Analele Universititii “Constantin Brancusi” din Targu Jiu, Seria Litere si Stiinte Sociale, Nr. 2/2009

INTELEGETI POVESTEA? INTELEGETI
CEVA?” ESTETICA SI POLITICA
IMPRESIONISMULUI iN INIMA
INTUNERICULUI DE JOSEPH CONRAD

Prof.univ.dr. Teresa Caneda
Universitatea din Vigo, Spania

Rezumat:

Abordarea mea la romanul Inima intunericului
se bazeazd pe interesul meu in ceea ce eu consider a fi
una din cele mai radicale inovatii ale ficsiunii narative de
la inceputul secolului al XX-lea: provocarea la adresa
notiunilor conventionale de lecturd. In cazul nuvelei lui
Joseph Conrad, aceastd subminare a conventiilor privind
relatia dintre un text literar i cititorii sdii este prezentd in
natura deschisd a unei naragiuni ambigue care in egali
mdsurd depinde de infelegerea noastrd pentru a o
completa i, totusi, sfideazd deznodimdntul. Astfel,
pentru a folosi o metaford adecvatd, ne trezim “citind in
intuneric”, de vreme ce incurajdnd cdutarea noastrd
pentru  cunoastere naratiunea impiedicd  simultan
Incercirile noastre de a cunoaste ceva in mod sigur

Cuvinte cheie: Inima intunericului, iluminare spectral,
literatura  impresionist, epistemiologiei, experiente
vizuale §i senzoriale.

Asa cum s-a remarcat, structura narativi de
bazi a romanului Inima Intunericului este o
poveste cadru cu povesti incluse care alcatuiesc
0” retea de paralele si contraste”(Watts 1977,
26) si, treptat, se dezvoltd prin “straturi dense
de naratiune”(Brooks, 1985, 239)

Pe de o parte, romanul este povestea lui
Kurtz, un bérbat rafinat , civilizat ¢i intilnirea
sa gi reactia sa la ,,intunericul” Africii.Pe de altd
parte, romanul este despre Marlow, barbatul
care .trebuie sd-1 giseascd pe Kurtz si este
treptat atras in criza pe care o suferdi Kurtz.
Aceasta este de asemenea povestea naratorului
nenumit care sti pe o barci iesind din estuarul
Tamisei gi supus ambivalentei lui Marlowe.

Pentru a complica lucrurile si mai mult,
Inima intunericului a fost citit in funcsie de

“DO YOU SEE THE STORY? DO YOU
SEE ANYTHING?” THE AESTHETICS
AND POLITICS OF IMPRESSIONISM IN
HEART OF DARKNESS.
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Abstract:

My approach to Heart of Darkness is based on
my own interest in what I consider to be one of the most
radical innovations of early twentieth-century narrative
JSiction: the challenge to conventional notions of reading. In
the case of Joseph Conrad’s novella, this undermining of
conventions concerning the relationship between a literary
text and its readers is present in the open nature of an
ambiguous narrative which both depends on our.sense-
maling to complete it and yet, at the same time, defies
resolution.  Thus, to express it.with an appropriate
metaphor, we find ourselves “reading in the dark”, since,
while encouraging our search for knowledge, the narrative
simultaneously hinders our attempts at knowing anything
Jor certain,

Key words: Heart of darkness, Spectral illuminations,
Impressionist literature, Epistemology, Render visual and -
sensory.

As has been remarked, the basic
narrative structure of Heart of Darkness is a
frame-tale with inset stories which establish a
“web of parallels and contrasts” (Watts 1977,
26) and gradually develop through “dense
narrative layerings” (Brooks 1985, 239). On the
one hand the novel is the tale of Kurtz, a refined
and civilized man, and his encounter with, and
response to, the “darkness” of Aftica. On the
other hand, the novel is about Marlow, the man
who must find Kurtz and is gradually drawn into
the crisis which Kurtz is suffering, This is also
the story of the “unnamed narrator” sitting on a
boat sailing out of the Thames estuary and
subjected to Marlow’s ambivalent yam spinning,

To complicate things more, Heart of
Darkness has been read in terms of its
narrative focus on a particular historical
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aceea a colonialismului secolului al XIX —lea.
Tema narativi a cilitoriel n i
“nedezvoltate”, “silbatice” si “primitive” este
Jn mod clar central[ la Conrad care, ca §i
personagul sdu Marlowe, a mers in Congo in

1890 cand teritoriul devenise practic
proprietatea privati a regelui Leopold II al
Belgiei.!

Inima  intunericului(publicatd  pentru

prima oard in 1899) a apdrut intr-o vreme in
istorie cand naratiunea Culturii vesticd ca
identitate unitard era ea Insfigi pusd sub
semnul intrebirii. Perioada Victoriand trzie
in care are loc povestea a fost martora fefului
in care degeneraserd ceea ce erau considerate
idealuri. Un sens general de crizi a dominat
pericada dintre anii tdrzii ai secolului al
XiXlea ¢i anii de inceput ai secolului al
Xxlea. Romancierii au realizat ¢ pe fondul
general al credintei care ii unea cu publicul
lor intr-un sens comun a ceea ce era
semnificativ In experiend dispéruse. in acest
sens, Conrad nu este o exceptie, dimpotrivi
opera sa atinge in mod frecvent multe dintre
preocupidrile timpului siu explord in mod
obsesiv ambivalenta conflictelor sociale si
politice §i Incearcd sd explice contradictiile
intunecate care se afld inima naturii umane
Insesi.

Inima Intunericului nu este doar un punct
de cotiturd prin aceea c# este reprezentativd
pentru spiritul timpului, mai mult, datoritd
problematizarii epistemiologice a realitaii,
opera este adesea abordati ca un exemplu
clasic al tendintei de a-1 face ,dificil”atét de
des etalati de romanul modern.

Generatii de cititori au gasit-o obscurd
indeosebi prin lipsa sa de réspunsuri la
intrebari care ar fi fost normal de pus in cazul
fictiunii realiste,intrebdri cum ar fi :Ce este
inima intunericului Ce face Kurtz de fapt si
de ce nu-1 vedem ?De ce Marlow o minte pe
logodnica lui Kurtz ?

In mod ironic, cheia unei posibile lecturi a
acestui enigmatic de ambiguu roman este
revelatd pe misurd ce incepe sd se depene
povestea si suntem atenionati fafd de
particularitpsile povestirii lui Marlow :

The narrative theme of European travelling to
“underdeveloped”, “savage” and “primitive”
countries is clearly central to Conrad who, like
his fictional Marlow, went to the Congo in
1890 when the territory had virtually become
the private property of king Leopold I of
Belgium.”

Heart of Darkness (first published in
1899) appeared at a time in history when the
narrative of Western Culture as a unitary
identity was itself under challenge. The late
Victorian age in which the story takes place
witnessed how what had been thought of as
ideals had degenerated. A general sense of
crisis dominated the period between the late
years of the nineteenth-century and the early
years of the twentieth-century. Novelists
realized that the general background of belief
which united them with their public in a
common sense of what was significant in
experience had disappeared. In this respect,
Conrad is not an exception, on the contrary his
writing repeatedly touches on many of the
central concerns of his time as it obsessively
explores the ambivalences of social and
political conflicts' and ultimately attempts to
account for the dark contradictions which lie
at the heart of human nature itself.

Heart of Darkness is not only a
landmark in terms of its being representative
of the spirit of the age, furthermore, because of
its epistemological problematization of reality,
the work is often approached as a classic
example of the tendency to make it “difficult”
so often exhibited by the modern novel.
Generations of readers have found it “obscure”
particularly in its lack of answer to questions
that would have been normal to ask in the case
of realist fiction, questions such as: What is
the heart of darkness? What does Kurtz
actually do and why don’t we see him doing
it? Why does Marlow lie to Kurtz’s fianceé?

Ironically, the key to a possible
reading of this enigmatically ambiguous novel
is revealed as the narrative begins to unfold
and we are alerted to the peculiarities of
Marlow’s storytelling:

The yams of seamen have a direct
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Niéscocirile marinarilor au o simplitate
directd, intregul Ingeles al cirora zac in coaja
unei nuci zdrobite. Dar Marlow nu a fost
tipic(daciise face excepsie de inclinafia sa
spre a spune povesti) si pentru el ingelesul
unui episod nu a fost in interior ca un miez §i
in exterior, infisurind povestea care o
dezviluie asa cum doar o strilucire
limpezeste ceata, in aseminarea uneia dintre
aceste halouri cefoase care, uneori sunt facute
vizibile de citre iluminrea spectrald a
lunii.(30)

Naratorul nenumit anuntd ci povestea
lui Marlow nu se va baza pe ci va fi nvaluiti
de inteles si ci acest Inteles nu va fi niciodati
facut explicit ci va fi sugerat In schimb prin
evaziv. Intr-adevir, este tentant si analizezi
implicagiile acestor imagini de ceatd gi de
aureold,care impreund cu acelea de pécla si
" ceafd sunt foarte persistente in Inima
intunericului, prin corespondenta lor cu
Scoala francezd a pictorilor impresionigti.
Totiusi, aga cum au subliniat diversi pictori o
astfel de corespondentd este plind de devieri
si complexitati si trebuie abordaticu precautie
de vreme ce confuzia privind impresionismul
literar determind ca unii critici si se faci o
-leg#iturd prea strinsd intre tehnicile artelor
vizuale si cele literare, In timp ce altii egueazi
in a identifica natura epistemiologiei
impresioniste Insegi(Peters,14).

Desi recunoscind c# relajia dintre
literatura impresionistd §i picturk nu poate fi
simplificatd, #n paginile urmatoare ma voi
ocupa de citirea romanului lui Conrad in
lumina a ceea ce identific eu ca politici a
impresionismului. In acest sens, vreau si
urmiiresc modul in care functioneazi
impresionismul &n Inima intunericului nu
doar ca set de practici estetice sau tehnici
formale care incearcd si redea experiente
vizuale §i senzoriale, c¢i mai degrabd ca un
discurs care, in insistenta de a explora
limitele reprezentirii, pune in mod necesar
sub semnul intrebdrii cultura datd si astfel

Y

submineazd In mod efectiv supozitiile
universale.
Ca termen specific estetic,

simplicity, the whole meaning of which lies
within the shell of a cracked nut. 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 it
out only as a glow brings out a haze, in the
likeness of one of these misty halos that,
sometimes, are made visible by the spectral
illuminations of the moonshine. (30)

The unnamed narrator announces that
Marlow’s tale will not be centered on but
surrounded by meaning and that this meaning
will never be made explicit but suggested
instead through elusiveness. Indeed, it is
tempting to analyze the implications of these
images of haze and halo, which together with
those of mist and fog are very persistent in
Heart of Darkness, in terms of their
correspondence with the concerns of the
French School of impressionist painters. Yet,
as different critics have pointed out, such a
correspondence is imbued with obliquities and
complexities and must be approached with
caution since “confusion concerning literary
impressionism causes some critics to draw too
close a tie between the techniques of the visual
and literary arts, while others fail to identify
the nature of impressionist epistemology
itself” (Peters, 14). Although acknowledging
that the relationship between impressionist
literature and painting cannot be simplified, in
the following pages I will be concerned with
reading Conrad’s novel in the tight of what I
identify with the politics of impressionism. In
this respect, I want to look at the way in which
impressionism functions in Heart of Darkness
not merely as a set of aesthetic practices or
formal techniques which attempt to render
visual and sensory experiences, but rather as a
discourse which, in its insistence to explore
the limits of representation, necessarily
questions one’s given culture and thus
effectively subverts universal assumptions.

As a specifically aesthetic term,
“impressionism”, was first introduced in 1874
to ridicule the formlessness of the paintings
exhibited at the Salon of Independent Artists
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impresionismul,, a fost introdus pentru
prima dat3 in 1874 pentru a ridiculiza lipsa de
formi a picturilor expuse la Salonul artistilor
independenti in Paris si indeosebi a picturii
lui Claude Monet Impresie, Rdsdrit de soare.
Una din cele mai reiterate obiectii fatd de
pictura impresionisti a fost aceea ci subiectul
artistului era ficut obscur de pictor prin
reprezentarea condifiilor atmosferice prin
care era observat. Totugi, aga cum pretindeau
pictorii, acelea nu erau interfernfe doar
accidentale care stiteau intre public si
subiectul real al artistului. Dimpotrivi,
conditiile in care era vazut acesta a devenit
parte esentiald a ceea ce se vedea si se incerca
a se reda. .

in aparenti, Monet remarcase odati cd i-.

ar fi plicut s vadi lumea cum ar face-o un
orb dupd ce i-a revenit vederea, un joc de
culori pe o formd de nerecunoscut. In acest
sens, prima sa picturd, aga cum in mod tipic
este cazul celorlalte opere tirzii ale sale,
afirmi despre disolutia formelor solide.
Acasti dizolvare a solidititilor lumii care
reprezintd o tendintd pe termen lung in arta
lui Monet a fost de asemenea identificatd cu o
trisiturd la fel de esentiald a literaturii
moderne. Monet a devenit faimos pentru seria
de picturi cu acelagi subiect ficute In lumind
si conditii atmosferice diferite. In acest mod,
pictorul a surprins felul in care efectele de
lumind in serii de obiecte similare sau
identice au transformat perceptia acelor
obiecte de cétre individ.

Aga cum a fost remarcat adesea, ideea ci
realitatea poate fi cunoscutd doar ca filtratd
prin perceptia si congtiinfa a avut drept
rezultat  silopsismul  epistemiologic  si
relativismul care a devenit o parte importanti
a atmosferei culturale spre sfargitul secolului
al XIXdea. In ceea «ce priveste
impresionismul literar insusi, scriitorul Ford
Madox Ford a fost acela care a popularizat
opinia ¢d el §i Conrad(buni prieteni si
colaboratori in plan artistic) erau scriitori de
fictiune impresionistd. Convingerile lui Ford
despre impresionism au fost explicate intr-un
eseu publicat in 1914.

in Paris, and particularly of Claude Monet’s
painting Impression: Sunrise. One of the most
reiterated objections to Impressionist painting
was that the artist’s subject was obscured by
histher representation of the atmospheric
conditions through which it was observed.
Yet, as the painters claimed those were not
mere accidental interferences which stood
between the public and the artist’s “real”
subject. On the contrary, the conditions under
which the viewing was done became an
essential part of what one saw and therefore
tried to convey.

Apparently, Monet had once remarked
that he would have liked to see the world as a
blind man might if his vision were suddenly
restored: a brilliant play of colours on
unrecognisable form. In this respect, his first
painting, as is also typically the case of his
other later works, makes a statement about the
dissolution of solid forms. This “dissolving”
of the solidities of the world which represents
a long-term tendency in Monet’s art has also
been identified with an equally essential
feature of modern literature. Monet became
famous for his series of the same subject
paintings done in varying light and weather
conditions, In this way, the painter captured
how the effects of light in series of similar or
identical objects transformed the individual’s
perception of those objects.

As has often been noted, the idea that
reality can only be known as filtered through
subjective perception and human
consciousness resulted in the epistemological
solipsism and relativism which became an
important part of the cultural atmosphere of
the late nineteenth-century in England, As for
Literary impressionism itself, it was the writer
Ford Madox Ford who popularized the view
that he and Conrad (close friends and artistic
collaborators) were writers of impressionist
fiction. Ford’s views on impressionism were
explained in an essay published in 1914:

The impressionist gives you his own views,
expecting you to draw deductions [...] the fruit
of his own observations alone [...] The point is
that any piece of impressionism, whether it be

Annals of the ,,Constantin Brincugi® University of TArgu Jiu, Letters and Social Sciences Series, Issue 2/2009

26



Analele Universititii “Constantin Bréncusi” din Targu Jiu, Seria Litere si Stiinte Sociale, Nr. 2/2009

Impresionistul iti prezint3 opiniile lui §i se
agteaptd ca tu si faci deductiile(...)fructul
proprulor sale observa;n( .) Ideea este ci
orice plesa de impresionism, fie ea prozi sau
versuri, picturd sau  sculpturd, este
fnregistrarea impresiei de moment ; ea nu este
un fel de imortalizare rotunjiti, adnotatd ,a
unor imprejurdri(...)Ar putea fi chiar
impresia momentuluidar este impresia §i nu
cronica corectati(169)

Astfel, potrivit lui Ford, arta
impresionistd- ,,prozd, vers, picturd sau
sculptur,,- subliniazi reprezentarea

impresiilor si senzatiilor subiective, singurul
mod in care experienta, realul poate fi inteles.
in mod traditional, istoricii de art3 au explicat
cd impresionistii au céutat o metod care le-ar
permite si dea un echivalent plastic al
senzatiei vizuale a unui anumit individ intr-un
anumit timp gi spatiu. Ceea ce a fost nou nu
era faptul ca pictorii anteriori nu observaserd
lumea externd,ci aceea c# pictorii incercau
acum si imprime proprnlor lor senzatii
vizuale o autonomie mai expresivi.in acest
sens, migcarea impresionistd poate fi privitd
ca un moment decisiv in procesul de tranzitie
de la incercarea de portretiza ceea ce este in
mod universal recunoscut pentru a portretiza
ceea ce vede un anumit individ,

In lumina acestor consideratii, am
putea argumenta cé, in ciuda diferentelor, atét
pictorii cdt i scriitorii au Impértigit
convingerea c# orice frcercare de a
reprezenta lumea ar trebui in mod obligatoriu
si fie abordatd ca fiind filtrata printr-
congtiin{3 intr-un anumit punct din timp si din
spatiu. Ceea ce este acelasi lucru, scopul lor
nu a fost de a oferi opere de arti care ar putea
pretinde si fie reprezentarea finald, ci mai
degrabd, prin aducerea In prim plan a
perceptiei, scopul final a fost de a furniza
celui care priveste sau cititorului momente
congtiente de neprevizut inevitabil in care
toate formele de artd si de culturd trebuie sa
se Inscrie.

Privitd din acest punct de vedere, Inima
intunericului ar putea fi vizuti ca un exemplu

prose or verse, or painting ot sculpture, is the
record of the impression of the moment; it is
not a sort of rounded, annotated record of a
set of circumstances [...] It might even be the
impression of the moment but is the
impression not the corrected chronicle. (169)

Thus, according to Ford, impressionist
art --“prose, verse, painting or sculpture”--
emphasizes the representation of subjective
impressions and sensations, the only way in
which experience, the real, can be
apprehended.  Traditionally, art historians
have explained that the Impressionists were
searching for a method which would enable
them to give a pictorial equivalent of the
visual sensation of a particular individual at a
particular time and place. What was new was
not that earlier painters had been blind to the
external world, but that painters were now
attempting to give their own personal visual
sensations a more expressive autonomy. In
this respect, the Impressionist movement can
be regarded as a decisive moment in the
process of transition from trying to portray
what is universally acknowledged to portray
what a particular individual sees.

In the light of these considerations, we
could argue that, in spite of their differences,
both painters and writers shared their belief
that any attempt to represent the world should
obligatorily be approached as filtered through
a particular human consciousness at a certain
point in space and time. What is the same,
their aim was not to offer works of art which
could claim to be the final representation but
rather, through the foregrounding of
perception, the ultimate goal was to provide
the viewer or reader with self-conscious
instances of the inescapable contingency in
which all forms of art and culture must be
inscribed.

Looked at from this point of view,
Heart of Darkness could be seen as a typical
example of impressionist novel since the
understanding of the epistemological process
as an individual and not a universal
phenomena dominates the plot’s major
conflict. As is the case in other impressionist
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tipic de roman impresionist de vreme ce
intelegerea procesului epistemologic ca
fenomen individual §i nu universal domin#
conflictul major al intrigii. Ca si In cazul altor
opere impresioniste, Conrad utilizeaz aici un
numir de tehnici care sugereazi disolutia
unor certitudini obiective . §i reprezintd
obsesia naratorului fatd de imposibilitatea de
a cunoagte lumea fird de medierea congtiingei
individuale.

Trecerea de la obiect la subiect
determind o atentie speciald fati de problema
perspectivei si a punctului de vedere.Pentru
scriitorii impresionisti, naratorii tradifionali
nu prezinty fenomenele in modul in care
fiintele umane le experimenteazi. Naratorii
omniscienti ai fictiunii pre-impresioniste Isi
organizeazi materialele §i furnizeazi
cititorului  informafii  inaccesibile in
realitate(cronica corectati a lui Ford). Prin
compatatie, romanul impresionist incearcd si
reprezinte experienta imediatd, astfel incét
cititorul intAmpind o situatie particulari aga
cum fac personajele si este plasat in scend la
momentul prezent al experientei.

intr-un pasaj bine cunoscut din prefata sa
la Negrul din Narcissus, Conrad scrie:,,
Sarcina mea pe care incerc s-o realizez este,
prin puterea cuvantului scris de a vé face sd
auziti, de a vi face sa simiti, este inainte de
toate , de a vi face si vedeti.,,

In mod paradoxal, pentru a-1 face pe
cititor si wvadi, naratiunea din Inima
fntunericului adesea recurge la o strategie
care consti in a face procesul comunicativ al
naratorului obscur datoritd interferentei
conditiilor externe nefavorabile. In exemplul
urmitor, limitérile fizice ale perceptiei umane
ca si modul in care constiinfa umani apare in
cadrul congtiintei individuale a lui Marlow
sunt proiectate cititorului care este confruntat
cu impresii Inainte ca naratorul si le
organizeze in Inteles :

Intr-o seari cum stiteam intins pe puntea
vaporului meu am auzjt vociapropiindu-
se(...)Imi era somn(...). Vorbeau despre
Kurtz(...) Cei doi de sub mine se migcari
cétiva pafi si se plimbau inainte §i inapoi la

works, Conrad employs here a number
techniques which suggest the dissolution of
objective certainties and represent the
narrator’s obsession with the impossibility of
knowing the world without the mediation of
individual consciousness.

This shift from object to subject entails
a special attention to the question of
perspective and point of view. For
impressionist writers, traditional narrators do
not present phenomena the way human beings
experience them. The omniscient narrators of
pre-impressionist  fiction organize their
materials and provide the reader with
information that is inaccessible in reality
(Ford’s “corrected chronicle”). In contrast, the
impressionist novel tries to represent the
immediate experience, so that the reader
encounters a particular situation just as the
characters do and is placed into the scene at
the actual moment of experience.

In a well known passage from his
preface to The Nigger of the ‘Narcissus’

‘Conrad writes: “My task which I’'m trying to

achieve is, by the power of the written word to
make you hear, to make you feel--it is, before
all, to make you see”. Paradoxically, in order
to make the reader “see”, the narrative of
Heart of Darkness often turns to a strategy
which consists of obscuring the narrator’s
communicative process due to the interference
of unfavourable external conditions. In the
following example, physical limitations of
human perception as well as the way
perception occurs within Marlow’s individual
consciousness are accordingly projected to the
reader who 1is confronted with sense
impressions before the narrator organizes them
into meaning:

One evening as I was lying flat on the
deck of my steamboat. I heard voices
approaching [. . .] I was sleepy. [. . .]They had
been talking about Kurtz [. . .] The two below
me moved away then a few paces, and strolled
back and forth at some little distance. I heard:
“Military post—doctor--two hundred miles—-
quite alone now—unavoidable delays nine
months—no news—strange rumours”. Who
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micd distantd. Am auzit post militar-doctor-
doud sute de mile-destul de singur acum-
intArzieri de neevitat de noud luni- nicio
veste-zvonuri ciudate. Despre cine vorbeau ei
acum? Am inteles pe apucate ci era vorba
despre un b#rbat care se crede cid este in
districtul lui Kurtz.(63-64)

Asa cum am discutat, impresionismul
implicd un cimp vizual care nu este limitat
doar la observatorul individual, ci este
controlat, de asemenea ‘de conditiile care
predomind la momentul observatiei. in
naratiunea lui Conrad, echivalentele la
interferentele atmosferice ale picturilor lui
Monet  sunt  factorii = diversi  care
distorsioneazd percepfia umani sau aménd
recunoagterea  aspectelor importante. O
caracteristicd de bazi a impresionismului lui
Conrad in Inima Intunericului este definita de
ceea ce lan Watt numeste decodare aménati
si se referd la modul in care cititorul este in
mod repetat pus in contact direct cu
evenimentele dramatice aga cum se
desfiisoard ele prin actul naratiei.

Adesea este cazul ca impresia fizicd
si preceadd Intelegerea cauzei si scriitorul
este astfel congtientizat cd intelesul nu este
inerent ci trebuie construit. Un bun exemplu
‘este g#sit atunci clnd Marlow descrie
imprejuréirile primului atac de pe vaporul séu.
Percepiia sa inifiald este ci.;; Bete, befigsoare
zboard in jur, zbarniie pe sub nasul meu,
cidzind sub mine, lovindu-mi din spate de
timonerie(...)

Puteam doar s aud pocnitura surdd pe
pupa si r#pditul acestora.;;, pand cénd se
corecteazd mai tirziu :,, Sageti, pe legea meal
Se trigea in noil,,(79-80)

Aici cititorii trebuie si fie martori §i si
urmeze evolufia mintii lui Marlow pe misurd
ce primeste senzatii din lumea externd si
incearcd sd inteleags. Este subliniatd.

puntea de legéturd dintre impresionism §i
intelegere, disjunctia dintre eveniment i
interpretarea sa de céitre observator .
Metoda lui Conrad in Inima Intunericului
reflectdi nu numai dificultitile in traducerea
perceptiilor in termeni conceptuali ci

was it they were talking about now? 1
gathered in snatches that this was some man
supposed to be in Kurtz’s district”, (63-64)

As we discussed, impressionism
implies a field of vision which is not merely
limited to the individual observer, but is also
controlled by the conditions that prevail at the
moment of observation, In Conrad’s narrative,
the main equivalents to the atmospheric
interferences of Monet’s paintings are the
various factors which distort human
perception or delay the recognition of
important aspects. A chief characteristic of
Conrad’s impressionism in Heart of Darkness
is defined by what the critic lan Watt calls
“delayed decoding” and refers to the way in
which the reader is repeatedly put into direct
contact with the dramatic events as they
unfold through the act of narration.

It is often the case that the physical
impression precedes the understanding of the
cause and the reader is thus made aware that
meaning is not inherent but must be
constructed. One good example is found
when Marlow describes the circumstances of
the first attack on his steamboat. His initial
perception is that of “Sticks, little sticks were
flying about--thick: they were whizzing before
my nose, dropping below me, striking behind
me against my pilot house [. . .] I could only
hear the heavy splashing thump on the stern-
wheel and the patter of these things”, until he
later corrects himself: “Arrows, by Jove! We
were being shot at!” (79-80). Here readers
must witness and follow the progression of
Marlow’s mind as it receives immediate
sensations from the outside world and
simultaneously tries to make out meaning.
The gap between the impression and
understanding, the disjunction between the
event and the observer’s interpretation of it is
emphasized.

Conrad’s method in Heart of Darkness
reflects not only the difficulties in translating
perceptions into conceptual terms but
dramatizes also the notion that the nature of
reality is private and individual. Marlow’s
emphasis on the difficulty of understanding
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dramatizeazd de asemenea nofiunea ci natura
realittii este privat3 si individuald. Accentul
pus de Marlow pe dificultatea Intelegerii si
propria sa experientd individuald include
Inima Intunericului In acelagi spirit al
presupozitiilor filosofice ale
impresionismului care au dominat peisajul
intelectual de la inceputul secolului al XX-
lea(Peters, 34)

Faptul ci Marlow spune:,,
Intelegeti povestea? intelegeti ceva? Mi se
pare ci incerc si vi povestesc un vis-si fac o
incercare in van, deoarece nicio relatare a
unui  vis nu poate transmite senzatia
visului,,(57)—dramatizeazg cét de mult nu
poate cunoaste o fiintdi umand deoarece
cunoagterea realitiii depinde In mod esential
de perceptia individuali. Totugi romanul trece
dincolo de o simpld problematizare
epistemiologicd deoarece sugereazi c#, la
randul sau, perceptia umand este Intotdeauna
mediats de valori culturale.

In Inima intunericului Marlow
descoperi ¢ valorile sale culturale sunt pur §i
simplu constructii care transferd o impresie
initiald ti imediati a lumii in domeniul
familiar al civilizatiei occidentale. Fird
conventii culturale, explicd Marlow, perceptia
poate si riménd fir¥ sens si fird presupozitii
linigtitoare , ne putem afla in situatia de “a
citi in Intuneric™:

Tu nu poti intelege. Cum ai putea
s-0 faci?- avind teren solid sub picioare,
inconjurat de vecini amabili gata si te
inveseleascd, pdsind delicat intre mécelar ti
politist(...). Aceste mici lucruri fac diferenta.
Cénd nu maj sunt ele trebuie si te bazezi din
nou pe propria ta ford interioard, pe propria
ta capacitate de credintd.(85)Impresionismul
lui Conrad arati recunoagterea naturii
subiective atdt a experientei umane cét §i a
cunoagterii. In mod aseminitor, aceastd
recunoagtere produce un fel de scepticism In
legaturd cu valorile civilizafiei occidentale in
Africa. Am cunoscut un alb, intr-o o astfel de
elegant3 neagteptati a tinutei incét in primul
moment am crezut ci este o viziune.(45) O
viziune atét de izbitoare pur si simplu trecea

and communicating his own individual
experience aligns Heart of Darkness with the
same spirit of the “the philosophical
presupositions of impressionism that would
dominate the early twentieth-century
intellectual landscape” (Peters, 34).

Marlow’s telling--“Do you see the
story? Do you see anything? It seems to me
that I am trying to tell you a dream--making a
vain attempt, because no relation of a dream
can convey the dream sensation” (57)--
dramatizes bow much a human being cannot
know mainly because the knowledge of reality
depends essentially on individual perception.
Yet, the novel moves beyond a mere
epistemological problematization because it
suggests that, in its turn, human perception is
always mediated by cultural values.

In Heart of Darkness Marlow discovers
that his cultural valués are simply constructs
that translate an initial and immediate
impression of the world into the familiar realm
of Western civilization. Without cultural
conventions, Marlow explains, perception may
remain meaningless and without reassuring
assumptions one finds himself'herself “reading
in the dark™:

You can’t understand. How could you?--
with solid pavement under your feet,
surrounded by kind neighbours ready to cheer
you, stepping delicately between the butcher
and the policeman [. . .] These little things
make all the great difference. When they are
gone you must fall back upon your own innate
strength, upon your own capacity for
faithfulness. (85)

Conrad’s impressionism points to a
recognition of the subjective nature of both
human experience and knowledge. Likewise,
this recognition produces a kind of scepticism
about the values of the Western world which
ultimately insist on cultural relativism. When
Marlow meets the company’s chief
accountant, he provides an instance of the
incongruity of Western civilization in Afiica
“I met a white man, in such an unexpected
elegance of get-up that in the first moment I
took him for a vision”(45). Such a striking

Annals of the ,,Constantin Brincusi” University of Tirgu Jiu, Letters and Social Sciences Series, Issue 2/2009

30



Analele Universititii “Constantin Brancusi” din Targu Jiu, Seria Litere si Stiinge Sociale, Nr. 2/2009

neobservatd in peisajul urban al oragelor
imperiale ale Europei. Dar in Congo, cu
hainele §i cirtile sale, paratul reprezinti o
idee impusd a ordinii occidentale care apare
ca fiind extrem de absurdd. Inadecvarea
manierelor europene in sélbiticie
simbolizeazd inadecvarea legilor imperiale
occidentale in Africa. Dar un exemplu i mai
bun al absurditidfii gi dislocérile culturii
europene este exprimati de Marlow cénd
explici cum compania oferd un salariu care
m este de folos pentru canibali. Intregul
sistem este lipsit de sens in acel context
deoarece ,,dacd nu Inghit sdrma insesi sau fac
lauri cu care s prindé in cursd pestii, nu vid
la ce le-ar folosi salariul lor exorbitant.,,(75)

Intrebuintarea impresionismului
de ciitre Conrad aduce in discutie supozitiile
universale coloniale ale realitafii secolului al
XiX-lea. P misurda ce se desfdgoard
narafiunea §i experienta de perceptie a lui
Marlow reitereazi faptul ci aceasti
cunoagtere a obiectelor si evenimentelor este
intotdeauna relativd, romanul anuni ci
civilizatia noastrd nu poate fi universalizata.
Astfel, de vreme ce Marlow se referi la
tranzactii economice firi sens el relevd
caracterul arbitrar al politicii europene.
.-Adevarurile occidentale sunt adeviruri prin
consimfdméntul membrilor societdii ¢i nu
prin existenfa unui adevir inerent care ar
trebui transformat intr-o reguld si impus peste
tot. Problema este ci dupid descoperirea
ipocriziei wvalorilor culturale care sustin
misiunile imperiale de civilizare, Marlow se
agaté de ele ca de un adépost. El Indepérteazi
_postscriptum-ul din eseul lui Kurtz despre
suprimarea obicejurilor silbatice §i minte ci
n-a putut s& spund. In plus, prin cuvintele sale
finale, Marlow implor3 s& fie absolvit de vind
decarece aga cum mirturiseste el, minciuna
sa nevinovati reflecti doar teama primordiali
a fiintelor umane: ,,N-am putut si-i spun. Ar
fi fost prea fintuneric- cu des#varsire
intuneric ...”*(121)

“vision” would simply pass unnoticed in the
urban landscape of Europe’s imperial cities.
But, in the Congo, with his clothes and his
books, the accountant represents an imposed
idea of Western order that appears extremely
absurd. The incongruity of his European
manners in the wilderness symbolize the
incongruity of Western imperial laws in
Africa. But an even better example of the
absurdity and dislocation of European culture
is expressed by Marlow when he explains how
the company gives a salary that has no use for
the cannibals. The whole system is senseless
in that context because “unless they swallowed
the wire itself, or made loops of it to snare the
fishes with, I don’t see what good their
extravagant salary could be to them”. (75)
Conrad’s employment of
impressionism brings into question nineteenth-
century (colonial) universal assumptions of
reality. As the narrative progresses and
Marlow’s perceptual experience reiterates that
our knowledge of objects and events is always
relative, the novel announces that our
civilization cannot be universalized. Thus, as
Marlow refers to senseless economic
transactions he reveals the arbitrariness of
European politics: Western truths are truths by
the consent of society’s members, not by the
existence of an inherent truth that should be
turned into a rule and imposed everywhere
else. The “problem” is that even after
discovering the hypocrisy of the cultural
values which sustain imperial “civilizing”
missions, Matrlow holds on to them as a sort of
sheiter. He removes the postscript from
Kurtz’s essay on the suppression of savage
customs and lies fo the Intended-- “I could not
tell her”.  Furthermore, through his final
words, Marlow implores to be exempted from
guilt since, as he confesses, his “white lies”
merely reflect human beings’ primeval fear of
the dark: “I could not tell her. It would have
been too dark--too dark altogether ...” (121)
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