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the Z& Zef = (Joseph Conrad, 1857~1924)9) /IR Fol A 53] HAEYHY EA o
g Ad g ol ol & AAsls] 2 Aotk o] A9 HEE 4A¥EE shed LAE
SR el A uw o AAdA R S¥EE S A Al ok WZEg &Y
o RE F/EC] gulfw 3 924 A A AEE 4

S o] EAG #Aste] L7t dolE F A& A Y A—H AREL o] FY
ZAE o)tk A—3H A Eolw TA=st ¥7 HPs, 2B &l £ B
A, AN 24K, 2z deE 28 FRelA 9 gy Azt @I 2
olE AREE AFH MiEE Axdds A7 et aRde o ads A= A
A8 247 e B8] el gA gohe Al A uZEn. ' The Nigger
«of the ‘Narcissus' (1897)9) A&7 & 0% d<7b4 Pifgd 4o d&+E +d= o
A & F gt 2 FA=E o v ANA A T4 wet FFg 2
Skofon], AL Xy A9 2AHEL “a fixed formula” (Blackwood, p. 64)V8] ]2 A
L gss dESGE AL ¢ 28 = 1906146 4% g “Books”#E Fol Al 44 7Y

Ay golof wE “the most clusive of all creative arts, the most liable to be obscured

A

1) BEEZAY WAzS sgee s & 98] 48 G 2 gz Tz HRVES =

A8 o}

Blackwood. Joseph Conrad. Letters to William Blackwood and David S. Meldrum, ed. Willilam
Blackburn (Durham: Duke Univ Press, 1958)

Curle Conrad to a Friend: 150 Selected Letters from Joseph Conrad to Richard Curle, ed.
Richard Curle (Garden City. Doubleday, 1928)

Garnett* Letters from Joseph Conrad. 1895 to 1924, ed. Edward Garnett (London: Nonesuch
Press, 1928).

Graham* Joseph Conrad’s Letters to R. B. Cunninghame Graham, ed C T. Watts (Cambridge:
The University Press, 1969)

Lettres: Lettres francasses, ed. G. Jean-Aubry, 8th ed. (Paris. Gallimard, 1929).

LL Joseph Conrad Life and Letters, 2 vols, ed G. Jean-Aubry (Garden City Doubleday,
1927).

Nayder+ Conrad’s Polish Background Letters to and from Polish Friends, ed Zdzslaw Najder;
trans. Halina Carroll (London* Oxford Univ Press, 1964).
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by the scruples of its servants and votaries” (NLL., p.6)¥ etz =z 3tz 9o},

Tales of Unrest®] Aol A 2 A77F A4 £A4& 27 AZHPE FHel o}Fd [H
Bix ubg o AYi 9A @bz et glew, “One does one’s work first and
theorizes about it afterwards” (TU., P.v)ets F338ta @AV, o8 FAupa S 7}
de] 2o B welEd F fArked FAS wEck kil 2= A9 FAEEFE Bl
o] Fol= AAg o] &35 FAL W A 4] =HFolth. & B Fo3 HE B
B AR WA FgAY, oW 2z XY Adg s 29 2% Ho
U AA A uEse]g olB i " 4 ‘319}\1:% 7},  Notes on Life and Letters (1921)
v} Last Essays (1928) 7 A o 55 @ FE0] BEF AvFoze FugdAwt o
Az 2w 2 dde] EAAQ wgEol#y] mods 233 Fdadd o sAzd =
w2 Aoy Ade B 27k et e Ad AdetA R, zelA ZFeH JUH
AL dgd AFAolA Ai MWERMLSY FHo] oiddE H& 979 3 Fx Utk

b

o

2E A7 A F88 AL A A A o] ol “the emotional sincerity of the feelings”
(NLL., pvinelz Z3la oh. 28 Fduse 442 4 ¢ g2o] gov, A A4
o] Wl obvH wH J5E AT T AJ A sivkx & 2t shE 1902
18 ¢ Arnold Bennette] A] 2l #EAo]lA z& “I don’t know how to criticize; to discuss,
however, I am ready” (LL., I, p.303)et= stz 9low], 1911xde] Joseph de Smeto] 7]

2R HR FelAi “Je ne possede ni le sens critique ni la faculté httérairve” (Lettres, p.

107) ks 43l o

1. BHE, BE, 293 B

A= #iFE “Experience into Fiction: An Aspect of Joseph Conrad’s Idea of the
Novel"dell A e =9 o] A v AMEY JAo d3] a4, Lzt &
T EHE AN $He #5332 dA ZY dAEel A [HEN EE(factual
truth)el] T3/ &4 & F Atz 284 W = vk zey 29 Adge
ARE Adolsts FL Adelzt Fa3 Aol ofve, FAHHL AYelh = whe nE
AEE B A2 5 AT Bl A99e webebs Aok

2) A= FHFAA AL W& Collected Editron of the Works of Joseph Conrad, 26 vols.
bound in 21 (London: Dent, 1946ff )& 4tF HEFo AL o7 72 4AE Ho
LJ - Lord Jim, NLL.. Notes on Life and Letters, NN.: The Nigger of the “Narcissus’;
Nostromo. Nostromo, PR . A Personal Record; 88+ A Set of Six; TU: Tales of Unrest;
WT. Within the Tides, Youth: Youth, Heart of Darkness, The End of the Tether.
3) Tdo1 £¥1, No. 49 (March 1974), pp 63—86
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Z =% Willam Blackwoode]A] 2@l A %9 shdel4 HdAEY AE 2 S
A Zok B g 9l AAY e wH g Ty & 19029de]l & ‘T am read for
my quality and cannot regard anything else. My quality is my truth, The rest may go”
(Blackwood, p, 147)8}x Dgvh = 2= olwnch oA 18973e] & The Nigger of the
“Narcissus"®] AFNA olgd2e] YolAe 149 Fe4d AT A7 Ade &3
2ol 24 ¥ gt

A work that aspires, however humbly, to the condition of art should carry its justification in
every line And art itself may be defined as a single-minded attempt to render the highest kind
of justice to the visible universe, by bringing to light the truth, manifold and one, underlying
1ts every aspect It is an attempt to find in its forms, in its colours, i its light, in its shadows,
1 the aspects of matter and 1n the facts of life what of each 1s fundamental, what is endurmg
and essential—their one illuminating and convincing quality—the very truth of their existence.

The artist, then, like the thinker or the scientist, secks the truth and makes his appeal.(p vii)

o] MAeA Holm F x| Hol e AEY FEE &b AA, d<sAEL A0
wevle Al et A3sE + e “7‘795'/}, =4, AYolof LR g Ta
H WA E 5 Yde Fgo] whE 2Aold, zyEa 9] gL dge g
ule] Ak obF Aol olvkx e o shdl olEHAE AubEth vl $-r] dEo] HAjHoe]
2 Z2PHQ] 7o E AR Y e e v dg oligx ez e 24 w)
AE A Aok AdAes AHom AAE & vbe] 9o

ool A ol Hifg AT =g v AAUG Blles 49 ds 7k9 Fg qEd A
2HA malgs A ek Jbg 2 1898e] £ “Tales of the Sea”gty FollA] “Life is
life, and art is art——and truth is hard to find in either” (NLL., p. 57) &z &g u}
Atk e g ded AR ZEE dodln Ugel® Bsta A e snkA o
Ae AxE A3 YE AL ok, =z o] &u} “impartial practice of life”7} T3+
Ho e dlgd H4E€ 7% £ 4 vk PUGWLL, p. 10 32). 28 A7) A9
ol etEst AR A AL Bt AU dgA FHel A9 F A4S FxA Yok 2
A A2 rkx] Folg AvE 5T 49 AA e et 41 F7 4L A" mde
ZAA 5 7] A FEe] A EIEAE o] $9L Aol FH A FAel “the few particles of
truth floating in an ocean of insignificance” (LL., I, p. 301D olulo} 3}, He=

£ Fo14 «29 Hcte 49 A4S 2tz 2 A wAEE A4S AAS ok &
cta et 2 EE 2ot B AFAY BA FA b F8% AL 5 A
o] Dbt Zzl AAdE FAEe] & (see) 7 QA e Ao dEd oAL Az FYd
do] ot $iw
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oAl A A eletE AL “une ombre sinstre et fuyante dont il est impossible
de fixer 'image” (Graham, p. 117)2A FAY Z37 A& Aotk 27} Fugfld o
A& Lord Jim (1900) %ol 4 % =evix gloh of 249 A% $98 A4 %9 @
o) ] Stein& Marlows|| 7] “a man that is born falls into a dream”(LJ., p. 214)¢]&}= =+
b o714 Stemo] HmpybFelvt ZA =9 AE duwlstn JEAE {44 #AE F
WA, e Fel vlfet= = Steing] A7t Ze=e FARE B YPEF2 9
A% 5 A o 28 A4S AT Pl B ez Aol Ad gesd, o] &4
o £ dud fEo 9E 2 23R G4 JARE o 3L 5 Ak F4E 39
B £ 478 wHelq Bdoz welx Adzw & 4 vk Marlows]
| zol2=9] of o= (epiphany) AH HHRE 24
o8& Marlow?] o] wlojy = 31} HEH #AF
©. “Heart of Darkness” (1899)¢]t}, =ald] o] &£ FolA+ FF=el A4AY s &
A AR e 99 B A4S QA g Wl 53 FoF v nEvh
49 2ulE B3 574 2 Wi A Aol =¥ ¢ 911}”4 SFEe WA AL M
M, 484 T8¢ #Fa glolof &rh A =elA QolA o] L& F ofF W 9v]
& 74 Tal4 (vision)?] Fe|ek, =7} & “Stephen Crane: A Note Without Dates”
(1919)¢l  ofsbwd o] Flolef HE SEE dtelw 4 SEEE Ez “the very spirit of
life’s truth”(NLL., p. 50)¢] =23 F A 3 £ 22 S 4 Z=e F337 5,
Craneo] A} AnlAlel] =38k A9 4wmE 528t “unaginative grasp of facts, events,
and picturesque men”(p. 50)-& FA L F YAW AE vlE 2ol o] EEhE HHo]
Zv3-o1z] A7l WEol#a gl 2HER oF WA Y& -
A A AR 5A e 2Ex Qolt waAR ol sk Aol T § Ye
b o e ol A4, A4, JAY Fol U (Garnert, p. 201 Fx). ZH
Adelop R FUtelA BFEtATE THol e A Ubid., p. 185 F=). =W &=
1 I A wr= @k F 1898ded =¥ A+ R.B. Cunninghame
Grahame] 7] A AR oA &3} o] 4k,

—

01

&3 9]
Z1 4 ol

oE

o,

o

2E A¥Y BEE BAA

Life knows us not and we do not know life—we don’t know even our own thoughts . . Faith
is a myth and beliefs shift like mists on the shore, thoughts vanish, words, once pronounced, die,
and the memory of yesterday is as shadowy as the hope of to-morrow—only the string of my

platitudes seems to have no end (Graham, p. 65)

o dRe FAMME LAY e HAFAH U =
1A Aol Alake A9 HAulgor ARA e FAd A= AAdedw = 9&
Beh zoEE 2o} A AL BHA KHE ol §3m A7) 2z22d 7748 B
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47 Aol FRE A9E T AE BF 2 8 A Q429 39 g &
78 A0, 42 $4% QAT ¥ 25 g

The Nigger of the “Narcissus”"®] X &A7t ofolel A dtA] Ao stz gl5o] “the strong,

effective and respectable bond of a sentimental lie” (p, 155)7} $wjdlz Q= A A o A

= Ade] A9 BEE 232 Ve vEold. oz 43L& 4 A4 my

AYAAA Raw, QA B AA e A 448 EAE A

71% = Y= @9 “The Partners| A EXFE A= ofd w9 2479 g5} 2

o

“Would truth be any good to you?”

“I shouldn’t lLike to say,” I answered, cautiously “It’s said that truth is stranger than fiction *
“Who says that?” he mouthed

“Oh' Nobody in particular ” (WT., p 91)

Aol i s v ol 4d) HAXE REvE £4719 Ago] ggeicia g4
W, s 2 e A4 gEE v 588 FA *r;l A A AN B S
24 FoA o}F FoF AXNE A2 gE Aol 14q ALEe A mAdr &4
AEE TAE T vt Aol wtE 2ol o, dvkehe 48 Add QAL ¢35 7
ool EERG FA v ol Y = X Aol w$U] £AMES 2 JEgan
o AgAd HAE A2 Yo E 2 Y3 4o FFde FTin g A4Y
dgFAE FRHA 2Rz Y] A Ee AAntesE oia] 2L & 4 ¢y ubElq]
189

9] Hugh CliffordellA] iyl Ao A ZH=E 44 oA Ao A8tz ¢
= YA HE T FYE WEz Yt & & “the whole of the truth lies in the

.._“1:04&

presentation; therefore, the expression should be studied in the imterest of veracity. This
is the only morality of ars apart from subject” (LL., I, p. 280)e}x wubabs 9t} Z9
T AL Ao A4 AAE AT 2hY FAE AT YO W B4 AR A
A g HerE Am & A4EFE & U ddke F4gel

AL 2L AF FHE QT AL E FAAE re] YA wES. F o
A B AdeaEd A4 BN 5 &4 A4l wkE oAtk o] Rigikel
gt 2 =2 T4l AEe A Personal Record (1912)9) A 14-o] }or},

o]

Sov Pl
o

i

What is it that Novalis says® “It 1s certain my conviction gains infinitely the moment another
soul will believe in it ” And what is a novel if not a conviction of our fellow-men’s existence
strong enough to take upon itself a form of imagined life clearer than reality and whose accumu-
lated verisimilitude of selected episodes puts to shame the pride of documentary history? (PR,

p 15)
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R are] 7 R G RRe Ramr 24743 ] o 4AtE BE FL
B 2AEE ANz 9t = AAE FEAPE] HE Ak A (“a conviction of

i

our fellowmen’s existence”)o]s, S7E £49 FE(“a form of imagined life clearer
than reality™) ]J_, AR e o] FAF FRAENA Adste Ay "accumulated  verisimili-
+ gy G FAL AA g 24 A
& 9 a4 GAY Aol “ﬁfi 2.9 FH g FEolh T =% (4449 4 ](“imagmed
Life™)eo] 249 Az 24 4 A4 (44 2ot v 7 &g of(“clearer than reality”)
gz Ao glon, 24719 adE dAstEe] dFe EM AAY A4 ddd 7
wEo) ol gty Ag 93 dn vk AS FEE sa ' vhoke 2, &4
7t s g vk 249 AR el BRI ohvx d4ld Ad dde 2R
A FEE Qo ez MR (verisimlitude) o] 2t o] &Ale] el A & A%
o8 E484 "Heh Zez=rF 19051ule] 2+ Henry Jamesgol] Al “all creative art is
magic” (NLL., p. 13)eletz @& # =& 4 A&ES 2A4F A4 I53te A& &
oIt
Henry James: 2] §93 & “The Art of Fiction”el A Adejl o3 A S 3=
A “as the picture is reality, so the novel is history”? etz A g, FAlol 4474 JAp
29 22A HolE AR A F 26 ek adolt AAE el 4E Ea
38 st ak JAt We g siA GEd ule) a4 HMEg dns SE, = addst o
A vk ol AAS A7 PEg FEFZ AYAT £AHE A BaE FAE
FARot=) o g odHEE Aechy syt =T James? o S@E FH4E AA
2 QAT Al qAbziel] Bk vl 2R Ag b o] zoenad 2479 3 A4E
A7 EAE 283 Yk

Fiction is history, human history, or i1t 1s nothing But it is also more than that, it stands on
firmer ground, being based on the reality of forms and the observation of social phenomena, where-
as history is based on documents, and the reading of print and handwriting—on second-hand
impression. Thus fiction 1s nearer truth (NLL, p. 17)

27¢ 242 €4 R A A FHRHA AAY AFclEE gAHL A4
(“second-hand impression”)&] 7] 8¢l AR AL vl slgee A ez =3
oleh. Z& HAabyt HRAISL EA TAE E AY e JE5ET F ed dd x4
iR 249 olde] & A4 AR AFE El7 & Wz A dATIE ARl
Qg A4 GG qoAE Aolw Felolvh MA%T BARED ek, £AtE

a3

4) Henry James, The Future of the Novel Essays on the Art of Fiction, ed. Leon Edel (New
York: Vintage Books, 1956), p 5
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A g FE, AT 5 g 29 9444 2 “fine consciences” (p. 17)& ¥
H9 7 gk oR e Ade T e dF B4e deld ¢ JE 9L 71?—
= qo)ek =R “the beginning and the end of the art of the novelist”®2fx. & James?
AN E 22 b ks gl
FeEs AdeEE 49y 0E A dE2 Eog A drh 1917wl ERYA
JM. Dentell Al 2l #AAA =& ehf-3 o] Lok vt

But journalists can’t speak the truth,—not even see it as other men do It’s a professional
inability, and that’s why I hold journalism for the most demoralizing form of human activity,

made up of catch phrases, of mere daily opportunities, of shifting feelings.(LL , 1I, pp 186-187)

2 BE, YFe 4nnAAY 9, Ze=r} Arnold Bennettr} H.G. Wellsjfie] FEE
#ell 8l 28 =4Ade AL dd8sh

HE S AARS WA TR ojelmudu 2 HEAA WEdTE A4e HdE
a5 @ 20 B 34 A $9% A4 39 b w2 o T HF=

A

It is also apparent from what has been mentioned that the function of the poet is not to speak
of incidents which have come to be, but rather of incidents which might come to be, i.e what
are possible by vittue of either the likely or the necessary. . . . Rather they differ in this, that
while the former [the historian] speaks of incidents that have come to be, the latter [the poet]
speaks of incidents that might come to be. On this account [the process of] making 1s both more
philosophic and more worthy than history, for making speaks more of universals while history

speaks more of particulars,®

A2 Z w9 FA %(“a form of imagined life clearer than reality”)& o]l A%
#) ~9] “mncidents which might come to be"& d FA| 7|z i, &4 HEEM 3 I
29 A#fe ofglaxwl# 29 “what are possible by virtue of either the likely or the
necessary” & Wt stz vk = Fe=rt A A4 max FAH A4E $9e T2
9] A% “[the process of] making is both more philosophic and more worthy than
history” etz q o] A oA ¢g AAA o= wFFetz Yo

e} ZAmg Aol GolA poiesis (“making™)e] FF L oH HF ool WA o
Qe s 2E A4 334 34 G4 A AR APAL Ao} 27
J13g 53 ASE Al FIE Aol FEYY A Eolvh
" 5) Bid, p. 14

6) Aristotle’s Poetics: Translation and Analysis by Kenneth A. Telford (Chicago: Henry Regnery,
1968), p. 17.



44

2. ARI JERRM

&7 789M1E1717} o —‘év} 7% Tddelst F9e7?
3 F1d F e AR =F A & FArhe ugorER o A4l
g g ubr 2HAE 2 BS AdE 588 gx g

FdE 49e Basets] gaA £ Lol A Realudrehs 2ol 73 ol 484
S AF oz WA sl 3t Wirklichkeitsl o] =5 T
£ SRAA 22 g g dule golAe a4 $d7 42 gFete ZE
AL uletz lon, Q49 FA4 AAE 2T A% 92 o FAARY A7 AA

ANEE $ Yok WAeld = wf A4 ¥ wkz o, J93) Eashe
A% 2 A 9 F7b gk FAYA) FAse g HE ol s 29
APAT, FAE A0k BEE G40 AN ARG AFHES A7 gev =
AR AFAEL dEHos

TR F 98¢ 9 9 Aotk old Mg =AY A A4
& ol BrhE WA Ao19 44 FHel A8 ¢ Ak AAAAE Aol )
Aelwh. 2enE d4L A7t AaHS T4 WA ol 2 AAE o] Bk

2elw A A4 7Y FAAE o)H %y 7 Harry Leving 3 ]] £ “the accurate corres-

2 YEog TG Bel oy HYIIE FRul Lt QoA B A XY Fo =
& &8 FrbEelA Add F »l“ AAL AAE FA 4w o)" FY HoRE
2 ALY F dde 9gudA A4L 99 o5

ez A4 dulg v Bk A AE §
aadsted ¥ =ES R fEvh dushd 9k oA 34

= & 49 el WiAA G 21X g elslAE 2w delr]

= o7 diEolvh & fEE A4l d4 = AA g 2dE F47 AAE 2 FA

@ T drte e AL 7 Qe od Sule geiA e AL d4¢ A%t W
% 2

o2 ofF Fadtrh, zeEly $E st 54 olgetmA
A BAAEE Faolt 94 &4, e

A4 g2 Fiol T 349 359 4 Ak

7) Harry Levin, “What is Realism®” Comparative Literature, 3 (1951), 193



1) B = AYFAE e Aol BAS Q=G G0l AR AANE wA 2
AYE 2 AT E AR A E 29 ARG ae 2RA4e £
A ARE ewdAd FAtn e Adue AANFAL Bk 2E A4S
A Y BRI T S 59 ARAN A BEE F7 997 AR 249 o
del %ol gl A4E BN E oA F4H ARE Roh o2& el 2 AAE A
B 4 9E A 20 UAA A4E TAE F e A Beldz Ay oA @
B, @ £AH4F] A% AXF YL A 2AL Aol 8 AYHAGE = A
Foz d40] A7 & A4L Bda ok Aok

£ QAE Foel AUl AT A AP S T2 Wa HAYG o] AL Lrich
Auerbachs] $13] A5 TR W JEO. A%, 59 EgE e DA BF A7
gole Al = ANE A% AgAAGE. 2o des) 24 BHADE m e
ol QlolA 2E W G Aol & AA Y=, 2AL gt AAY 294

U& F23 279 gohe Aol QEATEAE

d P4Ae 2Yvho] Wmld A
Weld Ao vEAA (unrea) o2 BYA REZ E & [F44 o2 29 Add &4
e AddaEHd g4 dy Fgolx] v AAd L‘ézu EEY, HEz=z £33}

A Aol X7 4% o] e wl @A A (unreality) S (&A% Jql Aoz meolA wr=
= FAE B (versimlitude) s #e = w2 A8 EAEL o7 A #H o

itk A Set of Siz®] AF (19204 EA=E HAAY THl A A9 AU
¢} A &}ni A] “None of them [—the six stories] are connected with personal experiences.
In all of them the facts are inherently true, by which I mean that they are not only
possible but that they have actually happened”(SS., p.v) etz 3tgld. ZLe=r} o] &
Aol 29 2RE A4 UA A2t T A4S GagE, o Eu AR ICn
herent”) RA4AE &3l &L Eujgdrl, o 9 a4 & o7 7]' A A o2 245 A

+4 e 3 8l okl(“possible”) el ohAl wabwd, oWl AR stew A A AU
A G RE 4R 7 (verisimilitude & vrazsemblance) Folr}l, o|= Hal= thA] o
g B dld 20 FFFElE 44790,

A Set of Siz] AFAA TA=rt WAH AL4E 2AsI] 8 HAL T =

A& “they have actually happened”z} wo]c}. olsl m7e] o5 & 3 HUAZ HEHS
24 gle e £4% raglov $85 o] AFEL A golvste s olE 9
A& oy #lamtl, =t =3 “Il Conde: A Pathetic Tale”o] =77} o=l =] A

8) Erich Auerbach, Mimeszs The Representation of Reality in Western Lateature, trans. Willard
R Trask (Princeton. Princeton Univ. Press, 1953) %I=.
9) Poetics, p. 28 3=,
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o AAZRE F3 EL& #EEe] “an almost verbatim transcript”etz @8 &, & “it 18
something more than a verbatim report”(SS., p.v) &tz ©BEols gl 74 ZI =
A77 ‘T Conde’sl A =2z g A0 9A1 fikel ohish & 249 Bl
AHAE Zlo] 43w 4eS FAzstxm 9. o)A “actually happened” szt W& FlA i
A=k AAR el vk A s HRE o, AR Aol 2o X =Y
¥ Zuadch. 2= 44 “l Conde’s MyAdom 408 2] g AL 229
o] TABT 262 W E Bt oh]g ArF 2AL ©ed “verbatim report”
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°of FHE 4 98¢ oA AAE AUt YEH

olA] Tzvetan Todorove] AF S W WA, 3= Poetique de la prosed) +3% %%
9 shtol A vraisemblableo] gt o] Fx7] IE onE 4 ¥ s Y oE
o] Fte st &gt dv], & [dA#e 4 J(“conforme a la réalité”) el Zas =
9 AYE AR k. 2E ol FFol HES AAR dojd A ZA gokul g
7} A& invraisemblablest b A AL F Yok Y. E vraisemblances) ¢l o]
A TEAE 439 FA 4 |(“il s’agit d’une relation avec la réalité”) g <A st ¢ ok
2 = “on parlera de la vraisemblance d’une oeuvre dans la mesure ol celle-ci essaye
de nous faire croire qu’elle se conforme au réel et non & ses propres lois”1® =} 23] o},
£A¥ 2w R F8 2o @44 9 U FI14Q #AE WAL | FEel
AAA Y R Fdel g AL F A7 23 F F ke 92 Yok

= 4 FollA R e AR e Fo8 AE oA A4 U =
= AF9 Me At 2 3EE grbibgely g R 84 J(verssimilar) B o] E & =t
% 4 guvel W 23dre A9 AL A7 29 42 A94 298 A%
PEols A B A mwel 4F 19 $99 4 9 A0 TAE

b

10) Tzvetan Todorov, Poétique de la prose (Paris: Seuil, 1971), p. 94
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AAFoz s Aolstx sx Fole] ol
@) ¥ =72 A7} Alain Robbe-Grillets ¢ 53y ulF Ao $njdle 9 225 3§
ARdE ARstA, 477 FFE d4eld o FEEE olv] FFHe g AoE
A ol AR B LHEA FE At T QelD A AW d4e (4%
&) 2 Bk AL Aoz sl g, o) g
Aol btk Shukshw Tl
= Aa A8 AA BAY AAE
olet. Ed=v 28 AR gl T
Aet7) Aol A FEL @4 v e A EQS AA9m 2EY AT
& 2R odFE 27 el RolE A4 =g 2FE 4, '“7%"} F84 ArEE v
A ER GERe] BEIat dEE 2T Aotk wiwle] e ddaAdsEL 4
o e @M A Bx 9 & 2% ne Ao Ud H4E Ao
FousteA 94 Gt AT S Foolrl My, ¥ 2 BAE
o vpel wjy] ohE vy % g 98 Bolth 2 2R AUbe o 848 wEsA Y il
e A6l A7 LE 24 @AE AN el @eh A4 Robbe-Grilletrh 73
2GR, W dd ArELS 2Fe e vivb FoAAE WPEs] mEaA a7
A Fger, 2=y B 29 R FEdA g ddolst [2h& [(“wirken™)o] g}
“E7F TR (“werden”) o 2 5% §38tx U= Wurklichkeirsk o] g8 g 3= olxe
#50]e},
A9 Wigktkel i =S 44E Ad A dez du 9 ofvbk “passing
‘phase of life"2}= o] Q Aot} o)A The Nigger of the “Narcissus”e) A 5o} 2Lz
=5 A9 A ZRE o9 eoetn YeA 45 B
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To snatch in a moment of courage, from the remorseless rush of time, a passing phase of life,
is only the beginning of the task The task approached in tenderness and faith is to hold up
unquestioningly, without choice and without fear, the rescued fragment before all eyes in the
light of a sincere mood It is to show its vibration, its colout, its form; and through its move-
ment, its form, and its colour, reveal the substance of its truth—disclose its inspiring secret* the

stress and passion within the core of each convincing moment. (NN., p x)
A =5t el ol Awl Ao wlg 2FH HAo] oixm & HasE FHel AN
AL FAR FE P A9 AEE Fol 53 Felgleh 3 “the remorscless rush
of time”ol7} o7 HAY AL T3z gon] “passing phase of life"z o7&
A4 M AE Lok gk 2=t B9 e A A A, AU dek ¥ 4

11) Alain Robbe-Grillet, “From Realism to Reality,” Evergreen Review, 10 (1966), 51.
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2 49 “rescued fragment”s} Ao FH o]t We v} AL Fo 2 A WAL
vl = Aok FFste] FH& “rescue work”e] w]%-& ol 1905ule] 2= Henry
Jamesigol A= ol B 5 gk, F o] & dotdd A e A A 2R “vamshing
phases of turbulence” g ¥& el zA et} “the only possible form of permanence in this
world of relative values—the permanence of memory” (NLL., p. 13)& H-of s ok &}, &
A2 “turbulent”s}z “perishable” 7] @ Fol &7 “the core of each convincing mo-
ment”7} 2] AAR Fe Felslr] Hel ol& 2AY ¢ floleok &}, The Nigger of
the “Narcissus”9] A% T FHo)A =7t 9183tz Y= A “Art is long and life is

short”w o] s}e Rl = 4o EClA Zed o & A=E ulg wA "o,
utA] Joyced] af-dt o] Ulysses -2 ZFolA €4S X glold =2 xxz
1]

S AR FAAE WA AW A AL, TASe] A W46 A EHT AW
2 @ BE A44EE $8 28 FEAE 2 A9E A0 o 8k o ANE
A% 73 Fol e AL Adeldt 4FE T W U AR AAF) TARE Zejvh

£o] Lord Jmol A Marlow® olv] Ao ot A % Y5 Adsn Yoz
ol ol B 2E Al Al AL oln] FAH gow Am FolA F) dlvh
Al debd ol gFolvh Abdel A& 7 oA FE 2 ol 4 AR e i Aol
P& w7 vt 2"kEE EFstx Marlowrt A<ste Jimd] o7l 43 42 8350
et AY A b Kotk 233 2AL Abdelvt 59 AR A wEEguE
olgl & stz UA K& AEA Aol WA AL gtol 58] NE 2& Jd T4
dl W ef7lolth. 2 m 2 Marlowwt 29 A glolA = of7] F A4 5 Wt
2 gleon webd 377 5w Marlows 489 Wahstg oA Folel Jozd e A
7t #AE 23 Bxd At A718 AeAA Fe £ wEoE2A AV ALY
AFozg ol Hrg Aol sl7kE 4T oldlE 1T 4 A Tk ol &vq
4] “Ihistowre consiste dans la decouverte progressive de la réalité mtérieure, du coeur des
étres ou des événements”'? o] g} g Irene Simond] T& AILE HNET FAL. o &£
Ao A AAY A& gAY HPE 53 dAAeE oA =g Rolw 2 A
2 97 44 HE AL 49 2rd AR A548 2988 4L TR vk
=9 242 A%F Gae AdD Anadd &9 A4 Az dE FPAet 2
37 ldE 4408 S5 AR, LoA=st o[Exh AN “wellmade novel”o]
A 2 BAAL A€ A AR AR 23 $48 Lol ¢ FE A

=

12) Iréne Simon, Formes du roman anglars de Dickens & Joyce, Blibliothéque de la Faculté de
Philosophie et Lettres de I'Université de Lidge—Fascicule CXVII (Liége: L’Université de Liége,
1949), p. 296.
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(3 A48 WiHe F4 Fo TazolA ddd B 2He 4o HAG A4
27 € 279 ARES A4 AT A Aol A 29 LFEZ AFE A,
18991 ¢] R.B. Cunninghame Grahamol] A 38 s A o)A == “Sometimes I lose all sense
of reality 1mn a kind of mightmare effect produced by existence” (Graham, p. 114)3}=
) D}. AAA 27t A9 %A3A& 4] “nightmare effect” Ste 2 Eelz e AL
%% dshd. 2ol B3 dHoR 43 Ok A& AA AL 2elA F& DA
(“unreality™) 7+o 24, o] AHE mAst=dle] =& “llusion”e]r] “hallucination”o]1]
“untruthfulness”v] 3t G258 232 Qb (LL., I, p. 283 =)

MRAES] £3) BHolxL Uk o2rk TA=Y FFYE FyHeny 29 wad
7+ stoz B4 4 9ok, & A9 B a4 7e “a sea of doubt” (Garnett, p. 153)%
Eao A 3. = Edmund GosseolA] B ®m=x| Sola 2= u ¥4 “intellectual
doubt”® Ql3te] A7|7F A& A5t = AA A4} P& Az £3] 4o
RE FHE AU Hdxa 2yt LL, 1, po 14 F2). 4ol AT ol & Z2
g Hegelol B2 TAzdA 22 2EE Fo2, E 22 T AAAAY
AR A Aol ¢ &8Ar} ol “absolute truth to sensations (which are the basis
of art in literature)” (Blackwood, p. 156)¢] 1t A &5 & ul-&¢ ).

WA zte] Avz g = e FHL 239 &2 2] 4= 19003 Cun-
nnghame Grahame]s] 28 #Hx oA =& “I have lost all sense of reality; I look at
the fields or sit before the blank sheet of paper as if I were in a dream” (Graham, p.
130l et EF3leh o] F 2L =gel HE H29 e wele Henry Jamesol
Al B 29 sx o)A WA= F 1897wlel = The Nigger of the “Narcissus”
34 olF3led A “On ne commumgque pas la réalité poignante des illusions! Le réve
finit, les mots s’envolent, le livre est oublié” (Lettres, p. 34) &t @ o}, o] AL Zaj=
A7 Fel FARA FARE Bk o] 29 fk A4S =R ABAA gon
kg FA o) % A Art. 718 “Heart of Darkness”o] 4] Marlows = wl#ig W59 3}
gel A4 AA ALY S e gel EYAw Ak

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 tremor of struggling revolt, that notion
of being captured by the incredible which is of the very essence of dreams. . . (Youth, p 82)

Marlow2A & #4719 E22E F4E A2k &< Aold. 2xe odA 24
A A7t 4584 4 FA2 Adddx g 23 Y dols. Ed =

AE =i 4olslE Aol “a dream, or, . . a succession of somges doux ou terribles”™
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@L, 1, p. 1200 ¥3b3loh 29 AFg AgES 4] FA e A4
Az oA Eoh geh o” AAE Bk R ARE, Marlows] Wz, 44
(“safe) @A 2Ev § (wh)(“a fool D& AT F% ek (Yowth, p. 97 32,
Lot 9 e BAT AL T AR olAgel AF 29 T g 299
259 FE Qe Ao o Ave) 28] 2 mdng s A4
# edete Ag $d7 AAE B, $IE BAh=A 29
e AQE 94T #7 4 2E
Neohz FEAE e, old FA7e AAm ¢
2 29 WAl Adgedte 5 29 204 ¢ @k 2oy 2H=e)
e 2o MAAAR WAL 2P FA G B2 HRT A Q] BAA} T 4
49 Ael7 AL oA o4 ¥ £e Adad @
An YA NG AY A& mAs] A BAEE o8 Wgoz w¥g gk
2 oA B3 RAAY Aol $A9 FEE F @ W 2AL 95 mFel A8 27

Fx® g Ao, 18971l el Edward Garnettel 4] Bl siAe]lA 2t ohgst 2

< 4l

I am unreal even when I try for reality, so when I don’t try I must be exasperating. I feel
like 2 man who can’t move, in a dream To move is vital—it’s salvation—and I can’t! I feel what
you mean and I am utterly powerless to imagine anything else It’s like being in a cataleptic
trance (Garnett, p 95)

of el ¢ FHE nt AL 2o FAYAE AddE 2 9% 2L TAE
Aste 4AA vk Sf7h 2 Fel uzEe] Yy Wk =k [ 9U0
move”) & 7183w ZARAL T FAAe] B Aol T #, ze FFel A”REHE o
2¥HY BT A%e Sohde T desm Qe FAdeh 27 A4 W=
FA Bt A e vk PFolor UR vPALLELEY] TAE JT 2Fo=2 F F 3

rlo

Zel st 1923 6] 2 “Author and Cinematograph”zle A FoA 2= £47Y 31
(“at least one of his aims”)Z& A2 YlglwlA], =A¢] “bumanity in action on the back-
ground of the changing aspects of nature and a series of acted scenes exhibiting part of
life in a connected series up to some pointed conclusion”&] A Ale] etz g, o
A PEolgt Bed FAF LF 2AA gokeh. kst PFolok wE HE lite]

13) ¢] EAle] A= iliF “Reality and Language: Some Reflections on Conrad’s Stylistic Diffi-

culties,” T ]9 £ &J, No. 58 (June 1976), pp. 83—98 F=.
14) Arnold T. Schwab, “Conrad’s American Speeches and His Reading from Victory,” Modern

Prilology, 62 (1965), 345914 BIH.



A7 Aol e g wiE vield EEE AEes) s Felth 4
AR E Bl AE Aol ohiz W4 FelA dn ek AL FAARL £ de A F
=2 '331%% SalAelth, zElRE gFo] 28 &£4 FoA F8F dTE k2 e A=
st o]tk 1902wel =7} William Blackwoodol A xfl =] Z¢] & lao] 449
BERAAT 92240 PF Bl A 29 219 4 fE A0 Felsw gk

My work shall not be an utter failure because 1t has the solid basis of a definite intention—
first* and next because it is not an endless analysis of aftected sentiments but in 1ts essence it 1s
action (strange as this affirmation may sound at the present time) nothing but action—action
observed, felt and interpreted with an absolute truth to my sensations (which are the basis of art

in literature)—action of human beings that will bleed to a prick, and are moving m a visible

world
This 1s my creed (Blackwood, pp. 155—156)

$) QgE FoA 53 FrA el 89 FEE Boh A L= Az YEE
“analysis of affected sentiments” s} 9 A7 Y& o] A& T 2.3 YFake] g4 o

S Axd gFe A5 A5 FAA P55 wEoE A G A ok ddE &
Aste i e Irl»kz} 35 dolzte AL dARt EA, TA=st R BFL
“an absolute truth to my sensation”o] w¥|&o] HA3x)zm, A=, = 4=, [7h2)

(“sensations”) o] of =& E-&te] ¢} A el “the basis of art”s} 3 4 vtE FAo ol

3. Kl CHEF 2WEISH Bk

Hel == Wahin the Tidestt s w3839 /ﬂ{— (1920061 A A7) ZF) dubde] A A4
q& obF FastAut = BE T UL sz gt 2= A5 FE L4
2oA & EF BEAH AHel -174% AA bk o] AFEL 2 AA ] A
“a feeling of romance”% W& oz A Gtz b 2 o Hd £AMEE F a9 o
Aoz 9 di= ofF BE2A 1Y F7b vk Aol wEd L ALedA v & 4
24 Fe=o] ButFo R old sty ofF Tag A3l =t

}-\, ru

If these things appeal strongly to me even 1n retrospect it is, I suppose, because the romantic
feeling of reality was in me an inborn faculty. This mn itself may be a curse but when disciplined
by a sense of personal responsibility and a recogmtion of the hard facts of existence shared with
the rest of mankind becomes but a point of view from which the very shadows of life appear
endowed with an internal glow. And such romanticism 1s not a simn It is none the worse for the

knowledge of truth. It only tries to make the best of it, hard as it may be; and mn this hardness

discovers a certamn aspect of beauty.
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I am speaking here of romanticism in relation to life, not of romanticism in relation to imagi-
native Iiterature, which, in its early days, was associated simply with mediaeval subjects, or, at

any rate, with subjects sought for in a remote past (WT., pp. vii-viii)

AL TAH= FHS 2AE By 29 E5F AVbH el AT 4% Aol

H & =9 &A= “the hard facts of existence shared with the rest of mankind” o] =] %},
Aol g ALY A o] o] AAH A4}t “an internal glow”& Fojdvhe Aol
. ZHEs =R AUs e s A g ded, A9 eBag $3al

“romantic feeling of reality”Z A oz AL 14 =xzo] g=F doF & I8
7t &= A e

2 =9 sfol 9l Tadeusz Bobrowskiyl A7) 38 o)A w1ela 9E ulo] 9
swl, ZRE 3 43 Nalecz Korzeniowski %[, =&z} el =9 ARMFS 54 el
gota geh 29 Folel whzw, E# =9 A Theodor Korzeniowski® “nothing but
a utopian”'® o]l vh, Zef =9 ¥z Apollos] 3l Bobrowskie] A48 7 =g 23 o
& 20 WE vk wirl glek®. Bobrowski® Ze =k ¥ X S FEE gk 44
A 5EAEE 29 KRMmtez F5 8 divta ga godvh 18766 &bl A] B
A 4ol A] Bobrowskil wl2Al o] f-Eie] o] F¥t 291E FeldA “You always...
made me impatient——and still make me impatient by your disorder and the easy
way you take things——in which you remind me of the Korzeniowsk: family——spoul-
ing and wasting everything” (Najder, p. 37) 8tz dgdck. g7 o474 938 + d+
AL, FAHNE ol E, dtelzl Zel=2] 49o] gde]agsx & ZPodzes ot

ol @A 9 FEMWol A=Y ZEHT AL JEed FAAeR oA YPeHARE
R &}, Zdzslaw Nayderel 9t Zel=r of@Alde] AHYArt 45 Adam Mic-
kiewiczH] Juliusz Slowackiv] #h= A7bEe] BF Zd= ke £3e] AgEogle
™, 1860wl ¢ 1870 o] A Gk EFM A T3 AR dAm Ygivha §
v} (Najder, p. 15 3z)., Iz

¥E AT 7 A9, 28 A7

\o

] 73 el =g ko FAEe o4
FAZlel YolAE, FAd g
) A e e 7 Aoz Lel, 29 24 Lord Jum A 2 AHE o 1

N

[-VO
a0
o
o
ok
M
oftt

ol gith & o] &AelA Jime AAHL “a course of light holiday literature” (LJ., p.
el AE WL BREY Lur R g5 Ak

15) Quoted by Jocelyn Baines from Tadeusz Bobrowski’s Pamietmk: (Lwow, 1900) 1n Joseph
Conrad A Critical Biography (London- Weidenfeld and Nicolson, 1960), p 1

16) Ihd, p 4 .

17) Ibvd, p 7 2 A Personal Record, p. 72 &=
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2719 A= HAL, W5 DY 95 e G99, Az 29 FEL 2w
xR A 29 A F Almayer’s Follys] s & olwle] Tk (Guardian,
July 1895)& “one of the most charming romances”] 3.2 “a romance 1n all senses of
the word"® 2}z @3l v}, o) Ede] An Outcast of the Islands (1896)7F ez 39 169
A} The Daily Chronicle®] ###% o] & “the romancer’s magic” & %3] ZHftRE 343}
A 27 “a Malayan romance”® e}5 s33ic}. ol® wPa AL 30uzhe] 2z =]
A7 ok AS TuldR A 2k 191736l The Shadow Lines] w715 Q& wo] 5
Natwonghel v +¥) =% “a romantic, a master of the universal, indefinite, mysterious
suggestion, . . which is the highest mark of the true romantic”? o] 2}z g t},

g Zej e AFol X ENHE A& Ao HE vPH 9o vt A
Ak 2 A AZ 189 59 169 A The Saturday Review gho] A%< 758 H.G.
Wellse] ola} @8z, & 2% An Outcast of the IslandsS “the real romance———the
romance that 1s real”®? o] 2}s 33 ek, 1904 6] Nostromor} }o.A¢ 1149 199 =} Spec-
tatorzke] 4] John Buchan® “all his characters, in spite of the close realism of his meth-
od, are invested with the glamour of romance”®®# = 3191t} Richard Curle& ofnlxm
Conrad 4% 474¢ “romantic realism™o| 2z B4 H28) B4 WRsY Reloh
& 2% Lord Jumo|\], Nostromov], “Heart of Darkness"V), “Youth”v], “The Fnd of
the Tether” 3l&= AEE9 A4S “a romantic realism, colouring life with an extraor-
dinary vividness"® e} Aok, = 19129e] & Joseph Conrad: A Studyo) A=
Curle- “Conrad ranks with the great romantic realist of modern times”? g}3 }¢t},
Cuile o] 9ol = 2w W FGrlEe] =2 romantic realismel| o3 FEalg=, =2
AVELR AT X d4E AEsta You®, 2 dm FrE o EAdd ga &
=& A9 x Xtz Yrh

18) 7}® William Lyon Phelps #& Al#te =9 The Advance of the English Novel (New York:

Dodd, Mead, 1915)¢] 41 “Now theie is nothing romantic about Conrad except his medium—the
sea” (p 200 8txm = &= Y+t

19) Norman Sherry, ed , Conrad. The Critical Heritage (London: Routledge & Kegan Paul 1973),
p. 57

20) Ihhd, p 63

21) Ihd, p 305.

22) Ibd., p 76.

23) Ibid., p. 179

24) Ib:d., p. 229.

25) Richard Curle, Joseph Conrad. A Study (1912, rpt. New York: Russell and Russell, 1970), p.
222 Conrady A7 AF7F & o] A HEWN FEY T o HFN REd dAMAE AFe)
97 2% Curled]Al 2l AAAA o] H& “the only serious study of J.C” (Curle, p.
89) gt 23l v

26) = 9 EAq olZ Ruth M Stauffer, Gustav Morf, Edward Garnett%9 v & & & 9
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A=) FAFelA Futd AT ofF FL} AHE AA L ek JEE O] F
ol sl Ae AlFa Al =
EalE sht 2 Sl A g el 2F st Ed,
o] EE]StES]L S v e AvAA v =
2 Folyt BRI AMA RISy rby AMIFe

RAE ofyrf, zelug e THmrt 9% 7] o8t
A H-8w) “liberty of imagination” (NLL., p. 7)& Fa38 do] 9-2¢ AAsd & 4o
ZF deh. 28 FEE 2 o] AAA Aol sense of véeu (Lettres, p. 34 R Gra-
ham, p. 144 F2)e A TAE F3 Y] el TEARE U9
A Fe dFEe]l B AAE gl 2 Ay €548 ENaE erldx
Fetrh, 7bg “Youth”s F9v A ¥ 4 5ol Sdagagd Ade AgelAnt 2 F
AL AAY s BN ZHFoR E n
Ao HAo] et e 28d A2 AR 2o Arly w2 FiEelAu, Al
BN Z9E G 24 F FEvd R o &

Joseph Warren Beachs} Al A8tz gl AA" Lzs)} 29 =Y EAY FrEL 7

Age] ARE FHE BgEd, 2F44
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E3] FEFulg AL “expression of what is.
called the romantic as opposed to the classic spurit in art”® g} ol ), olel F39
g4 oJHE A2 1] 93 $3 “Heart of Darkness”gls 2EQ A4S 4y B
BeFE =4, Marlowd] 7% Ex4 o% 753tz Y A7, F o= =
Marlow s B8 A4 EA9 o725 ol F28 2ol7 8¢ Azxdt. F g o7
TEAAE g0 ARR 9 A0 2 FuYE AAZ vk @A 25 A7)
“direct simplicity, the whole meaning of which lies within the shell of a cracked nut”
23 gvh 2R 5% Bzl E o AdA el HF Fddayg nAlE,
o7t 259 oA 2x wads] stgen £ok o “cracked nut’e] HAL AAT
LEA A 2] £ W e fdE F1 vk zE v Marlowe] 9= o]g) dad

T

oo e

But Marlow was not typical (if his propensity to spin yarns be excepted), and to him the
meaning of an episode was not inside like a kernel but outside, enveloping the tale which brought
1t out only as a glow brings out a haze, m the likeness of one of these misty halos that some-

times are made visible by the spectral illumination of moonshine, (Youth, p 48)
ol Q4L Marlows] 9j77} ohE AQES Ao ofuA HEAE Ansz Yok
A7l AA Fol £ AE Q& 2R Ang A4 @ 5otk WAL R g

27) Joseph Warren Beach, The Twentieth Century Novel Studies wn Technique (New York:.
Appleton-Century-Crofts, 1932), p 334.



44 Malowst A% 4449 oA 2e 7Y 9
A B F dds Aol A vl FEHrcek gE NI TEY AgedE 4ol
A YelA 2Bl sl 4 = F4AE e o Bojrth. =y Marlows] 7 $el &
2 FAg Ee4 Aol wE glow ol AL e dolof wE 29 Fu Aolrh A
AFRzAY TA=st A4 Fo Axd d4¢ 2ow, FuFAAEAL Zazt:
“one of these misty halos that sometimes are made visible by the spectral illumination
of moonshine”e] w]-f-5 v} U = A W gu & 2w 9 o] B grh. &
) =71 The Nigger of the “Narcissus"2] Aol A F3A8z Q& AR A&7 gL
#] gt “the stress and passion within the core of each convincing moment” (NN., p. x)
w8 ke = 9lis Ze] o}y z “the suirounding vision of form and colour, of sunshine
and shadow” (p. xi)E HZ3)}=d 7= 3lch
L =3, whiet Havieal, Marlowd] |75 FEAFA 27 Z A ZEe] A3
S5 Bulas g Fr e Ao, zey AAE “Heart of Darkness”¥ “Youth™
& mEA R ReEd 2das Ada okvdh vkt o] &M FIILE L2ud
Matlow7t Zelok i1 444 44 #4¢ ddelagp] 2z go) Aot 2 4
Sugel QOAE, BAEE $UEL AT s 59 4FH Ade HAgeT A
B Yug AL vita &S 94T 5 o, @9 20t oY F5Hel YnE
‘halos” 9 ol Zo] Wk +HE Ag $RlA AW FE Achllz Rovl OE T Bew
AT g dolAE Foded £l flvh A7 E FRA2 e 2 “misty halos”
o2 fdga®iv FAd AR AAE FFEIA AYxm ¢
1= 3 28 FHIE AR BAG AT Av g A8 vhEd SHEd AEd4
S gRgezd 2oz 2o
S AA R Y AE 7 e AL AT duge gy A
A% Fel e o F Bz AR $H8 A Al QoA Az 43Et,
AR T gt do] ol 5HE FRe FAS 4L I E Folalvl wsted, Pukgo
g Aol AoiA AT AT 4

P e 44
F A%l & FAY G4 Q1A AL gy AAY

BAoE AL A RS nAF G B AFHE A¥eR oAk A oY
B A 9 Aok A4 @R G LTS 4FEE AL A% AL AN
7 Aol givh shush @ A9 A =X

o gelA o FAA e 44e sa
A8 AY 299 F3ASBAE 22 Gk $7 3 E87] A Releh Hany L

£ o) B A5de ABAE B BE TAE Sl AT Fx Yok
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The relationship between the two movements, as we acknowledge more and more, is continuous
rather than antithetical The realism of the romanticists has its dialectical counterpart in the
romanticism of the realists, and 1t would be hard to say under which category we should classify
La Chartreuse de Parme or Les Misérables As early as 1826, investigation has shown, le roman-

tisme and le réalisme echoed interchangeably through contemporary periodicals 2®

ZAE A4 LA FurFok ok Wb AAFIE sE AL 47 2R
g7 A At vkebd o] Al o FAAS)} B
2 ¢ Qo Aol zelEz ou FRuvE o $0% AL LAY FF o] F)
A9 g&rt FE} Yk Ade] F& EdE dolvh zoA Yol AR EA
AL 29 AT FL JubFo o] oFfe] oix tE AMEAA 1 #
ok w7 YE 29 2 FYstn Soq @Az} Bojrk

29 EEF @41 & 5HF TR AMFGE ¥yt Ae Bdsh “Ty-

arcissus” ] EHFG AW ZL AAE BEAE o} £

2

phoon”e) v} The Nigger of the “ 2k
T AAYS, 2 AES S 2899 kA 28 Fo dgldh e g 2=
= 22 d4Ankg REshe Ag :LEI A A7 A Fkeel £t $-20t gl
A AEE ok GAY S, 29 243 3t vlws] ZREd ggoez EEegls] w i
EHH J4ATE BRI E vAstEdd 27t wiET ¢v =X 8 gR3E Aol 19023
o] Arnold Bennetto] 7] Bl x| <o 4] Z = Bennetti o] A4 598 L3 7o
¥l geta 9 et
I would quarrel not with the truth of your conception but with the realism thereof You stop
Just short of being absolutely real because you are faithful to your dogmas of realism Now real-
1sm in art will never approach reality And your art, your gift, should be put to the service of a
larger and fieer faith, (LL, I, p 303)

i

=

of AAL F AT AAE AT AAFY AAnAE Al A2 AdE
ZAolw, $E7t &4elA AR AAFAE o Fstewl “ala
of & Aolgtes Zef=9 Adg 43 vea gleh o] Hel 6719 Flol Bennetto]
A2l g AR A ZAl=rt st 9l ZAAYE, Bennettd] AR Y5 E old T
T Gl Zal= AL (95 2aE [(“ioo romantm”)é}}\]ﬂ Aol th(LL., 1, p. 320%:2).
= Twelve Stories and a Dreame] § A8 H.G. Wells®] A58 2 iz w3z
Fe A =g 383 Aole glod 2 axd glolA uhe Bennettd) 749k u] 43},
903lel WellselA] 2l sAe]a] EA=r o e Ry AUFIAe “cold
jocular ferocity about the handling of that mankind, . . that gives me the shudders

aiger and freer faith”e] o3&

28) Levin, p. 36
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.sometimes” (LL., I, p. 31005 m=A o] vl sl cl. =7} o] 59 AR AHAFdd A
3 AZE = g AL “the road to legitimate realism is through poetical feeling”
(NLL., p. 56)¢l et 29 Aeld 24 =sEde] 4 9ot 27k d4 &9 o A4
SEHElA) W wpol 9] wbg e EAbE BRAM BREE B4l HAY ojdd & K&
24 Qo] HAstn Yot 28 AR ded AFAAZR dol A& FU A

4T 9 dle], 949 Fg Fdolor R A=t FYA sty re gvta
L7 2l A e AV YELE 4% AAFAAI E F el ARAR A
I g AR wggAe AFYAE oy HE °]“ﬂ AT A A 5o
A 2 A=Y AAFIE WRSL ARAA ] A wddd EES e A
Ak, & ARFAAZAY 29 o ed B3t 191A FA9 ?‘33}?} BEE delAde 2
Fel A the el A 2& & B F7ES TR 28d 22 ddF o]
A 294 vAHg A g AL 2odA Hugd BECY o gdH vE 2 2ugd

4. REM HE =R

g o AL 3 UHA
o] Wyl gleoy 5-7-7213 29 ZE Adel & d g2y AT AEA A& 2o S
T AN EE Ao}, Rg=st g9d E%LZ‘— A} £T4 27HEE 7ol ol sl &

58 =
EoopVE g2 FH 27 98g WE dote A4S 29 dAdgx vk 53 Gus-
tave Flauberty} =9 ZAv) #719w 8 A o}g Ivan Turgenevi Za =] 2l&] AL i
it B YA, AAFS ArbEol e LF 22 FE2A BB B
AL ot 717 @ =7} Alphonse Daudetd 23] olgfetz gl AL =93,
27 o Za vl Bobd & AW AL IRA ARGl AR T AgaE
-9 utoll glgieh, 18981ule] £ Daudetifye] 4 Za] =i 7] 7} DaudetE Z7] #oFsls 9]
Ak 2 e 7Y RAE A9e Bel Fu dh F 2E Bes 2o 4tk
And Daudet was honest, perhaps because he knew no better—but he was very honest If he saw
only the surface of things it is for the reason that most things have nothing but a surface He
did not pretend—perhaps because he did not know how—he did not pretend to see any depths in a

life that is only a film of unsteady appearances stretched over regions deep indeed, but which have
nothing to do with the half-truths, half-thoughts, and whole illusions of existence (NLL., p 22)
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of 4L 4 STz A THE=S Ze AdE 2AFed veEz ek =)
Daudet-§-2] AH4A1F8) & 2bo)dlel glojA] BfEE Fx gohvl 27 & “Daudet did not whis-
per; he spoke loudly, with animation, with a clear felicity of tone”o]gt= Ap4lo] o & =
g #m gl Mol 2k Ak A7 FEA nelE el da A3, P, 7
B g 242 g ok &8ul okl “the momentous 1ssues that are supposed to lurk in
the logic of such sentiments” (NLL., p. 23)e] &A= A vie} A2 Gofs] e} 3o}
Sowly gl

o7 wlofA =AW, Guy de Maupassant& Daudet® td ©] 1}& Ao Wz ¢t =
o =5} Maupassante] A9 % oA A7ehn Qe Lohi.

Facts, and agam facts are his unique concern That is why he 1s not always properly understood
His facts are so perfectly rendered that, like the actualities of life itself, they demand from the
reader the faculty of observation which is rare, the power of appreciation which 1s generally want-
ing 1n most of us who are guided mainly by empty phrases requiring no effort, demanding from

us no qualities except a vague susceptibility to emotion Nobody has ever gained the vast applause

of a crowd by the simple and clear exposition of vital facts (NLL, p 27)

WA A miEel W A4leks A 5Ael #FE el gle]A Maupassantg 57HE A
AFo AlE ZER A b e f{AE T8 g A49 A4 |(“Lhis universe of vain
appearances”) (Ibid., p. 28)ol A 1}-& AE Bo|r}t. Z& =F Maupassanto] [E2 A 23}
A ¢ow | (“thinks very little”), 4nffy A5l w1¢ =9 A& ofF Gt F4
gheh, Zo =) %] Maupassant?] %2 445} |(“honest”) =o] A3 “the one im-
mutable quality that matters in the changing aspects of nature and under the ever-shifting
surface of Lfe”§ 74shal ¥ Sl Dol gk el 2o WAL A dA Y

Aolvh AALE E53 FIY F 9L E L33 m “all its magnificence and all its mis-

ery” (p. 31DE & 4 ¢lt}. Maupassant] d|<o] o]z gulelA FAEF A= Yot
o e =rt mAe] wetm YAE gov, ¥ulY 43 3AE 4 F ge %3

WA Hng 53E AFA X8 Aoy 29 Adel fife] =edx e ¥l

Fe =7 m7]e] Maupassant®] 34 u)-e “strict visiono]w, £ ol#] AL “bad
form”e) m & v} wj A o) ok Frh Fal=E st (Bl BFolE Eobrk & o U
o] ok &}t}}(“the proper thing 1s to look round the corner™)s 3-8V (Graham., p. 45).
drd A F RS A zA e dld A2E b s AdEe ZdEY e & 5
g7 A MRS Bx SoAAY gud A Fuhe dola 4 gl & @il ’
HHS 237 AY E45F Az 444 Aol 44 o Fel=t “Author and
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Cinematogiaph” 3 QA FANA e =t 4719 dlee RS AFLFE o ¥
SR 2 olf Ak AAdE e A, 284 D AARY ez TF el A
$ 25U F QA ARl Yot ofAA 2ah=st [§AICTormN ol T U

ARz FRg delshEAE 2HA G0 (A A F WS elD BEA 2o WKk

& HH o4 T dH e 9L o,
aL

T =9 AT E FAAZ ' AL 29 FES dow AFo AAdEe] 2F
AztzA s A7tE EEgk Al A AL T A FAF e Aol gl
A5 A9 B oul QA S, e z=“romantic feeling of reality”zts 444 4L gz
& Frtelnt, meElng 4] gk 2o 444 g T “romantic feeling”o] gt 2
€ 58 g4¢ ZALE a2 A7 A9 AR A A A Fof

Uiz g AdE AHsteg2s A28 &4 2544 U e A E AL 4
4] z 3EE AAES A4 ATl 9r] # el
& 2YE o4& 2ssch
o el F-3iQlsh 24Aql dWE P2 A

HEE ol 4o FA& At vt 29
<& T2 AEdeAd 54 dATe tgem
A= A 7k, Johanna Burkhardt T =t B d4E ok o] ol

“Reality” ist demnach fur Conrad das hinter den sinnlichen Erscheinungen verborgene Leben,
die Wesenheit der Dinge, 1hre transzendentale Wiklichkeit. Die Echtheit dieser transzendentalen
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Wirklichkeit ist die Wahrheit, “truth”, nach der er allemn strebt Alles, was sich von dieser “reali

ty” entfernt, versinkt in “unreality”, verliert an Wahrheitsgehalt 3

o] A% ¢ AEE AY =¥ =9 4ol Kantd d & A e F#AA
AAXNF 2 Yok, 8 Zd =71 “scrupulous fidelity to the truth of my own sensations”
(WT., p. viiDeg}z & 2g A5 ¢l 43lmA nfx] zAochdzm Zdf=e AL olF
S AT AASE 2y o] i E A d5D $elst AE AdolorgE
AXPE Sd Bod 28 A AA" A48AE A= divkebd =0t wed
o2 gAdn Y AFT J4& FAnde A A5 ok olwledl £ 4l
A7) Aol vt 28 s A Ade Al 294 Ao wd ol FAE ohzta dA
€ 4= ZA A UdolA o FAAAY FAL FrrEAAd g, o H =% A
EFe FIES AYES 45T Kante] A A, ZdzedA dodA 4

o)

29) Schwab, p. 345
30) Johanna Burkhardt, Das Erlebnis der Wirklichkeit und seine kiinstlerische Gestaltung wn Joseph
Conrads Werk (Marburg: H. Bauer, 1935), p. 4
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Av 599 ol & A48 Ao 2dAAE xfE Fa AAE FAHLE AT
EELE T

Tome FEA St oldpe WA KEE Fwss NATE Pob £ 5 Uk

“Heart of Darkness”¢] A Fo]A] & & S0} 24,

The sea-reach of the Thames stretched before us like the beginning of an interminable waterway
In the offing the sea and the sky were welded together without a joint, and in the luminous space
the tanned sails of the barges drifting up with the tide seemed to stand still ;n 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 secemed
condensed into a mournful gloom, brooding motionless over the biggest, and the greatesi, town on
earth

The Director of Companies was our captain and our host It was dafficult to realize his work was

not out there m the luminous estuary, but behind him, within the brooding gloom. (Youth, p 45)

Nellie 2 gz Q& ohal AalefA] ThamesyT. ijne] @4-L “the luminous space” 2.4
I Fel A AdFEo] e A%y Ltz gl Marlowd] 7] E ATz Y8 A F
=% o] EeA xnolE o] “the beginning of an mnterminable waterway”o] & =}&}w o]
Aligrrel =749 o]lule]l= Marlows} o7 ela = 3t AdFe AR5 “vamshing
flatness” 9+ “mournful gloom” &£ “brooding gloom”o] ¢&-& ZAgo]l FdelAl 47
ANz grh. 258 HEdxn JE JEFAA 252 (P44 | (“meditative”) 0 2 3 4 ¥
o] g3 “the luminous space”?] olmle] %ojgli AARF VAL 243 7qE] nx &S
F7F Al Hek(p. 46 F=). 2Ee] ol EAHE e A ol AF BAL
Marlowe] Fx Adw¢ 913 MigeR obF AHYEFE Sk Ut

“Heart of Darkness”3 4t9] Wwiz] 21418 Fuleli o 752 4Fgo] QolA 4,
HE AdA A4e A2 G F vk 29 dsrby AxdE A& TEE AE
o}, 28 Ag-e Fel=r) 1898 6] Mrs. Bontineo] Al 2ol sHA| oA =z —ig =2l
Z 2% o] W %e)4 R. B. Cunninghame Graham¢] RT3 E =gshd A st ol

s e

f”x-'

The Journey mn Morocco is 2 work of art A book of travel written like this is no longer a book
of travel, it is a creative work. It 1s a contribution not towards mere knowledge but towards ¢ruzh,
—to truth hidden in men,—in things,—in life,—in nature,—to the truth only exceptional men can
see, and not every exceptional man can present to the ordmary dim eyes of the crowd. (LL, I,
pp 258—59)

F = v 5 dgrletz sejge 2] €] Axd AL Al A A
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Susanne K. Langers] o] &-& Zol=9] ol AvlA 3¢ lgdos FuAud F2

gt =& “Imitation and Transformation in the Arts”e}is Fol A & o] Zekrt

Yet the imitation, though faithful to what he (the ariist] sees, 1s never a copy in an ordinary
sense It is a biassed rendering, it records what he finds significant

The imitation of objects with a difference—with the all-important, interpretative difference—is what
we call treatment of the object, and all treatment serves the purpose of making those sensuous ab-
stractions which constitute artistic significance. The model for the picture, the statue, or the epic
gives the work its theme, but not its meaning, the treatment of the theme is the articulation of a

form that has an import of its own 8V

o} 7] A] “imitation” 7} “object” 2} o] B “representation” - “reality”® 77} A& E
gl § AL AUFE TAZY £dsl ] T Solgdl T Aok Edd WAL o
oA A el e olze AL T
of a form that has an import of its own”o]t}, Langer: o] A& Fodsbdsl “all tech-
nique is developed in the interest of treatment”®? g}z gtc}, Fe =oAl glel A &9 = 5
T2 A Aol A 4A £ ¥& F donE Bag AL o &A% dE
FEo R HYAD dgrle] Aaeltt, zEx o] Jlal “mterpretative difference”& 7}
Az A4E Bt E 29 2o A FAH e gt

A7)A EF=e) FEE 2 Fgddeon A & A4 AH dAw A4 ¥
ot FAl HE 29 dgd Y AAE BE ZE A4 AN 2 sl 44
&4 BAGE Sl A okF HAAoR AR 47 Qe A=Y FAYLL
7b o] WiAE B8 adoR FHE & vk U 2 AR e Ad A9 A
HA AL B A=Eglich, 29 Ao ¥ &4, B3] Almayer’s Folly(1895)e]
AA9 Z fhol B FAE T o AqE Adsdx & 29 AFE =HE A
=gk 2 27t A A Al Qg AsAed A oR suEaE AY PRA

A “treatment” o] & AL “the articulation

31) Susanne K, Langer, Problems of Art. Ten Philosophical Lectures (New York: Scribner’s,
1957), pp. 95—96.
32) Ibid., p 96.
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ikt An Outcast of the Islands(1896) vt A% 145 o] ;& The Nigger of the “Nar-
cissus"o| A THAEE AP B AAGH L J & &, & A2 FFY e A2E A
A7l WEel . F o] &MY AFelA 2 LA J}7} “passing phase of life”E T
8 oF & vl ol “the substance of 1ts truth” ¥ “its inspiring secret : the stress and
passion within the core of each convincing moment”(p. x)& W87 717 &) oF g Al
B d<srtd Ao ol=gH Zlojvh. o] A 2g Ax¥E The Nigger of the “Narcissus”
o Al wtE 2 A AAE Yz Fele] & FE “Heart of Darkness” (1899) ¢ Lord Jum
Q900 ol A ZA 23 wkgkr}, o]® Az ARe] #AHE 3, 10004 o] Fo] &
F2.2% Nostromo(1904) 22 Ad & 97} 7% sht. AR 489 JFE molx §
b A A=k Fole oz FAAY HEE ngdy dE wPAEY A
oo Aoz FANAL A A L dwd AW AUt BHAAE o] A
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The Representation of Reality:
An Approach to Conrad’s Idea of the Novel

Sangok Lee

This paper presupposes that, despite the enormous critical achievements during the
last two decades following the Conrad revival of the early ’fifties, there has never been
any thoroughgoing effort to make an overall survey of Conrad’s idea of reality and to
define the problems deriving from his artistic attempt to represent it in fiction.

The present writer examines, discusses, and evaluates various primary sources with a
view to formulating by an inductive method theories concerning the representation of
reality. The materials used consist of Conrad’s personal letters, prefaces to the collected
works, critical writings, autobiographical reminiscences, and in some instances even pas-
sages from lus fictional writings.

In the first section Conrad’s idea of truth, history, and fiction is discussed, while the
second section deals with various artistic difficulties that Conrad had to solve in the
course of his efforts to grapple with elusive reality. A discussion in the third section of
the fundamentally romantic nature of Conrad’s reality leads to the conclusion of the
fourth and last section that the ultimate purpose enterained by Conrad the novelist was

to represent the truth beyond the surface of reality.



