effect the destruction of the Congo and its inhabitants, weak-
nesses .that are the essentce of human despair and devastation. The human

spirit cannot apathetically and passively accept the hopelessness of its

‘

situation but strives to exalt itself, to give meaning and, therefore,
~ ¥

hope to its existence. ‘Marlow's optimism proves to be unfounded--instead
: v

of the rivets, further embodiments of despondency and waste arrive at the
Station~--but it défin;s man's resilience of spirit and his essential
r vitality. Th;)futility of the optimism, the practical ineffectiveness of
.the jig, describes man's context and, in doing so, complements the defini-
tion of his vitality and hope. ‘ \'

In The Book of the Duchess, the excited, optimistic anticipation of

the hunt is quiékly quelled by the escape of the hart. But the hunt, like

the jig, provides an ocifsion for spZntaqgity and joy, for .energetic
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living. The hunt is fpurposive, an altgrnative‘to-oblivious sleeping and
;ven passive resting in the gilt chamber. In the. psychology of dreaming,
it can be seen as the subconscious rejection by the Dreamer of ﬁis‘waking
life 1% unngtural BOTTOW, lifelessness: ang isolation in favour of an
intensely involving, thrilling social activity. The hunt's sudden stoﬁ-

ping serves as a reminder of man's ultimate inability to control his

ﬁﬁycumstances and his life. The hunters fail in their quest despite their

___~careful organization and diligent effoits, and the Dreamer,;having Joined

o~y

them_}n their purpose, fails with them. .
The ultimite futility of the jig and the hﬁnt foreshadows the power-
ful sense of'helplessness with which the ends of the two books leave their
readers. We have vicariously cavorted in a wild joy and thrilled to the
heady rush of the horses and the brilliant call of the horn, but we re~-
turn quickly to the mundane and the real while we follow with a growing'
gkepticism the wait for the arrival of the rivets and wh}le we dismo&nt,
listgning to the dying echoes that were born of g@e "forloyn." With

Marlow and the Dreamer, we are sobered.

\\h’e«.

II

Like the paradoxes in the preceding sectidﬁs, the apparent, terrible
contradictions in this section have forceékus to pause in our reading and
rumiﬁate. We have had to aﬁalyze our texts because we have had to settle
the conflicting\and e?én confused emotions our reading has provoked. In

this exercise, our intellects have been allowed to temper our.sentiments,
. .

We have been able to consider all we have perused, to orient ourselves, .
X .

e
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/ to rearrange our perspectives by'odr experience, and to anticipate the

"
-

.rest of the works.

In our sobriety, at the close of the\jig and the hunt, we can view
our 1iterary’§xpe£ienge in retrospect. We can see that both works have
been compééed of several layers, subtle or otherwise, that I have tried

to divide artificially by chapters. Each layer has progressed from and

extended its precedeﬁt. In The Book of the Duchess, the Prologue demon-
strated the interplay between the heart and the mind,. as did the Prologue
//of/Heart of Darkness. However, the interweave of emotion and intellect

7 ~ A
was not completely apparent till we had progressed further into the works

becauge we tended to gloss over many of the ostensible inconsistencies
and contradictions 1;stead of pausing to question them apd their possible
purposes. The humour that followed the ¥rologues fprced us to reconsider
our re;dings and we had to return to the beginning to render some.judé;ent.
Then we.wefe able to grqceed w}th our re#ding with a keener eye, a mores
acute vision. The extremes of the Quter Station segments were discerned
by‘us and we could speculate with some authority on their meanings, reach-
ing back to the Prologuéé for ﬁelp in focusing our perspectives. Thq
Central Station sections of the fwo works.were,similarly comprehensible *
to us as reinforcements of their predeceégors; Thus we have arrived at
_our present state of a rising exhilaration that is finaily curbéd by a
grow;ng'feeling of helpleésnea;.' And looking back through the preceding

segments to the Prologues, we find ourselves now more .divided than ever
< .

bgtﬁeen the hopeful and despairing, between life angqoblivioni

Suche fantasies ben in myn hede, "
So I not what is best to doo. (BD 28-29)

e T PR
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Th%\clarity of th{s realization does not render us ready to accept
it passively. The futility of the optimism manifestdd in the jig does '
not stop Marlow from continuing his journey and the failure of the hunt
does not deter the Dreamer from satisfying his ;ther curiosities. We mayh
be torn betwee? hope and despair, as the breamer and Marypw are,Abut we
share their humanity, their infinite vitéli;y, and we plod forward with ‘
them to explore life and the living. In our continuing we prove our
resilience; in our curiosity, our infinite hop;. .

S P
The very aet of living implies hope. The Dreamer affirms his hope

by quicﬁly translating his involvement in life from the hunt to the whelp

that.seeks hig attention. He is.attracfpd_by the puppy's friendliness

an& tries’ to catcﬁ it. He is so immersed in life and in living that he
followé the pupéy into the woods in which he seems to lose it, énd becomes
fascinate& by fhe woodgq grove of huge trees and the.teeming faula. The’
Dreamer exults in the beauty and lushness of the trees,

-

0f fourty or fifty fadme lengthe,

Clene withoute bowgh or stikke,

With croppes brode, and eke as thikke--

They were nat an ynche asonder—-

That hit was shadewe overal under (BD 421-26),

so huge of strengthe, . ’ //«

and the qgig;ity of wildl%fe'that gurrounds him.‘ His failure in catching
the whelp is not consequential becauée the attempt was a manifestation of
his love of 1life and 1its incide;tal but necessary play. Having lost ;he
dog, the bfeame; easily loses himself in marvelling at -the extravagant

display of life in the woods., , ‘ ‘

N?her 1s Marlow's vitality sapped by the moribundity of body and

A;,‘\‘l A .\p
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spirit around him. Hi; confidence in the timely arrival of the rivéts
proves to be uﬁfounded, bu; his idnate curiosit& and his sense of humour-—
evidence of his infinite optimi&éfeven in the face of terrible circum-
stances--remain remarkable as he accepts the set-back. Marlow{s acute
vision and extraordinary rationaiity remain. His perspicacity is conspic-

uous in his scathing but terribly honest description of the aqf{;na of

the Eldorado Exploring Expedition. . — ._\\
This resilience of spirit enables Marlow to withstand the continual ‘
onslaught of the gloom and abomination and to find something else of in- ({/

terest with which to occupy himself:

.

" "I had given up worrying myself about the rivets. One's capac-
ity for that kind of folly is more limited than you would sup-
pose. I said Hangl--and let things slide. I had plenty of time
for meditation, and now and then I would give some thought to
Kurtz. I wasn't very interested in him., No. Still, I was -
curious to see whether this man, who had come out equipped with
moral ideas of some sort, would climb to the top after all, and
how he would set about his work when there." (HD 31)

Kurtz attracts Marlow's .attention because he 1s reputed to be a man of high

g thoughé and unusual capabilities. He seems to be an antithesis of the

pilgrims, a man who has a purpose in life, a missionary with zeal. Kurtz

Ly
pu—

seems alive, and especiélly so in this environment of devastation, both
physical and spiritual. His ostensible vitality evokes the sympathy of

Marlow,'who,?egihs to think about all he has heard of this man whom he

~ has never met.

After he overhears the manager of the Central Station and his uncle’
discussing Kurtz, Marlow's incipient interest in Kurtz develops into an

excltement in anticipation of meeting him. Marlow begins to admire
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Kurtz's apparent courage.in turning his back on.civilization to return to

the remoteness of the jungle. He apgreciates Kurtz's h#lf—caste clerk;

"who, as far as I could ﬁeé, had conducted a difficult trip with great

prﬁdence and pluck" (HD 32). Marlow's esteem is for the only second sign.

of life, of purpose and action, that he has seen in the wilderness since

leaving the robot-like Accountant at the OQuter Station. His high regard

for vigour and resoluteness is.born of his own energy and determination.
Kurtz's principlé that "'Each station shoul& be like a beacon on the

road towards betfer things, a centre for trade of course; but also for ' -

humanising, improving, instructing'" (HD 33) impresses #arlow with its

rationale, its harmonious coupling of practical concerns and altruisgic

‘ »

considerations. It is especially remarkable in its context, which has b
\ .

assaulted Marlow's sensibilities and spirit @;th mindless exploitationm,

wanton destruction and killing, moribund and aimless exigtence, and the

3

terrible isolation of the incomprehensible. Kurtz's potential for a vital,
purposeful’ 1ife grips Marlow's imagination because it reflects Marlow's
obsession. ‘Marlow's destination up the river bfcomeé Kurtz.

During the journey to the InnermStation, the idea of Kurtz remains

as intangible, amorphous, and dreamy as the elusive whelp that leads the

, Dreamer into the luxuriant wooda. Kurtz has been neither seen nor heard

by Marlow. The whglp, vhile visible to the Dreamer, seems to remain at a

‘distance physically and intentionally and finally mysteriously disappears"
from the narration.. Both the name of Kurtz and the phantom puppy repre-

" sent life, energetic and purposeful, and their attraction is the potential

’

for vitality and meaning. Kurtz's reputation leads Marlow to him. The
: +

puppy draws the Dreamer through:the meadow bursting with flowers to the

¢ .




_that elicit-Mhz}ow'é appreciation. Even during the horror of the antici-
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woods that seem litetally to inspire life.
As Inevitably as the - ' \ !
floury grene . . .
Ful thikke of gras, ful softe and swete.
With floures fele, faire under fete, :
And-litel used, hyt semed thus (BD 398-401),
:hat provides access to the woods, the uncivilized and virtuéily unex-
plored Congo river affords an ingress to the wilderness of Heart of
Dariness: . L ~ §
“Going up that river was like travelling back to the earliest
beginnings of the world, when vegetation rioted on the earth
and the big trees were kings. An empty stream, a great silence,
an impenetrable forest." (HD 34) 2
The atmoéphere is oppressive, complementing the pervasive gloom of

Marlow's circumstances. The forest nurtures trqpical 11 fe; monstrous and

: dangerous,Aunlike the temperate innocence of the féuna of the woods.

: . ' 7
This savage but vital force is simmering also in the natural human inhab-

itants of the land. The cannibals on the steamboat, in dire contrast to

N T N

the aimless and moribund pilgrims, exhibit"a vitality and resoluteness

Menan s
>

pétéd attack in the thick fog, the cannibals display restraint and natural
courage. ‘

The harmony among the uncivilized cannibals is.projécted to their

 kinship with the wilderness and, finally, to the bloody but natural ecol-

pgy. Thus the exotic forests and the familiar, pastoral woods share the
game fertility, a mutual energy, and.inépiration. This fecundity, how=-
ever, is extremely fragile and is continuslly threatemed by its own

-
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excesses. The literally innumerable beasts in the gﬁaucetian woods seem
to defy'comp%ehension. Their numbers confuse not only the mind but the

Dreamer's purpose; which gets swallowed with the whelp in the oblivion

of surfeit. In Heart of Darkness, the wilderfress seems ready to suffo~

cate the steamer and its occupants with its oppressive lushness:

"The living trees, lashed together by the creepers and every
living bush of the undergrowth, might have been changed into
stone, even to the slenderest twig, to the lightest leaf. It
was not sleep--it seemed unnatural, like a state of trance,
Not the faintest sound of any kind could be heatd. You looked ,
on amazed, dnd began to suspect yourself of being deaf--then -
the night came suddenly, and struck you blind as well." (HD 40)
-

o

ThéJterrible, incomprehensible cries emanating sudéenly from the wilder-
ness break- the 'deathly silence, but, bursting through the almost 1mped;-
trable mist that grips and threatens to swallow th§ intruders, they seem
to verbalize stridently the enviromment's utter reject;oﬁ'of the newcome;g.,
-yarlow and his companions are clearly invaders whoudo not belong to, whag

is to them, this very unnatural concentration of raw nature. \%

The ultimate unreality of this apparently invigorating setting in
both the works is an element of the.dreamy Auality that pervadés them.
The extreme exoticism of the locale shows its remoteness from human expé-
rience and extremes underline its fantasy. The dreamlike quélity imparts
to the ;ear perfection of .the scene of vivacity and natural balance the
final flaw of incredibility, of improbability. On scrutiny, the woods of

The Book of the Duchess become ‘deliberately too full of 1ife to be real;’

they must be & dream~vision. The wildermess of Heart of Darkness growb'_

too dense with life, that seems raﬁpant, to be other than fantastic. The

-

" dream exposes the unreality and impossibility of what was apparently ideal.
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. ’ ,
It even revises' the apparently ideal to the defective and destructive:

the Dreamer loses his purpoge and orientation and Marlow is rendered con-

A
fused and helpless.

IIT

/

The nhr;ations subsequent to the hunt and jig were-remarkable for

" . their expresgion of undying hope. The expression was subtle but there

»

nonetheless. The continuation of inpjterest in life and living, through
the transfer of focus and affection from one source of optimistic life

that is exhausted to another that contirues to hold'potential, spoke of

a chronic hope that endured despite {ts many contradictions. In The Book -

) EN
of the Duchesg, the complacent illusion of well-being is quickly aborted

by the realization that the unnatural surfeit~f life in the woods is

impossible and, in its impossibility, confusing and even contradictery of

its initial purpose, The unreality of the woods seems to be the unexpect- .

e& culmination of the wondrous path--~discovered by the whelp--that seemed
to promise so'much at its desgination.' The wilderness of Heart of
Darkness, with its impenetrable mist and savage terrors, seems to obséruét
the waterway that showed such a potential for meaning and purpose when

it allowed an escape from the moribundity of the Ceﬂtrai Station.

That embodiment of life, the whelp, disappears mystefiously, perhaps
in the woods, among the innumerable beasts. The Dreamer certainly loses,
Efght of it in his distraction by the profuse environment. In the chaos °
of the mist and Fhe.subaequent attack, the magic of the name "Kurtz,"

:haé other promige of life ard purpose, is overwhelmed by the terror and

e —

~
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confusion of the moment. The losh of these guides or motivators seems to

compound the loss of momentum in emotion and intellect. The guides being

gone and the paths appearing blocked, meaning and purpose seem to be miss-—

ing.
Thég Dreamer does not despalr, however. His passive and superficial
Ve
’  wonder at the richness of life, a digression from the purpose with which

-
he followed the whelp, refers in immediate succession to a worthier

objact of his attention, a Man in Black. The Dreamer's profound humanity, -

his sense of identity, is ,manifesr:ed by the speed~ with which he trans-

lates lggs attention from the beasts. to the man:

But forth they romed ryght wonder faste
Doun the woode; so at the laste
I was war of a man in blak,
That sat and had yturned his bak
To an ook, an huge tree. (BD 443-47)

The wonders of the woods that he has seen are eclipsed at once by the

Qpectable of another human being who seems to be in a predicament similar .

°

to his own:

"Lord," thoght I, "who may that be?
What ayleth hym to sitten her?"
Anoon-ryght I wente ner. (BD 448-50)

‘ The Dreamer suspects that the Man in Black is troubled because he ig
solitary, a tentative insight made pciésiblq by the fact that the Dreamer,
solitary too', had -himself been led into the woods in the pursuit, however
dedperate, of socgﬁzlt':y, of some purposeful human 11\;ing. His own neeci of

. o)

vitality and vigoui’ 'having brought him into these woods, the Dreamer

.' easily presumes the Man in Black's condition to bg like his own. He si:ops

-

T
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to listeﬁ, to dlacover more ablut this Man because his compassion demands
. .
his involvement. Their humanity unites them and their sympathy makes

them equal and mutually approachable, at the least in the consideration

[
.

of the Dreamer.
L2

Marlow shows the same resilience and hope as he attains the Inner
B - /

Station and Kurtz. Despite the terrors of his experiences in the wilder-

‘ness-—the moribundity and decay, both physical and gpiritual, of his

companions; thelharrors d¢f the unknown, especially in attempting to navi-

rl

gate a mysterious and resisting wilderness; and the sa&hge attack--Marlow

retains his hope and plods onward, fixing his sights on Kurtz:

“For . the’ moment that was the dominant thought. There was a
sense of extreme disappointment, as though I had found out I
had been striving after something altogether without a sub-
stance, I couldn’t have been more digusted if I had travelled
all this way for the sole purpose of talking with Mr. Kurtz.
Talking withs . . I flung o¢ne shoe overboard, and became aware
~that that was exactly what I had been looking forward to~-a
talk with Rurtz." (HD 47-48) :;>

Marlow's admiration has maﬁe Kurtz his destination in life. Kurtz seems

to possess that potential for a ﬁurposefui and vigorous life so highly

©

valued by Marlow:’

"The point was in his being a gifted creature, and .that of all-

his gifts the one that stood out’ pre-eminently, that carried

with it a sense of real presence, .was his ability to talk, his
~words—=the gifty of expression, the bewildering, the illuminat-

ing, the moé@’exalted and the most contemptible, the pulsating

stream of light, or the deceitful flow frdm the heart of an

impenetrable,darknesé.t (HD 48)

L

Kurtz has the faculty of eloquence, and his reputed ideas on the Company's

/
work in Africa have earlier impressed Marlow. Now, having experienced

~
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the corruptive forces that seem to havé been generated by the white man's
presence in Afriéa; Marlow is anxious to'déterqine whether the promise of
Kurtz has been kept. Has Kur?EXbeen able to translate his eloquence into

act}on or is he living a lie? Kurtz's ideas would give meaning and pur-

pose to the white man's actions in>4§;ié§, and, by exteﬁsién, in Euroﬁe.

Marlow's concern being this very project, Kurtz must be in empgthy with

hinm énd, therefore, acces%ible. s

\ ..The empathy between the Dreamer and the Mgn 1;\ Black and that between
Marlow and Kurtz have had their. germs sown in the fertile Prologues.
Chggggéig Narrator's calculated eloquence placed him in pszghic sympathy .
with his specific audience, John of Gaunt. - The Narrator b;ovided himself

the privilege of approaching his listenmer in the fiction as a“lover who

had never had his love returned, and he simultaneously emphasgsized the

Jhappiness that must tresult from a mutual affection. From the é}ys-Alcyone

w

story to the dream of the Qoqu, the Narrator's fluency with Words has
shifted from the gelf-conscious, direct, %ﬁrsonal address of'the Prologue

to a subtle, .almost aloof narrative that.furthers the argument of the

3
. e

' Prologue symbolicalkly and éubconsciqusly. The Prologue had pointed at a

. v .
truth. The sucdeeding narrative smoothly and almost inconspicuously

-éoxks its listener's emotions and intellect to prepare them for a return

<
to the directness of the Prologue qntil the truth is fina}ly fqlt. The

Dreamer's preparation for a dialogue with the Man in Black begins the

return to the Prologue; his eloquence and the Narrator's tory in tell-

ing the Man in-Black's responses will know their audience intimately. '~
v >

In%a like manner, Marlow's'verbal fluency at the beginning of Heart

-y ' ! >

of Darkness has estﬁ?lished a ﬁinship between Kurtz and him. Marlow's

4 v
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I 4

ability to construct a special perspective with words is remarkably like

Rurtz's, The Narrator presented the River Thames as the sourc‘e of modem

civilization‘, but Marlow effortlessly contradiéted and reversed tﬁat view '’

be describing !:he'Thames as se by' the conqusring Romans. The River was
to the Romans what the Co.{mg River is to the Europeans, a door to a.
mysterious and dangerous wi;.derness. Mér}ow seemed to be able to read
his companion's thoughts on the gx:eatness of‘Engﬂ.and and ltd.s sudden,
silence-breaking comment, "And this also . . . hqs been one of the dark

‘Places of the earth" (HD 5), developed into a cogent argument that com-

pletely reversed the established perspective. His narrative itself grew

. ldetached and, .like the parallel sections in The .Book of the Duchess,

forged ‘ics‘ theme with gymbol and ;\;btlety. Now, at the Innér Station, -
Marlow .will meet K;rtz, a man whom he aémires and who fascinates him be-
cause he appears to share a similar attitude towardeiﬁfe, and will enter
into a personai lecturd obviSi’xsly directed toward the audience which
«co:npris'es Kurtz. ® |

The Dreamer and Marlow aJre both drawn fatefully to their meetings.
‘:.l‘he Dreame; begins as the Narratqr who cannot sleep’,l ‘reads the»"STeys—
Alcyone story to pass time and discovers the gods of sleep: His pla‘yful
~but"egmes§ invocation to the gods makes l'gim the Dreamer, who is drawm
out of his chamber by the sounds of the hunt and finally led into the
woods. by a mystérious and evanesce;lt puppy. . In the woods, ‘the Dréamer

%

finds the Man in Black whose sorrowful condition seems roughly to match
. .
the ‘Narrator's. Beyond that superficial connection, the Dreamer and the

" 'Man in Black will be gseen to be bound by attitude toward Iife, by phi-

losophy, by their common humanity. The Dreamer's meeting with the Man
. ', .

b . L] . A . ’ »‘\
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A v

in Black will be, quite simply, the Narrator's confrontation of l;is -%wn
L J . . ' .
humanity, with himselff In retrospect, the sequence of events leading.to
e .
the confrontation will be viewed as a profound preparation for the final

land consolidation of ideas that must ultimately bel

pondered. P M -

In Heart of Darkness, Marlow commences his journey into himself as

the restless sailor who sgeks»distrgétion in a map in a shop window, is

fascinated by a river shown, and realizes .ﬁhat he gan use the influence

of E_ilatives to attain this desired destination. His aunt's intercession

LI

launches him on his journey to the Outer and Central Sutation&at which he

hears of Kurtz. Kurtz's reputationiplays the part of the whelp ‘of The

Book of Fhe Duchess. It attracts him to the Inner Station at which he,
meets Kurtz, with whom he shares certain ideals. Marlow's meéting with
Kurtz will compel him to examine .these ideals and, ultimately, to

sorutinize himself .and his humanity.

“"
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' . C CHAPTER VIII .
( Pauaing for'a Reflection: Before the Inner Station

‘, t ) "The journey from the Central: Station to the Inner Station is at once

- o —

g

a reaching into. the, deepest consciousness and a return to the familiarity -

of the’Prologue. The Inner Station marks the limit of the movement from

tﬁe Outer Station in pure emotional and intellectual distance. The Outer ’

Q-‘-

Station was actually the beginning of the journey; the Prologue is the

b experienceJandAzeEgllection of the journey; In logical and chronological

-

S sequence, the Prologue must follow the Inner Station and be a conclusipn,
an epilogue. It can condense and anticipate the movements that succeed

it in narration only if 1t is the experience 65 those movements. The

-

Quter Station, then, marks the beginning of the descent into human con-

A

' sclousness--it 1s the door to humanity. It tells of a man.who is a
& : =
solitary in society. His 1solation itself provides the occasion for

A

reflection, for questioniﬁ@*the values or characteristics that define his

' difference from the rest of men. The solitary's perspective 1s described

* in The Book of the Duchess in the telling of the Seyh~Alcyone story; in

Hegrt of Darkness, in the narration of the European sojourn.  From this

[OSEE—

external and superficial exsmination of his relationsﬁip with his imme-

diate world, the solitary progresdhs to the Centrdl Station, at which he

)

i ) beea himself in relation to ideals, By juxtaposing ﬁimself with these,

idegls, the solitary makes his humanity conspicuous. Against the back-

drop of abstractions, his humanit§ becomes' more evident. And the next

. Rl
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step is to the more profound and»complex scrutiny of self. This step =
needs be the third in sequence because,it requires the experience of the
previous two. In order to define himself,tthe,solitary pust have an idea
of what hggis suypposed to be and what his circumstances can be. The

solitary's remarkable sensitivity, that singled him out at the Outer

Station and that fesponded to-the various contexts avallable in the Cen-

tral Station, now must discemn aﬁ& examine the image of his humanity.
This examination must be deliberaté and brilliant. The great sensitivity
that ‘has been honed on the experiences of tﬁé Quter and Central Stations
must not now gloss over the familiar reflectién. The experiences of the.

past must be considered in setting the focus because those experiences

.~ will give\deéth and add a dimension to the subject.

For the concentration-required in this ultimate analysis, the Inner

Station is suitably éemqte, removed from the distractions of the previous

' Stations. At the Outer Station the problem was finding or making a place

in the broad context of society. If the final analysis is to be of
humanity and of the readex's humanity in particular, cautious detachment
of purpose must be established ;t the beginning Jf the examination. The
detachment must be only at ;rm's length., The study of our humanity must
comprehend soclety but we must be ultimately beréonal and introspective.
The Outet‘§tation»affords the solitary the opportunity to remove himself -
from the routines, the daily concerns of immediate society. In The Book

of the Duchess, the Narrator quickly segregates himself from the mundane |

to allow himself the: chance for contemplation:

So when I saw I!ight: not slépe )
Til now late, this Dther night,* \

PO
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)
" Upon my bed I sat upright
And had oon reche me a book, -
A romaunce, and he it me tok
To rede, and drive the night away;
For me thoughte it beter play
~ Then play either at ches or tables. (BD 44-—51)

o
H Y
g

Now, he can consider and comment on the Seys-Alcyone story with some

‘devotion. He can observe and ponder curiosities without interruption.
+ s

’

-/
Marlow is granted this same opportunity in Heart of Darkness. He

forsakes the stultifying' and stagnating daily concerns of contemporary

1
life to become the perspicacious experimenter of a concentrated, more
. \ .

intense life. Marlon; becomes the sensitive appreclator of pomp and

oircumstance in Europe, of perverted rationalization, and of the power of

- %

m\sivation. His study of humanity has begun.

The perspective of the Outer Station comes into even finer focus at

the Central Station. This Station allows the study of humanity to become

‘

more personal. While the Outer Station saw the solitary relate to cir-

cumstances through relatively detached observation of and commentary on

- ]
events, the Central Station shows him involving himself in his environ-
ment to participate intimately in the experience. What had been vicar-

iously learnt now becomes felt petrsonally.

The Dreamer leaves the elevated and artificial comfort of ;:he gilded

,room to join in the hunt, an exciting activity, the momentum of which

sweeps him inexorably to its denouement. The vitality and dynaxqism o.f
his experience is sustaining and sustained and is not obliterated by the-
failure of the hunt's purposey. The hunt's purpose does not matter to tpe
Dreamer because hishown pu'rpose' of satisfying his greﬁariox;sness, .0f

exploring his humanity, and of giving meaning to his existence, of giving

&
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‘substance to the essence, is fulfilled.

Marlowgyields his self-imposed isolation and'its complacency and
protection to the call of his humanity when he joins the foreman in the
spontaneous, improvised jig. The futility of the optimism of the jig
does not decimate the rush of hope and ﬁeaning in which the two indulged.
Having participated in';he tush of human feeliné, Marlow knows its
strength and infinite energy. His hope and optimism is not unrestrained,
like Chaucer's Narrator's, but his belief in human potgntial is confirmed

and encouraged, his faith in his humanity is renewed despite the contra-
. ;

Having had this fifsthand experience at the Central Statiom, the
solitary is ready to enter the Inner Station. Thus far, he has been an
aloof though concerned observer'of and then a participa&t in life. Now
he can confront. and scrutinize himself and his lifeL The great countra-
diction of the blend of hope and help}essnéss must now be resolved. He
muét aiscover the mean{nh'of the paradox by searching and researching

himself. He must seek to comprehend in his human}ty the truth implicif

.in the experiences he has just ha'd.

)

The great empathy between the solitary and the person at the Inner
StéEIBﬁ affords the solitary a chance for self-analysis. Perhaps it is
. r :

this very empathy that provides the attraction of the one to the other.

The solitary's meeting with the person with whom he has such syﬁpathy

even forces the self-scrutiny, becausgeyhe_sympathy.demands personal in-

volvement and mutual comparison and because the empathly commands interest

-

. and concern: !
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"Lord," thoght I, 'who may‘that bef
What ayleth hym to sitten her?" (BD 448-49)

The Dreamer seems to be able to anticipate the Man in Black's emo-
tional state, and his immediate reaction to épotting the Mén is his con-
cern about the trouble that has brought the Man into the woods. Of
course, the Man's black raiments may be influencing the Dreamer's percep-
tion and the Dreamer may be projeéting his own anxieties as the Narrator
onto the Man in Black. But the Dreamer geems well prepareé for the meet-
ing, in fact too well prepared for it to be a merg coincidence. The
bléck att;re is meant to prévide the empathy betéz;n the two, and the
Dreamer has shown his expectgtion of this final meeting earlier, at the
Oqter Station, in the qus—Alcyone gtory. In the story, Seys prays to

Juno: .
! ’

"Helpe me out of thys distresse,

And yeve me grace my lord to se

Soone, or wite wher-so he be, - '

Or how he fareth, or in what wise. . . . (BD 110-13)

i

The subsequent meeting with the corpse of her husband forces her to face

her own fears and pronounce her own philosophy, her attitude on life. In

/

fact, her ultimate confrontation is with,herbelf. As long as she cannot’
make the pronouncement, she remains in limbo. Her inability to resolve

her fear--the ultimate fear that life lacks purpose, not the immediate

fear of loss--makes for emotional and intellectual suséension because she:

becomes utterly devoid of all purpoée excepting that of meeting her hus~

.band, of looking for purpose. ﬁhen she finally makes her pronouncement,

she stops living permanently:

-

P .
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With that hir eyern-up she casteth
And saw noght. "Allas!" quod she for sorwe,
And deyede within the thridde morwe. (BD 212-14)

A

Her regression past her coma is swift. She cannot find that "inborn

strength,” that moral courage to continue living becausé she can neither

see nor give any meaning to her life.

¢

In Heart of Darkness, Marlow's: identification with Kurtz germinates

" in his fascination with the River Congo, the "fascination of the abomina-

tion" (HD 6). Marlow is brillian£ly consgious of the fascination of the
abomination when he prepares for the journey to Africa. His vision of
Brussels and the Coﬁpany's offices there is clouded with gloom and the
imminence of spiritual and physical moribundity. He senses even ﬁhen the
terror he must confront, the awesome decision in perspective he must
make. His‘imﬁféssion of the two knitters of Black!ééol_is qmiggus. His
éoqtact with the clerk serves to increase his eerie feeling. When Marlow
expresses his won@sé at the clerk's not going to Africa to work there for,
the Company whigg’he praises so highly, he 1s told: "'I am not such a .
fool as I lo;k, quoth Plato to his diécip&es'ﬁ (HD 11). .

Marlow's expectations are thus established‘earlf. Hé can anticipate
his ultimate rendézvous with the unknown. He knows that the meeting will
be critical and .fateful. The subject of the meeting, the nature of the
unknown, is even suggested by the old doctor yho wants to measure Marlow's
head: " ‘ _ - | .

’ ";I alwaysa ésk'ieawe, in the interests of science, to measure
the crania of those going out there,' he said. 'And when they
come back too?' I asked, 'Oh, I never see them,' he remarked;

'and, moreover, the changes take place inside, you know.'"
D 11) |
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The meeting will be the culmination of a mental change, a change that

pa—

will denfnd a final pronouncement. The clerk avoids this uyltimate
decision by remaining where he is; he is unable to -make the journey to
the unknown,‘to test himself, to research himself. The clerk is incapg—

"ble of true introspection because he is inaubstantial

"The mind of mah is capable of anything--because everything is
in 1t, all the past as well as all the future. What was there
after all? Joy, fear, sorrow, devotion, valour, rage--who can
tell?-~but truth--truth stripped of its cloak of time. Let

the fool gape and shudder--the man knows, and can look on with-
out a wink. . . . He must meet that truth with his own true
stufﬁ-—with his own inborn strength. Principles? Principles
won't do. Acquisitions, clothes, pretty ragg——rags \that would
fly off at the first good .shake. No; you want a deliberate
belief." (HD 37)

The expression of this deliberate belief canﬁcome only after.the belief
18 discovered and underetood. The deliberation of the belief has been _
underway, since the Quter Station. 'It has been eearched for, isolated,
and researched. Non, at the Innef Station, it will be expiored ultimate~-

ly and pronounced. This belief is necessary for a definition of the

use it is an element of ‘thé truth. Its pronouncement will con-

'tru" :
stitut&®the learning of the truth.

Rt YN

" This ultimate exploratio ps at the Inner Station. In The Book.
et ’ Tne Book:
of the Duchess, the Narrator has -'ached deep into himself as the Dreamer ~

and now reviews himself. Hi# initial description of the Black Knight is j

remarkably reminiscent of himself in the Prologue:

" « « » he saw me nought;
Fot~why he heng hys heéd adoun,
And with a dedly sorwful soun
He made of rym ten vers or twelve
0f -a compleynte to hymselve,
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The moste pitee, the moste rowthe,
That ever I herde; for, by my trowthe,
Hit was gret wonder that Nature '
Myght suffre any creature .
& To have such sorwe, and be not ded. (BD 460-69)

The first twenty-nine lines of the Prologue are almost echoed here. The
piteous soliloquizing, .the grieving complaint, is remarked by the Dreamer,
who will. repeat in the ‘Prologue the admonition:
And wel ye woot,. agaynes kynde

Hyt were to lyven in thys wyse;

For nature wolde nat suffyse p

To noon erthly creature

Nat longe tyme to epdure P

Withoute slep and be in sorwe. (BD 16-21) .
The Dreamer watches himself as, the Narrator in an ironical reversal of
the translation from Narrator to Dreamer. Now, in deep consciousness,
the Dreamer looks at his waking self and the Narrator becomes the subject
of his narrative.

1

In Heart of Darlcnesa, the reflection of the Narrator by the Man in

Black is paralleled by the mirroring of Marlow by Kurtz. In the Prologue,
we are informed that Marlow "had sunken cheeks, a yellow complexion,

straighc back an ascetic aspect, "and, with his arms dropped, the palms

. of.hands outwards, resembled an idol" (HD 3). At the Inner Statiom, ¥

Marlow describes his first glimpse of Kurtz: 7 \

"I saw the man on the stxetcher sit up, lank and with a up-
lifted arm . . . . the thin arm extended conmandingly, the
lower jaw moving, the eyes of that apparition shining darkly
far in its bony head. . . ." (HD 60)

Besides the physical reminiscence, Marlow's inclination to orate is also

3
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duplicated in Kurtz, who "presented himself as a voice" (HD 48):

{

"The volume of tone he emitted without effort, almost without
the trouble of moving his lips, amazed me. A voice! a voice!
It was grave, profound, vibrating, while the man did not seem
capable of a whisper." (HD 61)

Earlier, the fictive Narrator spoke.of Marlow's "narrative that seemed to

0

shape itself without human 1ips" (HD 28).

The establishiné of these superficial sympathies is a prelude. to the

profound reflections that are the direct confrontations of the Innmer

Station solitary by the adventitious solitary. These incipient glimpses\
of the self introduce the two egos, and allow the building of an acquaint-

ance. : , .

.
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CHAPTER IX
Probing the Heart: The Inner Station

In The Book of the Duchess, *the Dreamer approacl_xes the Man in Black

delicately and obliquely:

Anoon ﬁght I gan fynde a tale
' To hym, to loke wher I myght ought
Have more knowynge of hys théught. (BD 536-38)
He begins by referring to the hunt, though he knows that the Man iﬁ‘
Black is too despondent to be interested im the fortunes of the mundane
chase. The Dreamér can be deliberate in his approach because he has had

the opportunity to watch the Man in Black before personally meeting him.

He has listened to the Man's complaint and seen him closely as he

argued with his owne thoght, . : " ’

And 1in hys wyt disputed faste
Why and how hys lyf myght laste;
_ Hym thoughte hys sorwes were so smerte
T And lay so coldexipon hys herte. .
So, throgh hys sorwe and hevy thoght,
"‘Made hym that he herde me noght;

DR For he had wel nygh lost hys mynde . , . . (BD 504-11)

The Dreamer's advantage, of course, is the dream's, Narrator's. rg;gogtfition

e

of himself in’a waking state. The mutual sorrow of the Natta’tm-; and the

Man in Black is implicit in their words and actions. Having acimitted the .

symptoms of the "illness,“A the Dreamer can commence diagnosing the ill-

!
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‘Marlow approaches Kurtz, his destination, rwith'the Drc;.amer's tact
and gentleness. He does not overhear Kurtz himself at first but gleans
a wealth of info;'mation about Kurtz from others who'have known‘(him.
Whlil'e nuef"5E what he has heard at the previous Stations was distorted
by enwy, the liussian at the Inner Station gushes enthusiaetical@u‘t\/

>

Rurtz and his influence. From this Russian youth, )Marlow learns of
Kurtz's- ability tggsommand the tribes. In the youth, Marlow can see evi-
dence of Kurtz's eloquence andoratorical skill. Héwever, Marlow's an-
ticipatim; of Kurtz's perversion is féunded not only on hearsay at thg. :
Odter and Inner Stations; in fact, it is based on a recognition of his °
own tendencies. Mar]_.ow has proven his inclinat;ion for expediency by b
using“his relatives, especially his aun-t., to securJ his job for him.
During the journey to the Inner Statioﬁ, he has strongly felt the power- ]
ful attraction of the algomj..nati;zn and his ca‘ba%:ity for restraint has been
sqrel): tested. Having experienced the a"sault 0 \the powers of darkness,

Marlow can appreciate Kurtz's reactions to thé fascination of the abomina-

tion. Kurtz becomes a perfect alter egé. Like Marlow, he possesses a

-

' celebrated eloquence and a love of moral, righteous ideals, and has been

’ given the opportunity to‘test his capability to practice these ideals, to

live according to his E.oncepts of rigtoxtland wrong. This sympathy between
Marlow and Kurtz, their ;mtional and psychological propinquity, enabies
Marlow to perceive q;;ickly the symptpmé of Kurtz's peculiar illness and
ﬁermits him to 13é.gin his e;cplor&tion of the 1illness itself.
Both the Dreamer and-Marlow begin tzheir probings\ into thelr alter-
native selves with great deliberat:ic;n. The anticipation and experiences
e 2 &

of the Outer and Central Stations have prepared them for this profound, '

-
£
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sensitive/felf-examination. The Dreamer changes swiftly from the osten-

LS

»

Black's soliloquy, to the utterly concerned ego who manoeuvres and manip-

. sibly casuf( passive eavesdropper, who appears td happen on the Man in

k3

lprodded so acutely:

© ‘ ‘\ . «
ulates his;/ay into the other's soul. * He y)an be 80 bold because his

\v .
relationship to the other permits him. In essence, the other is his

r

alter ego, and the Dreamer is confronting his waking self, the Narra‘%or.
Thi;: 1ﬁtir§1acy allows the Dreamer to remain and watch the Man in
Blgck's entire complaint and reaction.although the latter seems‘obliv;ious
to his presence; even when the Dreamer st’.ax;cls| facing him. The Dreamer
can insist on being introduced to the other, on being recognized by him.
Once the_ meeting begins, the Dreamer quickly dispenses with his normal
reti.cence. He elicits, by hisa reference to the huni:, a response from the
Maﬁ in Black that allows him directly 'to ﬁegin the therap¥y, by crackidg
the barrier of characteristic resex:ve, by provoking a sustained emotional

response. Thé experiences up to the Inner Station have matured the ego,

and, ripened, it explodes in unusuasl and exéiaordinary spontaneity when

»

"And telleth me of your sorwes smerte;
Paraunter hyt may ese youre herte,
Thqt semeth ful sek under ‘your syde." .(BD 555-—57)

Ironically, even this explosion itgelf proves.to be typical :)f.the

* style of commynication that we have witnessed thus far in both works.

After the deliberate descent through the many levels of conscilousness,

at the ostensible end of a convolutegd series of‘ experiences, our destina-

° '

i
tion, we find, is still to come. Of course, the meeting of the solopsists -

%

-4 ‘e N .
with the Man in Black in The Book of the Duchess and Marlow in Heart of

B U S P A




L to “the profomd and d«p-nin; mtrvnnion oi the mtin; of the llnn :ln

73

' .
i . .
! . .
iy " N
1
! } . - 3 s ! '

Darkness respectively, paralleling our own compelled ;Xcompelling
introspection as readera, ig the much anticipated event that climaxes the

s , journey; but, evidencing the amorphousness and elusiveness of the truth

. that is to be revealed, even the ‘climax is elaborate, and happens after -

1

‘an apparently false start.

i

" The Man in Black ylelds to tlie insistent probing of the Dreamet, but

. his submission is veiled and subtle. .H%s use of the metaphor of the game

»

of,pﬁeés wit? Fate 1is tranalucen# but not transparent in its meaning.

; This suspense is necessary for the hera}ding(of the imminence of the cli-
¢ R v . , ‘
¢ max. aike the flash of the firework that precedes the boom, the narra-

L W 4
"tion of the game of chess readiés the audience £or the resounding direct~

ness of the revelation that 1mmediate1y follows. ¢

v

’ thugderclap are an integral experience, though each tempers the other by .

-
% b »

being digtinct. The subtle’ and reticent.revelation of a fact- an:icipates,

The flash ?nd tHe

- ~

‘ provides, and influences the ultimately precipitate utterance 55 that

Y

" fact. ' ‘ //”* . H .
o The metaphof of the game of chess allows a tangible transition from
.the deliberate and even manipulated.narratidn that has preceded it. The -
. . . ‘ : i * ¢
Y 1 : A 4 )
narration for all its deliberateness and artifice is qot superficial and

*‘dishoneet. Its fictive and ‘often dreamlike articulation, its careful

v+ structure and shape; are conveyors of human truths and goncerns. The
R ' . PR ! *
gar;atiog/ﬁqsvprogressed from the initial, extreme extroversion of the

Séya~Alcyone stori (an extioveraion born, ironicglly, of ;n 1ntenae sol-

*Ipatsm’ that demands self—isolntion~£i§st ani’then tries to forget itself '

u

-, in th ob;iviou of fiction). thtouch the tentative society of the hqpt,

-;‘ E‘
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Black. 'The narrative's psychological progression has been matcﬂed by:its
literal prog;ession. Ironically, the very act of dreaming, which 18 the
ultimate self-isolation and is a consequence of the Dreamer}s,solipsism,
becomes a kind of extroversioh‘by its detachment of consciousness aq@ its
separation.from reqlit&.‘ The dreaﬁ permits the Dreamer’s escape from h;é
immediate obsessions and, of course, its accompanyijﬁ sleeplessness, and

thus facilitates his distancing imself from himsel ‘At the meeting

a

with the Man in Black, the Dreaffiér begins his Journey back to his waking
state as he readies himself to confront his humﬁnity. The metaphor of

the game of chess provides a gentle passage to the jolt that will end the

dream and resurrect the waking state. It begins the process of waking up

before it extends into Jie direct, matter of fact, prosaic narrative that

‘immediately prefaces the rising. The metaphor is the final obstacle to

the Dreamer's confrontation of his humanity. It is a veiled yet discerni-

I

ble,tempﬁation to which the Dreamer can react knowingly and honestly or,

in desperation, blindly and mendaciously. The metaphor affords the

]

Dreamer the opporﬁpnity to glimpse what lies ahead and to decide whether

or not to pursue it.

” »

By forcing that decision on tﬁg Dreamer, the metaphor in fact can

‘define his humanity by his reaction. The Dreamer can read the metaphor

and discern the fact he must consider. Hib decision to pursue the fact,

to comprehend it for contemnlation; must evidence the existence of his

5

.

The quality of his 1nborn attength will be uanifested by his reaction ta

] - C e - .n,."—f L 1

what he sees, T T <

.
5 Y AR

~

inborn strength, his ability at the lesst to dare to. face an abominaxton.--"
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that the Dteameiadoes,‘ In lieu of the metaphor, Rurtz's illness and

MarSow's immediate concerns with the ship provide the veil, cushioning the

A .
transition from the nightmarish sequences thus far -to the even more night-

marish but terribly tangible quality of the ultimate confrontation.

While Marlow's journey to the Inner Station was not dreamt, as was the
Dreamer's experience, his progress has certainly been drgamlike. Elabo-
rate details of Marlow's experience seem to spring from some fantastic,
twilight consciousness that grips him as tenaciously as the blinding fog ‘

that overpowers the steamer during its approach to the Inner Station.

}
The Russian "harlequin"--

me, in motley, as though he had absconded from a troupe of

mimes,, eathusiastic, fabulous. His very stence was improb-
able’, icdble, and altogether bewildering. He was an in-
soluble . It was inconceivable how he had existed, how

he had succeeded in getting so far, how he had managed to
remain--why he did not instantly disappear." (HD 55)--

"I looked at him, lost in astonishment. Theré he was before

]

, K
mdkes the suitable, ultimate introduction to Kurtz. 'His apotheosis of
Kurtz demands questioning, It induces and provokes criticism and, evf?
dently, skepticism. The "harlequin' " own improbability projects the

P

1ncredibility of his view of Kurtz. His being dreamlike and fantastic

renders his Judgumnt equally’imaginary. So. Marlow's first visual glimpse ,

of Kurtz begins his _ascent from the depths of his unreal and suppreghed
experience Eo'the direct, even tangibly brutal physical confrontation,
long anticipated. With his first view of Kurtz, Marlow can temper\the
opinions he has received, both the envious and the deifying. -

Like the Dreamer of The Book of the Duohesa. Marlow rises gradually

from the depths of the drti;v consciousness to the deliberation of the

LI
)
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. &
real.  Like the Dreamer's, his ultimate meeting seems to happen in two.,

> distinct stages.,” Marlow's first view of Kurtz is essentially superficial

but resembles the degree of comprehension in the Dreamer's inifial read-
ing of the Man in Black's allegorical account. Marlow findc himself tomm

between revulsion and intense attraction to the object of his destinatiom:

i

a "fascination of the abomination.f His experiences up to the iqur Station
have anticipated the difficult, soul-wrenching conffontation he ﬁnsé,

make, but his fervent, even inexorable desire to know his own inbérn»
strength, -to test his humanity, to define himself, propels him to that
defiance. Having reached Kurtz, Marlow knows he is at his destinarion.

Now the anticipation sbars to the point of trepidation.
[y . : L4 .
While the Dreamer is afforded an insight of the Man in Black through

\

the imperfect, slightly blurred metaphoric telescoﬁe of the narration of

the game of chess, Marlow receives his equaliy veiled perspective from
t \ ' ’

his awkward, even shy, detached dealings with the sick Kurgz:

. . §

"We had brought his belated |correspondence, and a lot of tom
 envelopes and open letters {ittered his bed. His hand roamed

feebly amongst these papers. I was struck by the fire of his

eyes and the composed languor of his expression. It was not so

much the exhaustion of disease. He did not seem in pain. This

shadow looked satiated and calm, g8 though for the moment it had

had its £fi11 of all the emotions.' (HD 61)

Immediately after his hearing of the voice which had.lu;ed him with its
tesonan£ promife to the depths of the Immer Station, Marlow views Ehg'
terrible temptations and fascinations, thu§ have imposed their un.hai:-
able will on Kurtz, in the incarnation of the "wild and gorgeous appari-~
tion of ; wonian"': , | ' ' ’ |

T
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"And in the hush that had fallen guddenly upon the whole so;row-

ful land, the immense wildemrmess,”the colossal body of the '
fecund and mysterious life seemed to look at her, pensive, as --
though it had been looking at the image of its own tenebrous

and passionate soul." (HD 62) oy,

The,&bwerful effect of this vision on Marlow signifies his appreciatibn

of the treaendous vocation that Kurtz has experienced. Contemplatfhg

this‘"savage and superb, wild-eyed and magnificent" (HD 62) woman, Marlow

must consider Kurtz, and, through his own mental and emotional affinity
N L "

-~

t& Kurtz, he must reflect on himself. Marlow must examine his own "tene-
brous and Sassignate sogl."

« Marlow's acknowledgement‘of his empathy with Kurtz is proclaimed in
his almost automatic deféngs of the man againif the enviously malic;ous
observations-—én obvious preiudg to deleterious machinations-~by the man-
ager. He ﬁas perforce to‘fight'for Kurtz because he believes in gyrtz's

e
potential for idea}s and for action albeit perverted by his lack of re-.

¢

straint. Marlow's defense implies his trust in Kurtz's blatant homnesty,

his essential integrity, notwithetanding his final apparent degradatiomn. .

He is revolted by the manager's hypocrisy, his camplete, wanton dis-
]

honesty, his absolute, blatant, cowardly mendacity, his sickly and a}cken—

ing disloyalty.

The Dreamer of The Book of the Duchess displays a similarly ambiv- ‘\\& ‘

']

‘ . oA
alent feeling toward the pursuit ®f the confrontation in yhich he is

i |
ehgaged. He mirrors Marlow's mix of fascination, of intense interést and

\

1inge}ing fear. '0f course, the Dreamer's fear is an anxious, diffident,

sorrowfully G’ﬁaerful, gravely apiritual emotion, quite removed from the
4

tcrtible, gut-wrenchin; brooding that Harlow exprel-en.‘ Thid diffcrtncc

[SEIVSNUISNIPOSIN St
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does not deny, the remarkable affinity between the two works. The differ-
ence is one of tone, and the message communicated remains shared.

The Book of the Duchess and Heart of Darkness can be heard as essen-

tially s;milar tunes, in the one case played on a viola, in the second, a

cello. The Book of the Duchéss is plaintive and pessimiétic but, occa-

sionally at the least, it s s gnd rejoices, spontaneously and immodest-

ly, at humorous considerations. Heart of Darlness also breaks from its

melancholy, but its brooding is so intensely concentrated that its diver-
' 33 '

sion is hardly innocen;s Its smile, beside that of the other work

especially, turms quickly wry; it reverts to a deeper gloom. While

The Book of the Duchess drops its public adjectival insistence on sorrow

for significant sequences of the Dredam, Heart of Darkness chants its

brooding on gloom chronically, continuously. . -

The quiet reserve of The Bpok of the)Duchess in its sorrowful dis-

cussion is continued in the second stage of the meeting of the Dreamer
with the Man in Black. The metaphor being exhausted, the prose must be
heard. The metaphor has been the harbinger of the plain, direct fact:
"Good sir, telle me al hool§
In what wyse, how, why, and wherfore p
That ye have thus youré blysse lore." (BD 746-48)
The Dreamer's understanding of the metaphor of the game of chess is evi-
degced by his response, subtle and deliberate, to the lament of the Man
in Black. The Dreasmer uses the references to the tragedies of @nrequited

love to complement the comparison, incipient in the Eﬁ%logue. that high=-.
to /

lights thk:}easingl and joys of a mutual log:. The consolation of the

- elegy is thus'reinforced. The spparent oblpdunneuo of the reply is not a

-
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result of a misunderstaflding. It is a calculated reticence, in keeping

» with the slow, cautious approach through' the metaphoii:.veil, a reticence

tk?at defers the ul‘timate confrontation demanded by the st;aight, unerring
question to the second stage of the interview. 'I;he present argument
speaks of love and of deatﬁ,'specifically suicide. In speaking of sui-
cide,_it considers the value and purposé of life. 1In talking of unrequit-

ed anh.betrayed love; it challenges a comparison with and an evaluation

.of the, joys of requited love and provokes a reminiscing. on the life with

&

the beloved and a simultﬁneous reasgessment of the wvalue and purpose of
1ife. In lines 746-&9; the Dreamer takes the second step. He is ready
for the plain, direct scrutiny, He proclaims his willingness and ability

to hear and to listen to a statement of the fact:

/ ,
"I shal ryght blythely, so God"me save,
Hooly, with al the wit I have,
Here yow, as wel as I kan." (BD 755-57)

’

The Dreamer declares himself ready to face the reality behind the meta-

1.

phor. ~ .

Marlow makes a similar declaration by lils silence on Kurtz's disap~

-

‘pearance from the steamer: ~

!

- ‘
"There was an agent buttoned up inside an ulster and sleeping
on a chair on deck within three feet of me. The yells had not
awakened ‘him; he snored very slightly; I left him to his
8lumbers and leaped ashore. I did not betray Mr. Kurtz--it

. - was ordered I should never betray him--it was written I .should
be loyal to the nightmare of my choice.:@ I was anxious to deal
with this shadow Wy myself alone-——and to this day I don't know

- why I was so jdalous of sharing with any one the peculiar
. blackness of that experience." (HD 65-66) - \\\‘
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Maylow knows well the potential of his confrontation of Kurtz., He has

seen the fence impaled with heads. ' He has fe;t Kurt;'s aweaome'po;er.

He has seen Kurtz him?elf, an incarhation of all his fascinations. He

has glimpsed the temptations manifest in the savage woman, wildly sensuous
and seductive. With all tﬁis knowledgg, Marlow still delays his judgment
of Kurtz. He waits for the:finél confrontation. He defends Kurtz
instinctively against the manager's destructive criticisms because ﬁea

o

does think Kurtz is a remarkable maﬂ, worthy of thorough, demanding .

N

scrutiny. nglow must make the final scrutiny, and he must make it on

his own. '?he‘making of the scrutiny itself will affect its quality of
judgment. The ;;ncentration of ﬁurpose must not be'broked by anyoﬁe.
Maflow purportedly does ndt understand his great reluctance to skKare with
anyone the experiéqce of hi; meeting with Kur;z,laithougA eventually he
does share it through his narration of his experience. His decision not
to raise an alarm that would alert the others to Kurtz's eécape is effect~
ed by his great empathy with Kurtz and an overwhelming fearyof the result
of the meeting. Marlow is filled with trepidation on the éve of the - ;
finag confrontation. His del&y in directly chalienging éhe man whom he

has pursued so long proves his gre#t anxiety. Kurtz's disappearance

forces him to act decisively, ‘and compels him to assert himself to show

his moral courage. Perhaps this will of courage, struggling against the

fear of failure: demands that he go to hié destination alone.' His knowl~- .

edge of himself must beaziscoveredhand beheld by himself, on his owm. k)
This terrible loneliness of his decision and its conaequénce 1; &8 crucial

element of the experience of- discovering his humanity. The introversion

must be complete, integral, honest, absolute.
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To render his introversion absolute, the Dreamer of The Book of the
. 4

Duchess forces the second step of the meeting\with the Man in Black,

which is his own ultimate self-examination. Noﬁwithstanding its obvious,
literal formality and conventionality, this second step is finally apoca-
lyptic. It begins innoceéntly Qs a’prosaic, expected eulogy, a formaiized
description of a lady éhat‘heightens the occasion: which was to memorial-
ize ﬁuchess Bl;nche. The Dreamer soon mapifests his keen interest, his
gréat will, by ;ntarjecting that the beloved mustlgave surpassed ali
others. He provokes a continuance of thé encomium that, with its elabo-
ration, qust become reflective and introspective.’ To encourage the
introspection, the Dreamer interposes in lines 1115-43 to manipulate the
direction of'the thougﬁt, to shift the focus from the lady herself to thg
lover's own involvement with her. Thus does the Dreamer render a recol-
lection of the blesgi;gs'of a requited love. This provoked reminiscing,
a calculated dose of nostalgia, has as its purpose tHe setting of a per-
spective. 'The happiness of the past is resurrected, and it tempers the
obsession with the sorroﬁful event -of ;he death of the beloved. Relived
in the remembrance, the joys of the past should ease the pain of the
present. The very ;ct of recgllection should offer respite from the
chronic, brooding ,reality of the present.

The rememﬁéring, demanded, and demanding in its very performance,

climaxes in a verbally inexpressible joy:

* .

"In al my yowthe, in al chaunce,
She took me in hir'\governaunce.
Theéxwyth she was alway so trewe,

Oure hettes wern so evene a payre,
That never nas that oon contrayre ,
) . : IS . - L T

. Our joye was ever ylyche newe; ,.(‘
NS




g Q@glpable clarity of the present.

To that other, for no woo.

For sothe, ylyche they suffred thoo

Oo blysse, and eke oo serwe bothe; )
Ylyche they were bothe glad and wrothe,
‘Al was us oon, withoute were. ' :
And thus we lyved ful many a yere .

So wel, I kan nat telle how." (BD 1285—97)

N

. ‘ .
The climax, hardly attained, is immediately obliterated: .

©"Sir," quod I, "wherd is she now?" (BD 1298)

N

- The recollection of happy days is abruptly terminated by the Dreamer's

v

’

gtartling question. The question is meant to shock. Like the Dreamei‘p'

pré&ious interjections, it is calculated and purposeful. It ends the

remembering and the dreaming, and jolts the Dredmer and his audience,

both fictive and 1itera1, into reality.

o ¥

""""

the Dreamer has sought. The dream and reality must be clearly Juxta- //.

posed. The substantial héppingss of the paét must be considered in the
The abrupt action, besides being neces-
sary to the quality of the experience{ is an effect of the decision to
con}ront the abomination; to express the inexpressible. The Man in Black,

hdving made his encomium and gaiped an appreciation of his happiness ;itﬁ ' %
his beloved--both with the‘unobstrusive but compelling guidance of tﬂe
Dreamer--must be returned to' the p;esené immediately, with his reminisc- .

»

ing still echoing. loudly in his consciousness.

»

— e b gpr o
3

The swift juxtaposition-

ing of past: and present should render posaible the ultimate, activé

-

/qgcap:ance of reality. The Dreaner 8 question in: line 1298, forces 52:

Man in Black to consider and accept hii lituntion. “Tha Dresier's ques-
L4 ) . “, - v
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. tion also forces the Dreamer to confront the terrible, to think the un-

thinkable. It becomes the Dreamer's great effort té.fate the reality

that he has been unable to confront till now, His last question is the

clear stétemenf of his almo.st defiant determination. It is the ultimate
. ’ .

in a series of queries that have progFessed from the reservgd, general

qtiery of care and consideration to grow bolder, more daring, and "more
: - L
dncisive. In lines 548-54, the Dreamer made his first statement of

cominitment:

Y
7

"But certes, sire, yif that yee
Wolde ought discure me yodre woo,

« 1 wolde, as wys God helpe me.s00,
Amende hyt, yif I kan or may.
Ye mowe preve hyt be assay;
For, by my trouthe, to mdke yow hool,
I wol do al my power hool."

v

The Dreamer has indged kept his promise to listen closely to the explana-

tion of sorrow and to try to find a cure for it. In lines 742-48, he
elaborated the exploration of the sorrow. His adroit query invigorated
the probing, the delicate éeéiching. In lines i126-43, the Dreamer's

s

scrutiny became selective, appreciative. He invoked the past, to show
¢ ., .

the present in perspective and to clarify a recognition of a happiness

enjoyed, of a purpose invented. - His question exhorted a concentration on -

~

the real cause:of the sorrow: =

L] . +

"Wwhat los ys that?" quod I thoo;

. "Nyl she not love yow? ys hyt soo?
Or have ye oght doon amys, L.
That she hath left yow? ys hyt this? . ',
For Goddes love, telle me al.” (BD 1139-43) Co

3

After 'squeezing out the comprehensive cigcqﬁtnéu. the vary substarce -

i .
' v . ¢ . . ’
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o% the sorrbw, ti1ll the cause of the pain must be evident several times
over, the Dreamer poses his last question that immediatély commands the
present and simultaneously comprehends the future:
EY ’
e ! \
‘“Allas, sir,. how? what may that be?h
"She ys ded:" "Nay!"."Yis, be my trouthe!"
"Is that voure los? Be God, hyt ys routhe!' (BD 1308-10)
The question has succeeded in describing the sorrow, and has &licited a
response that defines the essence of the truth. -
The crucial regponse is not that made literally by theﬁMan in Black.
That reply has been anticipated several times in the provoked encomium.
The apocalyptic answer is to the profound implications of the questions

literally addrénned to_the Man in Black; and e;mloring the eulogy. Those

questions were consciously rhetorical. The answer to their explicit con-

_cern was long evident; The queries were repeated, however, because their

implicit anxiety was fthe interrogator's own ultimate answer to them.
The repetition aldowed a consideration of responses, a phrasing of the

final utterance. The reply, passiomately cried 18 honestly shocked and

" ghocking .in its simpligity and innocence of .emotion and its own ultimate

(J\

' inadequacy.

The Man in Black's reply to the apparent concerns is a statement of -

great perspective, an intensely heart-wrenching resignation, paralleling

Aléyone's, thag,comprehgnds the whole experience of life and. death and

, ‘ : \
proves retroactive in its emotion and realization. In the twelv@ lines

,succeeding thh climax of the eulogy, the happinesu of the past, so pains-

.takingly rcconntructad. is bulldozed by thh sdd. tragic renlity of tﬁa

‘_prnacnt-tragic c-pceinlly by itc brilliant éontrllt to the recent -n-oty
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of vhat was and its evident, hopeless obliviousnessi£g\what wili be.
Alcyone, at the least, was afforded hope through death--her dying might
permit her to fulfill her promise to serve Juno absolutely. No such
resurrection is glimpsed in the Man in Black's last vision. No hopeful

purpose can be found in his violent affirmation gf the death of his be-

. :
‘loved. The effective telescoping of past into present may temper the

v}pain of the loss with sweet memories, but it simultaneously makes the

’jurt more acute by its highlighting of . the reality of the present the

N

inevitability and irreversibility of the death.. The staFeﬁent of the
fact of death remains just that. It is rooted in the reality of the
present. It projects nothing; it offers no future.

The final utterance echoes with greater accent the desp:ir and sor—
row of the Man in Black's opening lament. The accent is given by the
reErospection, the happy nostalgia. It exposes with brilliant clarity
the validity of. the sorrow and despaif of the {nitial lament. It now

.

cries with great conviction that, notwithstanding ,the happiness of the
past, the prese;t sadness 18 real and jgst{fi;ﬂ.”“The Dreamer fs chai-
lenged to reply by this pronouncement. The conjurer of the final state-
meut, the educator of the definitive,exclamation, he must respond. Tﬁe
Dreamer has beigpde facto the author of the final pronouncement of éhe
Man in Blacé. Qoggedly, he haiﬂsought the Man in Black's opinioh. He

has probedland delved and uncovered. His questions have been addressed”

to the Man in Black, but, in their deep sincerity, in their utfer honesty,

<Q

in their fervent curiolity, they h&vgnbeen feflexivu. Having pledged .

{
himself to help a fcllow hunnn with whoa he has such tr.I.ndpus eupachy,

,tha Dve-nourhas Tecognized hi- own hu-nnity-hia oag%gration of the oth-r ‘

3
/ ) i
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"1is the investigation of himself. His questions. then, born of\his deepest

concerns, are manifestations of his Qelf—examinationp. Ha\?::ig reached
im:c:k th;a Man in Black's deepest consciousness to uncover his view of life
and his st#e of being, the Dreamer has posed the final question to him-
self directly. He has heard the-Man in 3lack'§ prongmce:ﬂent', and has —
elicited \the\%ason for a great :so’rrowr Now he hi::zs:elf must pﬁs& lj‘udg-
ment:‘bn what he has learnt. Having searched and discovered, he must
appraise. The Dreamer's fasciﬁation with the abomination of tfle' tragedy

@ .

of the Man in Black's lifé-~and, through the shared humanity and the

special empathy, the tragedy of his own humanity--becomes the question to-

" which he must ?:esp\ond. b S - %

Like the Dreamer, Marlow pursues his terrible curiosity with unre~

©

Y

lenting fervour. Confronting Kurtz in the physical and mental amr‘;mut' ;

ness of night in an incomprehensible wilderness, Marlow engages in a

nightmarish argument with his own profound fears and secret desires.

3
N

,/F(acing Kurtz, Marlow is compelled to scrutitize himself. His fascination

-

_}dth "that Shadow--this wandering and tormented thing" (HD 67)-- is born

of a fascination with his own flitting, troubled and trouﬁlfng goul. His,

attempt to save Kurtz is an attempt to save himself. He must follow

KRurtz te his 1limit to discover his own inborn strength: N

J"" (')

"Soul! 'If anybody had ever struggled with a soul, I am the

~

! man. . . . But his soul was mad. Being alone in the wilderness,

it had looked witliin itself, and, by vens" I tell you, it
had gone mad. I had my sins, I uppose,\ to go through the
ordeal of looking 1nt t myself. No eloquehce ‘could have heen
_80 withering to one's belief in mankind as his final burst of.
sincerity., He strugglcd vith himself too." Iisaw 1:-1 hurd
it. T saw the fnconceivable miystery of a soul that knew no: .
. restraint, no faith, and no fear,’ ycf struggling blindly with. .
1tu1£." (__ 67-68) , oy

e
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a

¢ Marlow vicariously shares Kurtz's conflict. He fights with and for Kurtz

| ' because he. recognizes his own self in‘\Kdrtz. Kurtz's agony becomes his;

a S , .o k&
Kurtz's passions are his. Kurtz's desires, secret and diabolical, over-

whelming the 1nnocgnt and iltruistic’ideals, fascinate and tempt him
. . M -
. . » <
enough to excite in him a deep and sincere sympathy‘for Kurtz. Marlow
, . B . 2 ’,,"' n
feels the sympathy because he sees his own h ity in Kurtz. He per-
~ - A 4

- ' ceives in Kurtz the volatile mix of powerful emotion and extraordinary
intellect that constantly struggle with each other in himself,

<

intellectual kinship bgfween thenm is

€1,

: . The remarkable emotional and

. understood by Kurtz himself. He confides in Marlow, sharing his passion

and even his precious wbrldly belongings. Their comanion is completed

A and climaxed with the sharing of that most'dntimate of moments, always

o

N

lonely, always too impalpable to‘communicate--deq;h; Marlow, who has
.
forced Kurtz to reconsider his final, decisive actions, also ‘forces him

, . :
to ponder that ultimate and fateful question: in his last moments, Kurtz,
<

challenged and even compelled by Marlow's activi and natural contradic-
' [

tion of his unrestrained, insane existence into a sincere introspection,

must define his life. Death fittingly occasions the ultimate query:
/

-~

W

-

p ] "Anything roaching the change that came over his features I
’f . have (peyef seen before, and hope never to see again. Oh, I
wasn't touched. I was fascinated. It was‘as though a veil had
been rent. I saw on that Avory face the expression of sombre
- pride, of ruthless power, of craven terror--of an intense and
‘hopeless despair. Did he live his life again in every detail
of desire, temptation, and surrender during that supreme moment
of complete knowledge? He cried in a whisper at some image, at
some vision--he cried out twice, a cry that was no more than a
breath: N
'The horror! The horror!'" (HD 70-71) :

/ -~

The reply, provoked by Marlow, by his philosophical and active defiance _

' \
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of Ku;bz's'auréénder; demanded -by his tangible, passionate eﬁpathy*with”

Kurtz; inspized by the urgency 6f a shared humanity; rebounds, vigorously-
in’ death, which 1is itself brovocative,‘; a question. The pronouncement ‘

-

Marlow has souéhf', the judgment he has siubbornly rendered audible, now
- " - .

demands his own consideration. Marlow must déliberately comprehend the
8 ont '

[ " - ) 0 * o
"horror. \ R :
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CHAPTER X o

\ ) . .
, The "Deliberate Belief" . '
¥ ’ ) ’ .

Refleéting the elusivenesg of the truth.of-The Book of the Duchess

and Heart of Darkness, an ingeniously contrived ;ﬁd contriving, even

amorphous 1mpal§abilit§ that is suspect in the intriguing, baffling,

seemingly infinite convplutions of loglc that inspire the communication

of the two works rthe immediate, ostensible responses .of. the Dreamer andc
{

the Man in Black'respectively to the juestions they have stubbornly com=

pbded and deliberated are ‘only discreet and reticent, almost reluctant, )
» v N —

" . harbingers of a fluent, comprehensive reaction.

v I3
‘

. .The Dreamer éxpieésés his sorrow, an honest but hrie%, nigh truncat-

ed condolence, and with apparent perfunctoriness ends his dream.and,

having awoken, his narration:

. -
L4

Thoghte I. "Thys ys 80 queynt a sweven
A That I wol, be processe of tyme,
¢ Fonde to put thisg sweven in ryme . e
As T kan best, and that anoon." ‘ 2
This was my sweven, now hit ys doon. (BD 1330-34) . T

-

{ . ]

The profound implications of the dream, its rich potential, its passion-

«

ate promise, seem to be forgotten. Qpe interest vf superficialities -

seems to be preferred for congideration. After the long, difficult

- o / 8

.labour of several levels of theses and arguments first conce{ved in the

.ideal and literal fecundity of the Prologue, the culmination seems still-

~

.

" born, perhaps even aborted. » : . .

4




A

'

! The terr{ble dise?pointumnt is felt also etithe close of,Heare of
Darkness. Marlow is inspired by hisgmeeting with Kurtz. Through Kurtz,
he eomes face to face with life and eeath, and theig complementary,

' contredictory,.and baffliné relationehip. He discoverslin Kurtz the

[y

3 ultimate vindication of%fhe hollow, wasted life, of the shattered promise,

[y . .

of the terribly misguided potential:

b

\ "] was within a hair's-breadth of the last opportunity for pro-
d ' nouncement, and I found with humiliation that p?obably I would
have nothing té say. This is the reason why I affirm that
. Kurtz was a remarkable man. He had something to say. He gaid
/// dte . o e had summed up--he had judged.' 'The horror!' He
was a remarkable man. After all, this was the expression of
gome sort of belief; it had candour, it had conviction, it had

- a vibrating note of revplt in its whisper, it had the appalling.

T ) face of a glimpsed .truth--the strange commingling of desire and

hate. . . . It was.an affirmation, a moral victory paid for by

. innumerable defeats, by abominable terrors, by abominable sat-—
; isfactions. But it was .a victory!" (HD. 72)

.

The tangible potential of the legsson of this experience; the essence of

- v /
the experience that seems to induce momentarily in Marlow the vigorous

s

conviction of'a quality and nature of life itselfa’geems to dissolve into
’ 0
a frightening and frightened memory, suppressed by a chronic, dishonest,

. paradoxically relentless timidity, an inability to compreheqd the truth.
The glimpsing of the truth here, like that in The Book of.the Duchess

[}

with the judgment by the Man in Black, proves apparently too, horrible for

contemplation. The "horror" of the lost, futile life of a hollow man
with tremendous,.promisfng 1deals but without the inborn strength to
maintain a f}rm hold on -them and the ultimate hopelessness of the Man. in
' ;' Black's reminiecing of happy times with the beloved, underacored by’ the*

i

‘ evanescence and~eventual fallure of the nostalgic resurrection, that, it-

’ s

o
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self highlights the immutability of deaﬂlx\dc‘es not seem to pr_ovoke an

B Rk A U LA T e

equally strong)réa;:tion from Marlow and the Dreamer. Instead of compre—

R

hending the "horror" in a swift, vital vision, they appear to aveid it,

g

shrink from it weakly and lapse into moribundity. While the Dreamer's

-

obvious blindnebs quickly follows the 1iterai‘ and fiéurative turnigg/
-away from’the ment, Marlow's evidenyp igﬁorance 1ies beneath a super- :
fi-ciglity of the courage in his conviction of the truth in Kurtz's final
irision._ This courage is quickly eroded by 'the'i\nabilit); actually to
accept the truth, and Marlow finds himself too weak to articulate the A ; \
truth he has seen through Kurtz to the latter's Intended.

) Thig complete lack of orientation, this self-induced obli;'ion, N
piques 6u1,: curiosity and challengés us to invést;gate the demonstrated l
literal and figurative dead-end. S}ane the figurative is born of the

literal, we must examine the literal for suggestive direction and satis-

fying culmination. We locate our first sign 6f hope in the conclusion of

Heart of Darkness:

Marlow ceased, and sat apart, indistinct and silent, in Eae

pose of a meditating Buddha. Nobody moved for a time. '"We

have lost the first of the ebb," said the Director suddenly.

. I raised my head. The offing was barred by a black bank of

. clouds, and the tranquil waterway leading to the uttermost ends

of the earth flowed sombre under an overcast sky--seemed to

lead into the heart of an immense darkness. (HD 79) _ .

1

The paragraph is overwhelmingly gloomy in what Pritchett in the essay

cited in Chapter I would call its '"adjectival insistence.' However,
)

rather .than concluding on {nie note of pessimigm, it culminates.on an
ominous tone that by its very ;minence invites hope. The observation,

"We have lost the first of the ebb," implies a waruin and the logical,
%

complementary projection of another turn of the tide. The gloom that
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“lies ahead is éhreatening,and, tﬁerefore, stil} suspended. Its very
presence' ahead 18 a remarkablé caution to adven.turers, to the cre;a of the
"Nellie," and, by extension, to u;;, the ﬁaderg. While the warning of
darkneaé provides the chance to ‘prepare far the énticipated, it also
completes the cycle of return; literally, to the Prologue. We, the
'rqugrs, are referred to the opening tableau. Marlew has not changed his
pqa'ture. The ‘Direc.to\r is gtill the thorough seaman; concerned yith
nautical fun::t.ions. The "Nellie" is still at rest; only, now she is
waiting the next f,av'orable tide. The brooding gloom has made the only
discernible shift; 1é>has left its siniste; presence over London, that
source and 'c;)n‘g‘entration of civilizatipn, to condensd in the distance the .
h;rror that threatens. Projected from.this perspective, nMarlow's :Eying
to the Intended ceas;a tb be the sign of an inability to face the truth
that iurtz expreased.; The final futiiity of life is not denied, but the
resilience of ths human spirit, its vigour, its eternal power of hope, is
shown to be triumphant. Hariow does not finall.)z ignore the truth he has
giimpsed. ‘Rather, hé accepts 1t but acknowledges a greatef,'more power-
:ful, paran;oudt truth. The vitality of the human spitrit, manifested often
during the joumey to the heart of darkness, the meeting with Kurtz and

‘ ] ;
thg profotmd introspection at the Imner Station, endures despite the

pervasive horror that life is "that mysterious arrangement of merciless

. - .
" logic for a futile purpose” (HD 71). ) Marlow's conviction of the reality

of this horror yields to the conviction of the supreme force and energy
of the human ‘spirit.] He acknowledges, evéh pays tribute to, this intense,
spiritual vitality by protecting the Intended from Kurtz's ultimate

utterance of horror, by deferring charT judgment‘;x'ld, therefore, ‘deferring\'

°
+
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~ the face of its final futility. Marlow recogénizes hope.

'The poem ¢

93

b

to the fact of human life animated and dete ‘nedly purposeful even in

‘ / o ;
"I could not tell her. It would /have been too dark--too dark
- : altogether. .. " (D 79)
The culmination of the narration in 1ts return to the Prologue signals '
the anticipation of the '"Nellie's" voydge, the assumption of the journey,

of'1life, notwithstanding the "horror"/that appears imminent.

The profound implications of Hggrt of Darkness reflect the ultimate ’

concerns of The Book of the Ducheap/ in a magnified form. Heart of
Darkness, in its elaboration, its adjectival insistence, its literary

melismatics, defines its truth more readily r_i\an the more conservative and

reticent poem. Scrutinizing t/'/ée ending of the poem through our compre-

¥

hensive and absolute experience of the prose work, we can interpret it

aneﬁ. The ending of the pgem does mot conclude in ignorance: -

Therwyth I awopk myselve
And fond me lyinge in my bed;
, And the book/that I hadde red, ,
AOf Alcione gnd Seys the kyng, >
And of the goddes of slepyng,
I fond hyt/in myn hond ful even.

" The ending dzects us to the future t}\rc;ugh the awakening of thé present,

nates in vitality and purposefulness. Its return to the

present 1g not a denial of the immutability of',death'l; of the apparent,

" ultimaté aimlessness of life. 1Its revival of the present is 'a revival of

Loh
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. nostalgi¢ reminiscence, the Dreamer is ready to continue his own struggle to

- 7 . 4 .
. v

hope, of purpose, of vigour. Despite the failure of the Man in Black's
live acfivei}. He may "not what is best to doo," but he will do the best
he-hap; ’Thelnar;a;;on of the poenm becoyes his immediate pﬁrpose.‘ Like
ﬁgrlow, ‘the 1qu'§mer cannot;,confute the truth he has glimpsed. Likg'
Marlow, he subordinétes‘thig truth to the greater, natural t?uth of his
.hﬁmanity. ‘The‘literdl reﬁﬁrn through the culmination of the poem to 1its
Prologue evidegpes this chronic hopé amidst the apparent, general de-
spair. The, reading of the book and éhe sleep have not proven absolut;ly
therapeutic; nevertheleas. they have béen utilized byﬁthe Narrator in his

manifestation of 'purpose and vitality.

The return to the Prologues of’the two works, demanded by our emo-

tional and mental dissatisfaction with the initial denouement, pro-

*jects again thyough the cycle of the works. The prospect of this

introspection compels us to revive the experiences of despair tempered

»

ultimately by hope, of mutually tempering great emotion and reason that

. our readings aroused. We realize that our "deliberate belief" was' incip-

ient in the Prologues at our first reading. After being subtly suggested

to our cﬁnapiouanps, it prodded alert a twin belief naturally inherent
in us. It drew this twin after it as it vas developed by the intriguing
complexities of the works. Our sympathies were natufally'emotionﬁlly and
intellectually ready for'éheir elaboration. They were primed by the
experience of profound introspection for their ultimate self-gwareness,
The experience of re;ding the works, so self-conscious themselves, com-
pelled us to grow conscious of the feelings fhat it provbked, forced us

to examine their motivations, and effected an introspection in us too.
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ids;l_y intellectual or ﬁéstly' emotional argument against this belief.
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_ “The ultimate "geliberate belief" of the two works springs from the

heart and the m'ind, and thus f’tom ourl humanity. The "“deliberate bellef" .

in life with vitality and purﬁose ig’ essential to our humanity. The

collective voices of the heart and mind superimpose themselves on the .
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We, ‘being creatures of\ emotion and intellect, are more receptive to their
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