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                                     Abstract

This dissertation consists of a comparative study between Moby Dick (1851), written by the American writer Herman Melville, and Heart of Darkness (1902), written by the Polish author Joseph Conrad. In spite of the distance which dissociates those two works both in time and in space, a number of affinities make them similar to a significant extent. Thus the present study offers to bring the various affinities, but differences as well into light, and discuss them thoroughly. 

The comparative approach to the two narratives is based on Mikhail Bakhtin’s theory which considers that a text is an absorption of and a reply to another or other texts. Our study may also be supported by Julia Kristeva’s concept of intertextuality or the transposition of one system of signs into another.  

In this sense, our comparative analysis will first discuss the themes and worldview which are unfolded through the two works. After that, the stylistic and symbolic aspect of the two works will be studied. 

Finally, both similarities and differences noted between the two narratives along the precedent analysis will be assessed in the light of Harold Bloom’s theory of influence. Thus we shall explain the nature of the relationship between Moby Dick and Heart of Darkness or how that Conrad has been influenced by Melville’s Moby Dick.   In other words, we shall demonstrate how that Heart of Darkness shows both the expression of Melville’s strong influence on Conrad and the latter’s attempt at freeing himself from the haunting spirit of the White Whale.   
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The core of this comparative study stems from a commonly noted affinity between the American author Herman Melville (1819-1891) and the Polish writer Joseph Conrad (1857-1924). Despite the distance which separates them, both in time and in space, the similarity between the two writers has drawn the attention of many critics. This acknowledged similarity relates mainly to characterization, symbols, and themes in the two authors’ works. Thus the works of both Melville and Conrad deal generally with the sea adventures of a lonely young sailor, who goes through a kind of spiritual, metaphysical and philosophical initiation. In this sense, the two writers draw near one another in their symbolical treatment of the sea and in their handling of the adventure story as a physical quest which is heavily fused with philosophical meanings. 

About the resemblance between the two authors, Jean Jacques Mayoux observes that just like Conrad, Melville’s works form a continuation of ideas, even if they seem to treat different themes
. Mayoux also points out both the affinity between the characters of Ahab and Kurtz on the one hand and Milton’s Satan on the other
. For his part, Leon Howard, a Melville biographer, suggests that the Ahab-like Johnson aboard the Highlander in Redburn (Melville, 1949) “perhaps inspired Joseph Conrad later to write The Nigger of the Narcissus”
. Jay Leyda, another Melville biographer, states, in the conclusion to his documentary study, entitled The Melville Log, that Conrad was “touched off” by Melville.
 The affinity between the two writers is equally forcefully pointed out by James Baird in his Ishmael
.  Baird stresses that this affinity relates to character, theme and symbol. In this respect, he compares Melville’s Queequeg to Conrad’s Singleton in The Nigger of the Narcissus, (1897). He also notes that both writers were deeply concerned with the clash between civilization and primitive life in their works. Moreover, Baird draws attention to the fact that Melville’s and Conrad’s use of symbols hold much in common.

While an important number of Melville’s and Conrad’s works may be a subject of comparative studies, our dissertation is concerned with their two major works, Moby Dick
 and Heart of Darkness
 which present numerous similarities. The affinity between the two works may even be supported by the proved fact that Conrad did read Moby Dick and that he did not like it
. In this sense, the present comparative study brings to light this resemblance between the two narratives, Moby Dick (1851) and Heart of Darkness (1902)
, examines it on the basis of a number of theoretical tools and critical evaluations, and finally explains the nature of the relationship between the two works.

This comparative study comprises two main parts: themes and world view, and formal and stylistic analysis. These two parts are preceded by an introduction which presents a brief note on the methodological approach underlying the study. Our approach in this study is based on three theories: Mikhail Bakhtin’s theory of “dialogism”, Julia Kristeva’s notion of “intertextuality” and Harold Bloom’s concept of antithetical completion or what he calls “Tessera”.  
The outline of this dissertation owes much to the fact that an approach based on intertextuality imposes an analysis of both content and form: such an analysis aims at an exhaustive and thorough comprehension of the affinity between the two works. The first part of the study treats therefore the themes and worldview unfolded through the two narratives. Thus the first chapter discusses the metaphysical issue in both MD and HD
. In this chapter, we discuss the two narratives’ representation of man’s position in the universe as a helpless creature. We also draw attention to the suggested futility of religions as well as moral codes to help man in his dilemma. We also look at the notions which both writers propose as an alternative to these codes in their two narratives. The second chapter concerns the racial issue. Thus we analyze the racial representation of the non-white and the white characters in MD and HD. We also attempt to bring to light the attitude which the two works disclose towards the white / civilized culture and the non-white / primitive one. The third chapter of this part, for its part, analyzes the gender question or how women are presented in the two works.  We point out in this chapter to the absence of feminine characters in both works, to the negative portrayal of the rare women figures present and to the presentation of nature as woman. The last chapter of this part considers the question of imperialism and the paradoxical treatment of this issue in both works. In both MD and HD, imperialism is suggested as an unjust, disastrous and inhuman system, but as noble and beneficial at the same time. All of those four issues are treated at the beginning of the study because they constitute the most significant aspect of affinity between the two works. Indeed, the themes of metaphysics, race, gender and imperialism are the most arresting as well as essential features which characterize the Melvillean and Conradian world views.   
As the two works seem to have two interestingly comparable forms, the second part of the study is devoted to the formal and stylistic analysis of MD and HD. This part consists of five chapters. In the chapter devoted to characterization, we analyze the similar way in which the two narratives construct characters.  Consequently, characters are compared in pairs of counterparts, in order to show some significant elements in common among each pair. A next chapter related to narrative structure highlights three narrative devices which operate in both MD and HD: interruptions and pauses, anticipations and prefiguring and decentralized meaning. This chapter is followed by another related to the analysis of point of view. In this chapter, we assess the effect of Ishmael’s and Marlow’s characters on their role as narrators. We also point out the overt fictive nature of the two narratives and we analyze the treatment of point of view and focalization in both works.  A fourth chapter considers the function and significance of the time and space dimensions in the two narratives. We discuss, in this chapter, the spatial movement from urban space to wild nature represented in both narratives and the painting as spatial narration. Time distortions, spatial sequencing as well as Mikhail Bakhtin’s concept of “the chronotope” in both MD and HD are also examined in this chapter. Language and symbols are discussed in the following chapter. Thus   we discuss in this chapter the poetical or lyrical character of MD and HD. Moreover, we analyze the city as a symbol. A set of symbols related to the primeval world is then examined under the name of “Urwelt”, or the original universe. A polarity or indefiniteness in the use of a number of symbols is also identified. The same indefiniteness and ambiguity is finally analyzed in language. In this sense, the second part of the dissertation, with its five chapters which deal with style and form, is meant to support the previous one, the one devoted to themes. The formal and stylistic analysis of the two works, indeed, confirms the nature of the relationship which connects one artist to the other and which is already suggested by the analysis of themes.  
The conclusion, which attempts to synthesize the two previous parts of the dissertation, puts together the similarities as well as the differences between the two narratives which have been noted through out the various chapters. This assessment discloses the kind of connection relateing Melville’s MD with Conrad’s HD. In other words, this final chapter of the study will shed light on how Conrad “revises”, “re-writes” and “completes” Melville, i.e. on how Melville haunts Conrad in HD. In order to highlight this process of revision and completion, I refer to Mikhail Bakhtin’s theory of “dialogism”, Julia Kristeva’s notion of “intertextuality” and Harold Bloom’s concept of antithetical completion or what he calls “Tessera”. 
In his works, and particularly in his Problems of Dostoevsky’s Poetics,
 Bakhtin puts forward the theory that writing is a reading of an anterior literary corpus and that the text is an absorption of and a reply to another text. He analyzes the “polyphonic novel”
 as an absorption of the carnival
 and the “monological novel”
 as a stifling of the polyphonic structure.  These notions of “absorption” and “stifling”, which express the idea of opposition or contest, highlight an important conception introduced by Bakhtin which is the notion of “dialogism”. Bakhtin’s dialogism means the opposition between the different “languages” within a narrative; the “languages” of the characters, of the author and also of the socio-cultural and political reality of which the narrative is only a “refraction”. Consequently, dialogism, which seems to be the basic trope in all of Bakhtin’s thought, concerns the existence, meaning, word and thought of narrative. These aspects of the narrative are thus assumed to enter into dialogic relations with others and to exhibit “intertextuality” in both time and space. Thus Bakhtin’s dialogism highlights the opposition working on the different levels of a particular text (between the different characters or styles, for instance); it also draws attention to the relations which this text may have with other ones. Bakhtin affirms that the text is constructed as a mosaic of quotations and that any text is an absorption and transformation of another. In this respect, the text may be described as “intertextual”, i.e. as referring to another or other texts.              
 For its part, “intertextuality” (or “intertextualité”) is a term first introduced by Julia Kristeva in her La Révolution du langage poétique.
 While the term “intertextuality” has acquired various meanings, due to its recurrent use in literary theory, the fundamental notion which involves the components of a textual system such as the novel is however originally defined by Kristeva as the transposition of one or more systems of signs into another. The transposition is accompanied by a new articulation of the enunciative and denotative position. Any socially communicable discourse, or what Kristeva calls “signifying practice”
, like the novel, is a field in which various signifying systems undergo such a transposition. In this context, both Bakhtin and kristeva’s analyzed concepts are significant for this study. While the text is seen by Bakhtin as absorbing and transforming another or other texts, Kristeva considers that the text is the field where one or more systems of signs, literary texts for example, are transposed into another system, or text.
 In addition to those approaches, the concluding chapter of our study refers to Harold Bloom’s theory on The Anxiety of Influence.
 Bloom defines this anxiety as the “melancholy of the creative mind’s desperate insistence upon priority”.
 He assumes that the anxiety of influence “comes out of a complex act of strong misreading, a creative interpretation that [he calls] “poetic misprision””. In other words, the young poet or writer makes first “a profound act of reading that is a kind of falling in love with a literary work.” This reading or poetic misprision, Bloom explains, is the cause (and not the consequence) of the writer’s anxiety. Thus it is the new writer’s interpretation of the precursor’s work which is at the root of his anguish about being “contaminated” or “flooded” by that parent work. This melancholy is then “achieved in and by the story, novel, play, poem, or essay”. In other words, the new work is “the achieved anxiety”.

Bloom thus identifies six forms of the manifestation of poetic influence. As the concluding chapter will reveal, the second form of influence among the six identified forms, called Tessera, is the one which best explains the relationship between Moby Dick and Heart of Darkness. In a Tessera, or an antithetical completion influence, a writer revises the precursor’s work antithetically: he “provides what his imagination tells him would complete the otherwise “truncated” precursor poem [or novel]”
. In this sense, our analysis will illustrate, through the different chapters, to what extent Conrad’s Heart of Darkness completes antithetically its parent work, which is Moby Dick.
In the present study, all of the three concepts of transformation (Bakhtin), transposition (Kristeva) and antithetical revision (Bloom) suggest a similar notion which accounts for the presence of one or many texts in another text. Thus our study suggests that Conrad’s HD may be said to hold an intertextual relationship with Melville’s MD. The subsequent comparative analysis is therefore formulated on the consideration that Conrad’s text is an absorption, transposition and antithetical revision of Melville’s. This form of relationship is mainly illustrated through similarities, but also disparities noted between the two works. In other words, while the similarities which are identified through out the study make us assume that MD is present in HD both in content and in form, the discrepancies show that Conrad corrects or rectifies Melville in various aspects which the subsequent chapters attempt to highlight.                       
Part One

Themes and World View in MD and HD
Chapter One:

           The Metaphysical Issue

Many critics have noted that the main topic of the two novels is man’s search for his meaning and place in the universe. Besides the fact that MD abounds in metaphysical speculations of all kinds, Ishmael repeatedly mentions such figures as Plato, Aristotle, Pythagoras, Coleridge and Descartes.
 Even if this occurs more subtly in HD, it is clear that both narratives expose, in their core, fundamental questions about morality, religion, God and what is beyond nature. In this sense, we may say that both Melville and Conrad are deeply interested in understanding the meaning of human existence, a fact which is even more explicit in their other writings.

 In the present chapter, I shall attempt to explore the different aspects of this metaphysical quest in MD and HD, a quest which is undertaken by both narrator and hero.
 I shall focus on how this quest manifests itself in the two narratives
 and on what the different attitudes towards this quest are. The first manifestation of this quest is a search for truth as spiritual harmony. This search seems to be carried out in different manners by the narrators and the heroes. The other side of this search concerns established religion and the various attitudes towards this theme that may be distinguished in the two narratives. I have preferred to treat the metaphysical quest as truth (spiritual harmony) and religion, since the two narratives themselves seem to treat them separately. Finally, I will conclude this chapter by bringing to light the philosophy suggested through both MD and HD and which puts forward man’s ideal conduct vis-à-vis his situation in this universe.
A-The Quest for the Truth: Different Forms and Attitudes
  As we shall see more deeply in subsequent chapters, both MD and HD present us with two adventures that embody the two narrators’ search for some spiritual peace. The two voyages can thus be seen as an expression of a mental and spiritual unrest that leads both Ishmael and Marlow to start a metaphysical quest which assumes the aspect of a religious pilgrimage. The two narrators, indeed, suffer from a spiritual coma which may be sensed well before they decide to go on voyage. While Ishmael finds himself “involuntarily pausing before coffin warehouses” as he feels a “drizzly November” in his soul, Marlow has an “idleness of a passenger, [an] isolation amongst all those men with whom [he] had no point of contact, the oily and languid sea, the uniform sombreness of the coast, seemed to keep [him] away from the truth of things, within the toil of a mournful and senseless delusion.” (p. 19) This state of apathy and spiritual ennui that is fed by sedentary life on land forces the two narrators towards adventure, towards primeval nature. Ishmael declares that “[i]n landlessness alone resides the highest truth, shoreless, indefinite as God―so, better is it to perish in that howling infinite, than […] craven crawl to land” (p. 116), whereas Marlow finds out that the African wilderness withholds “truth stripped of its cloak of time” (p. 52).
 Ishmael and Marlow equally look alike in their conviction, which may be sensed even before they make their voyages, that truth is both awful and unattainable. Ishmael observes that “the sun hides not the ocean, which is the dark side of this earth. So therefore, that mortal man who hath more of joy than sorrow in him, that mortal man cannot be true” (p. 405). Marlow expresses the same view of truth when he remarks that “the inner truth is hidden- luckily, luckily” (p. 49). Both narrators become increasingly conscious of the horror of truth along their experiences in the sea and the jungle, respectively. They come to realize the immoral and arbitrary nature of human existence on earth. Both MD and HD present this truth as including man’s inherent drives as well as nature. Consequently, cannibalism in men and nature, natural disasters, human innate immorality and helpless condition amid an indifferent universe, are all aspects of the true reality of human existence. They are, for Ishmael and Marlow, evidence of the dreadfulness of the ultimate truth.                                

  Truth or the true meaning of human existence can only be gloomy; not only because mere glimpses of it― through the inherent immorality and evil of man and nature― are repulsive, but because it is also associated with death. In both narratives, there is an emphasis on the paradoxical nature of truth: whereas attaining this truth is imperative to make sense of human existence, it can only be reached at the threshold of death, when it is “too late” (HD, p. 100). Therefore, truth, or the ultimate explanation of the mysteries of life, and so spiritual bliss, is inaccessible. “Our souls are like those orphans whose unwedded mothers die in bearing them: the secret of our paternity lies in their grave, and we must there to learn it.” (MD, p. 464) Thus “perhaps all the wisdom, and all truth, and all sincerity, are just compressed into that inappreciable moment of time in which we step over the threshold of the invisible.” (HD, p. 101)     

This similar view on the metaphysical issue in MD and HD should not obscure the fact that there are differences between the two narrators’ attitude towards the metaphysical quest on the one hand, and the two heroes’ on the other. Whereas both Ishmael and Marlow appear as passive and peaceful searchers, Ahab and Kurtz are rather active and even furious searchers of this truth. Indeed, for both narrators, the two voyages are deliberate philosophical and spiritual quests that are meant to provide them with some spiritual and mental relief. However, both of them do not pursue their personal metaphysical journey fervently but rather peacefully and with serenity. Thus Ishmael, unlike “mad Ahab”, lives his experience in the wild sea with temperance and restraint. Before his voyage begins, he announces that he is “tormented with an everlasting itch for things remote” and that he “love[s] to sail forbidden seas and land on barbarous coasts.” He adds that [n]ot ignoring what is good, [he is] quick to perceive a horror, and could still be social with it.” (p. 26) 
 Moreover, Ishmael displays a reconciling and moderate attitude towards the various philosophical crises that he meets. Hence he is able to accept Queequeg’s faith, cannibalism and his physical difference. He is also able to recognize that “all mortal greatness is but disease” (p. 87) and that “man must eventually lower […] his conceit of attainable felicity” (p. 398). 

Marlow is equally sanguine about his search for the truth. When realizing that civilization is only a veil that hides the reality of things, he determines comfortably that the “the inner truth is hidden- luckily”. Coming back to the sepulchral city a changed man, after his experience in the jungle, Marlow resents the sight of people. Unlike Kurtz who would have energetically made publicly known his discoveries– hideous as they may be (“exterminate all the brutes”)– in a report or an article in a newspaper, Marlow feels he “had no particular desire to enlighten” the ignorant people.

  By contrast, Ahab’s and Kurtz’s metaphysical search is violent and painfully conscious. Moreover, their attitude towards the knowledge they gain in their experience is not one of reconciliation or restraint, but of rebellion and absolutism. While Ahab decides to “strike through the mask” that hides the origin of man’s predicament, Kurtz is determined till the last to “wring” the essence of the wilderness.

Thus both narratives present us with two completely opposed approaches to knowledge and truth: one of passivity and moderation versus another of activity and extremism. To use Merlin Bowen’s classification, whereas the two narrators present an approach of “armed neutrality” towards metaphysical findings, Ahab and Kurtz adopt an attitude of “defiance”.
 The same contrast is found in religion, that second aspect of the quest for the truth. Indeed, while metaphysics refers to what is beyond sensible reality and is supposed to be at the basis of thinking and knowledge, religion is a system of beliefs and practices based on a relation to a supreme being, to one or many gods, to sacred entities or to the universe. In other words, while metaphysics is an independent search in rational as well as irrational entities, religion is an established system which has conventional guidelines. 

B- Religion: From an Indifferent and Meaningless Supernatural Force to an Evil One 

It is worth noting that while the religious issue is openly and extensively examined in MD, it is only vaguely discerned in HD. This does not prevent us, however, from observing that religion is a crucial subject for both writers. For Conrad, this may especially be perceived in his Lord Jim (1900), for instance, and also in a number of his personal letters.   

  As we have already clearly traced the search for truth as aiming at spiritual harmony, which both narrators and heroes seek, we shall now open this religious discussion by identifying first the forms and expressions of divinity in MD and HD. Then we shall analyze how morality and established religion are viewed in the two works. In this manner, we hope to distinguish the attitudes towards divinity, morality and established religion that are portrayed in both narratives.  
In both narratives, the divine force is suggested through nature and man’s experience, that is through the universe. In other words, the divine force, in MD as in HD, is inseparable from nature and man. While this is obvious in the case of MD, the association of nature or the African wilderness to the divine force in HD is to be deduced from Marlow’s use of such terms as “immense”, “great”, “high” and “invincible” when describing this wilderness. The divine force is often presented in MD and HD (explicitly in the former and obliquely in the latter) as expressing meaninglessness, indifference and even evil, which all are, according to the two narratives, the proper characteristics of nature and man.

In MD, the absurdity and arbitrariness of the divinity is perceived in the absurd cruelty of the sea which can be calm and serene at times, but also turns mad and destroys ships and men overnight.
 Witnessing a scene where a very old whale is being eaten by some sharks, Ishmael is struck by “the horrible vulturism of the earth! from which not the mightiest whale is free” (p. 300). Speaking about the absurdity of the sea, he also observes that “[n]o mercy, no power but its own controls it. Panting and snorting like a mad battle that has lost its rider, the masterless ocean overruns the globe.” (p. 270) In a similar utterance and in one of his letters, Conrad remarks that human life is nothing but a “vieux navire enchanté qui roule, sans timonier, à travers l’inconnu”.

   The absurdity of the divine force in HD may also be made out in the ephemeral nature of man’s life: “Droll thing life is – that mysterious arrangement of merciless logic for a futile purpose”, (p100). Again, in another one of his letters, Conrad points out the absurdity of human existence and creation when he notes that the earth is only a “petit globe de boue entre bien d’autres, tournoyant de façon ridicule à la manière d’une toupie qui va tomber”.
 He also notes that “[l]’ignoble boule roulera toujours, portant des êtres infimes et méchants, dans un univers qui ne se comprend pas lui-même”.
 

  Similarly but less definitely, Ishmael observes that “some certain significance lurks in all things, else all things are little worth, and the round world itself but an empty cipher, except to […] fill up some morass in the Milky Way.” (p. 409) In fact, if Ishmael sounds uncertain in this instance, the meaninglessness of life that he only indirectly alludes to is confirmed by the reversal or the exploding of the significance of most of the symbols used in his narrative. As Queequeg’s coffin is turned into a life-buoy, and the vortex that engulfs the Pequod becomes a “vital centre” in which Ishmael is saved, while whiteness reveals to be “a colorless, all-color of atheism” (p. 196), significance disappears in MD, and the world actually becomes “an empty cipher”. This is in fact suggested not only in Ishmael’s voice, but in Ahab’s as well. Being able to construct various objects that have sometimes opposed suggestions, the Carpenter is regarded by Ahab as “an arrant, all-grasping, intermeddling, monopolizing, heathenish old scamp, to be one day making legs, and the next day coffins to clap them in, and yet again life-buoys out of those same coffins”. Thus he resolves that the Carpenter is “as unprincipled as the gods” and that, like the gods too, he “do[es] not mean anything”(pp. 493-494).    

  The divinity, as sea and therefore as nature, is also presented as indifferent to and unconcerned by man’s misery, even when it is itself at the origin of this misery. Ahab, identifying with Pip, comments on divine indifference about the black boy’s misfortune: “There can be no hearts above the snow- line. Oh, ye frozen heavens! look down here. Ye did beget this luckless child, and have abandoned him, ye creative libertines” (p. 489). Ishmael, too, sounds at times, although with less articulateness, to share Ahab’s conviction that the divinity pays no attention to man’s predicament. The Carpenter is therefore an “impersonal” character who possesses some of “the general stolidity discernible in the whole visible world; which while pauselessly active in uncounted modes, still eternally holds its peace, and ignores you, though you dig foundations for cathedrals” (p. 443). Again, he draws attention to this general indifference about the universe when he stresses the unresponsiveness of the sea to man’s torment: after a wreck caused by a whale, “amid the chips of chewed boats, and the sinking limbs of torn comrades, [the whale’ hunters] swam out of the white curds of the whale’s direful wrath into the serene, exasperating sunlight, that smiled on, as if at a birth or bridal” (p. 185). The African river is similarly characterized by a “dumb immobility”, the “perfectly still” sun or the “silent” forest.
 What further relates the two narratives is the deep irony associated with this indifference. While Ishmael speculates about man’s life being “a vast practical joke” (p. 225) (“infernal joke” in Lord Jim), Marlow remarks that life is a “[d]roll thing…” (p. 100)  

  Nature is not only meaningless and indifferent but also evil. In MD, evil is found in the sea (the whale) and in men (Fedallah). It is also suggested in the absence of beliefs, as is implied in the pagan crew’s blind responsiveness to Ahab’s mad plan. Evil may equally be related to the lack of significance or meaning in objects and phenomena. Ishmael wonders whether the absence of color in whiteness, and its indefiniteness do not “[shadow] forth the heartless voids and immensities of the universe, and thus [stab] us from behind with the thought of annihilation, when beholding the white depths of the milky way” (p. 196). In HD, Marlow, too, relates the absence of meaning or the muteness of the wilderness (of the forest, the river and the natives as well) to evil. He observes that the jungle has “the stillness of an implacable force brooding over an inscrutable intention. It looked at you with a vengeful aspect.’ (p. 48) Moreover he insists that Kurtz’s evil practices in the jungle are in fact the result of his “hollowness”. He observes that “perhaps there was nothing inside of” the Manager, and that if he pokes his forefinger through the Brickmaker, he “would find nothing inside but a little loose dirt, maybe.” In this way, the African wilderness is portrayed by Marlow as a fertile ground for evil. In the absence of a recognizable divinity and of a set of moral principles that would regulate man’s actions, “anything can be done in this country”: ivory can be prayed for, men can be sacrificed during “unspeakable rites” and others may even be eaten by their fellow-brothers. Evil, in both narratives, is therefore definitely associated with vacancy and meaninglessness. Vacancy as absence of meaning, or recognizable moral and religious principles, suggests inevitably the absence or at least the indifference of the divinity. This leads us to explore the link between religion and morals.           

C- Ethic and Religion as both Futile and Useless Principles
 As we have noted earlier, the religious question is definitely more explicit in MD than in HD. However, Melville and Conrad may be compared on the basis of this theme because both of them show an unlimited concern for the moral position of man in the universe, a position which is at the centre of the religious discourse. In addition to this, both writers have been criticized as “morally dangerous” and even as “pagans”. While substantial parts of MD, mainly related to religion, were censored from its first edition, and while Melville was vehemently criticized for his repeated denigration of established religion, in MD as in other of his writings, Conrad has been qualified as an “austère païen de genie” by the Holborn Review.
 A similar affinity in attitude towards religion in both writers clearly obstructs itself. The following reveals that this affinity is central to this comparative study.

 The key moral problem discussed in both MD and HD is man’s ideal behaviour in front of a meaningless and evil universe. In other words, in their two works, Melville and Conrad discuss the paradoxical nature of the moral dilemma caused by man’s required moral conduct in a universe itself fundamentally immoral and evil. Ahab’s decision to lead a whole crew to utter destruction for the sake of a whale is morally reproved. However, Ahab, as well as Ishmael (through his meditations on the whale’s whiteness and its religious symbolism), affirms the evil nature of the whale: “I see in him outrageous strength, with an inscrutable malice sinewing it” (p. 167). The African jungle too is said to possess “an implacable force brooding over an inscrutable intention”, a force which can even subvert a moralist into a “devil”. In his Personal Record, Conrad states more articulately the same idea about the immorality of the universe. He sustains that “[u]ne conception morale de l’Univers nous jette en fin de compte dans de si cruelles et de si absurdes contradictions, où les derniers vestiges de la foi, de l’espérance, de la charité, et jusqu’à ceux de la raison même, semblent prés de périr, que j’en suis arrivé à soupçonner que les fins de la création ne peuvent être en rien morales. J’inclinerais volontiers à croire que leur objet est purement spectaculaire.”
 Thus the sea and the jungle which represent the essence (or extreme form) of the universe are themselves immoral. Consequently, the question that seems to be at the centre of the metaphysical debate in both narratives is whether moral limits are able to guide and restrict man’s conduct in this corrupt universe and whether the religious law be can a valid, consistent and effective standard for man’s actions. In this respect, Melville and Conrad seem to share the same answers to these questions in their narratives.

Both writers primarily insist on the ineptness of all codes, moral and religious, in effectively and consistently ruling man’s behaviour. In MD as in HD, there is the same distrust of both divine and human moral systems of conduct. The argument that the two narratives significantly share in their dismissal of these codes is the inadequacy and futility of conventional laws when removed from established civilization. By placing their heroes in front of a complex moral dilemma amid merciless natural circumstances, Melville and Conrad intend to challenge conventional moral regulations, and the challenge finally reveals their incompetence. Thus both Ahab and Kurtz’s ethical and spiritual degeneration seems to be only partly condemned by the two narrators. Ishmael affirms that in the “uncivilized seas”, neither he nor Starbuck could resist the “arm drag” of Ahab’s mad quest. In order to achieve his purpose, Ahab, who has completely identified with the cruel and evil nature of the sea, resorts to means regarded as depraved by all moral systems operating on civilized land. Thus Ishmael notes that “what it was that inscrutable Ahab said to that tiger-yellow crew of his- these were words best omitted here; for you live under the blessed light of the evangelical land.” He adds: “Only the infidel sharks in the audacious seas may give ears to such words, when, with tornado brow, and eyes of red murder, and foam-glued lips, Ahab leaped after his prey.” (p. 222) 

Likewise, Marlow tells his listeners that they “can’t understand” Kurtz’s degeneration in the wilderness since they have “solid pavement under [their] feet, surrounded by kind neighbours … the butcher … the policeman”. He adds that when these things are gone “you must fall back on your own innate strength, upon your own capacity for faithfulness.” (p. 70) In this way, Kurtz’s transmutation in the wilderness is presented as an inevitable process, since even Marlow acknowledges the irresistible call of the wilderness. He explains that Kurtz’s moral disintegration in the African jungle is in fact the disintegration of the essence of the moral conventions, which underlie the European civilization, in the wilderness. Consequently, man’s ideal conduct, commanded by religious and moral codes, is in truth a relative one, thus it is insubstantial and illusory. This is obviously true both for human moral codes and for divine or religious ones.

 In MD, the ineffectiveness of religion is clearly suggested by Starbuck’s failure to convince Ahab to abandon the mad quest, as Starbuck symbolizes the Christian faith. Moreover, Ishmael’s narrative abounds in arguments refuting the efficiency of Christianity. For example, he stresses that all kinds of worship, i.e. religions, should be valid because the different religions and faiths are nothing but “queer crochets noways touching the great belief”. Thus he “… and Queequeg … and every mother’s son and soul of us belong [to] the great everlasting First Congregation of this whole worshipping world” (p. 100). Ishmael also substitutes the authority of his own mind in his various interpretations and meditations for the authority of the scriptures.
 An instance of this would be his willingness to participate in Queequeeg's "idolatrous" religious ceremony of worshipping a wooden idol, an action which he justifies by asserting that God could not possibly be jealous of “an insignificant bit of black wood”(p. 67) and that this is “an act of Christian kindness.” (p. 66) Besides, it is obvious that, through out his whole narrative, Ishmael relentlessly ridicules the presumed superiority of the Christian over the pagan. Thus, he asserts that it is "[b]etter [to] sleep with a sober cannibal than a drunken Christian." (p. 43) He also finds in his friendship with Queequeg a sort of alternative to the sterility of the Christian culture: "I'll try a pagan friend, thought I, since Christian kindness has proved but hollow courtesy." (p. 66)

  Although Ishmael seems in those instances to criticize Christianity, he actually condemns men’s practice of this religion rather than the faith itself. His belief in the existence of a God is obvious in many instances, such as when he affirms that man has a “democratic dignity which, on all hands, radiates without end from God: Himself! The great God absolute! The centre and circumference of all democracy! His omnipresence, our divine equality.” (p. 123) However, there are also many other instances where his doubt about the existence of a divinity comes to the surface. Therefore he wonders: “would I could mount that whale and leap the top most skies, to see whether the fabled heavens with all their countless tents really lie encamped beyond my mortal sight!” (p. 268) Consequently, the only assertion one can make in relation to Ishmael’s position towards religion is that he is ambiguous and much evasive when exposing his view. Ahab, however, is straightforward in his vision of divinity. For him, it is God who has afflicted him through the whale (p. 167), so he wonders: “Who’s to doom, when the judge himself is dragged to the bar?” (p. 508) Ahab, consequently, opts for defiance, which is his own version of worship: “…defyingly I worship thee!” (p. 477)      

  Thus the general attitude towards the Christian religion and God that the narrative of MD offers is a complex one. Whereas Ishmael conveys an uncertain, all-embracing and convoluted view of religion and God, Ahab holds that some divinity must exist, but that it is indifferent and malevolent. In both cases however, the established Christian faith is seriously put into question. This undermining of the authority of religion is in fact supported by all Melville’s writings which have never ceased to have the religious and metaphysical issue at its centre.
    

 The treatment of the religious issue is not as easily sensed in HD. In fact, there is no single instance in the narrative dealing directly with God or with religion. Nevertheless, the religious nature of Marlow’s experience may be deduced from a number of indirect allusions. Marlow’s journey is in fact suggested as a religious quest and even as a pilgrimage. One cannot miss the biblical allusions that radiate from such words as “whited sepulchre”, “apostles”, “praying”, “devils”, “inferno”, “soul”, “”belief”, “voice” and “pilgrims”, words which are also loaded with irony and deprecation in Marlow’s narrative. Marlow even literally describes his voyage in the African continent as “a weary pilgrimage amongst hints for nightmare”. (p. 21) Thus Marlow’s initial spiritual unrest, which we have alluded to earlier and which is clearly associated with the European civilization and culture, takes the form of a religious crisis definitely related to the Christian faith. Just as there is a pilgrimage, there should be an object which embodies the religious recovery or finality that comes at the end of the voyage. However, and in Daphna Erdinast – Vulcan’s words, Marlow’s “journey is a metaphysical quest which has no object to project itself into: the spiritual drive, the “notion”, is there, but the one blank-space on the map, the ultimate destination and object, has now dissolved into the heart of darkness.”
 This means that Marlow’s religious search has only the spirit (the “notion”) and lacks the object that is at its end. There comes a point, however, in Marlow’s narrative where his quest acquires new dimensions. 

 What is definite in HD, though, are the spiritual unrest pervading the Christian culture– and this is only deduced, for Marlow does not openly state it– and the desire to recover from this state by moving to a space which is non-Christian. However, unlike Ishmael who is so admiring in front of Queequeg’s pagan faith (although he considers it at times to be “frantic”),
 Marlow seems to be as unconcerned by the Christian belief as he is by the African pagan one. Hearing, on one night, the sound of some drums in the jungle, he remarks that these sounds were charged “perhaps with as profound a meaning as the sound of bells in a Christian country.” (p. 29) At first sight, the statement may suggest that the African pagan faith is put on an equal foot with the Christian one. However, an alert reading reveals the deep irony behind the superficial tolerant and sympathetic tone: Conrad, indeed, means that the African drums are as meaningless as the Christian bells. This is even more obvious if one looks closely at Conrad’s personal view of Christianity. In a letter to Edward Garnett, Conrad confesses his personal dislike of  Christianity: “C’est curieux comme j’ai toujours, depuis l’âge de 14 ans, détesté la religion chrétienne, ses doctrines, ses cérémonies, ses réjouissances…”
 Always writing to Garnett, Conrad invokes Allah’s mercy on him: “Je vous recommande au Miséricordieux, au Compatissant, à celui que je voudrais voir, parfois, abaisser sur moi son regard. ― Je sais bien qu’il ne peut pas grand’chose… mais enfin !”
 Thus whether it is the Christian, the Muslim or the pagan faith, Conrad is clearly sceptical about all religious beliefs. More than the gods, he seems to reject the religious faith itself or spirituality which all religions sustain. Accordingly, he affirms that faith is nothing but “un mythe… [où] les croyances se dissipent comme des brumes sur le rivage.”
          

  Marlow’s narrative, like Ishmael’s, questions the effectiveness of established religion in guiding and controlling man’s conduct and also providing him with satisfactory explanations for his relation with the universe. The arguments that both narratives expose against conventional religious faith is, first, its inability to set up a reasonable relationship with a universe which is fundamentally evil. This hardly shelters man from the cruel whims of the universe. Secondly, MD and HD claim that religious laws cannot be valid in all circumstances (in savage nature, for example). They are thus relative and insubstantial.  

 However, these narratives do not expose a hopeless metaphysical quest. If the traditional religious code proves inadequate and futile, Ishmael and Marlow aim to save man by finding meaning in some belief which would sustain his existence, and that their two narratives represent. We called this belief, this substitute for the traditional religious one, “the religion of man” or, to use Raymond Las Vergnas’s expression, “le culte de l’homme”.
          

  D- “Le Culte de l’Homme”: The Alternative as Solidarity, Work and Faith in a New Ethic 
  Interestingly enough, in spite of the gloomy spiritual state of man, both MD and HD trust wholly man’s capacity for deliverance from his inner bewilderment. Both narratives even offer a sort of philosophy that acts as an alternative to the conventional moral systems. Even if it was difficult for both writers to sustain their personal philosophy in their subsequent writings, the significance of this philosophical conviction that MD and HD put forward is its consistency within the two narratives ideological structure. This personal set of beliefs which is provided as an alternative to the traditional one is based on three main notions: solidarity between men, work and moral faith.   

Both narratives convey the idea that if man is abandoned by the universe (by the divinity) he can find redemption only in himself and in his fellow brothers. We have to emphasize, in this respect, that this belief in human nature may not be very obvious in the two narratives. This is especially clear if we take into consideration such characters as Fedallah and the Accountant who express a gratuitous human evil, or Ahab and Kurtz who are unable to find personal salvation. Thus this faith in human nature is in fact very subtly portrayed in the two narratives. It can only be perceptible when we take into account Melville and Conrad’s non-fictional comments. 

Solidarity between men is presented in the two narratives as a possible means for salvation through such relationships as those uniting Ahab with Starbuck, Ishmael with Queequeg, Marlow with Kurtz and Kurtz with the Harlequin (as we shall see in subsequent chapters). In MD, Ishmael’s deliberate choice to “unite” with his “fellow brother” (Queequeg) in order to worship the black idol seems to have been a redeeming act. The power given to the relationship between the two men is clear in many instances. Ishmael often insists on Queequeg’s sense of fidelity and sacrifice: “he would gladly die for me” (p. 67). One of the positive effects of this friendship on Ishmael is the spiritual maturity that he acquires. As he affirms, “[n]o more [his] splintered heart and maddened hand were turned against the wolfish world. This soothing savage had redeemed it.” (p. 66) The significance of the solidarity of the two men may also be grasped in the chapter called “The Monkey-Rope” where Ishmael explains how two members (he and Queequeg) have to be dangerously tied to one another with a rope, so as to reach the water submerged whale. Ishmael observes that one wrong move from one of the two can endanger the life of the other. He then remarks that, in such an operation, Queequeg was his “own inseparable twin brother” and that ours is “a mutual, joint-stock world, in all meridians” (p. 76) More significantly than those instances, the importance of Ishmael’s association or solidarity with Queequeg is definitely confirmed in the final scene when Ishmael is saved by his friend’s coffin-life-buoy. 

Unlike Ishmael who enthusiastically accepts his association with Queequeg, Pip’s association with Ahab is described by the latter as “too curing to [his] malady” (p. 498). Ahab who shares with Pip his being irremediably afflicted by the sea finds at the beginning some relief in his company with the black boy. However, feeling that this relationship makes him forget about his maniacal plan, he quickly gives it up. The price of severing this human bond, which is suggested as a potential peaceful and human alternative to the mad quest, is Ahab’s ultimate destruction. A similar case may be identified in HD in Kurtz not being able to take advantage of his relationship with the Harlequin. The result of Kurtz’s transforming this friendship into a master-slave relationship is his wasting the chance of being saved from his solitary transmutation in the wilderness. The same chance for redemption through human solidarity seems to be offered again to Ahab when the captain of the Rachel requires his help to search for his one son lost in a boat on the ocean. Here Ahab is presented with the possibility of exchanging his insane and worthless quest for a nobler one. Unfortunately, he rejects the Rachel’s call and prefers to go on a solitary quest.

Besides those manifestations of the value conferred to men’s unity, Ahab’s unaccomplished reconciliation with Starbuck is given a central meaning. In the chapter entitled “The Symphony”, Ahab nearly surrenders to Starbuck’s plea. In this instance, he is shown to open up his heart to Starbuck and to express his wish to join his mate’s willingness to give up the chase. However, Ahab is soon caught up by his former monomaniacal spirit and refuses Starbuck’s stretched arm, preferring to remain enclosed in his “masoned, walled-town” (p. 507). Interestingly, this scene is even conferred some religious aura, with Starbuck playing the role of a priest confessed to by sinning Ahab. 

  The same religious aura pervades in the scene showing Kurtz communicating to Marlow his “judgment upon the adventures of his soul on this earth”.
 Thus Starbuck and Marlow are granted a sacred role; that of saviours or redeemers. However, it is not Starbuck, but Ishmael, through his friendship with Queequeg, who succeeds in accomplishing the human unity, which is made sacred in the narrative. In this sense, Marlow, like Ishmael, gives flesh to this belief in the power of human solidarity, when Marlow decides to remain “loyal to Kurtz to the last, and even beyond” (p. 102). 
This solidarity with Kurtz takes on different forms. First, Marlow tears off his postscriptum from the report. Then he conceals from the Intended Kurtz’s last words in order to keep her illusion about him. The metaphysical and religious quest which, as noted earlier, lacked a spiritual object (or objective), gradually acquires it when Marlow realizes the importance of Kurtz as a spiritual being. Accordingly, as Daphna Erdinast–Vulcan remarks, Marlow’s allegiance to the man already starts to attain an “uninhibited overtone of religiosity” when he confesses at the beginning: “… I had heard Mr. Kurtz was in there…. Somehow it didn’t bring any image with it―no more than if I had been told an angel or a fiend was in there. I believed in it in the same way one of you might believe there are inhabitants in the planet Mars…. He was just a word for me. I did not see the man in the name any more than you do.” (pp. 38, 39) The suspicion grows progressively into a conviction when Marlow becomes aware that what he “had been looking forward to … [was] a talk with Kurtz” (p. 67). 

However, the new metaphysical and religious object, or in other words, the spiritual purpose of the voyage, soon becomes as hollow as the “blank space” that occupies the African jungle. By discovering the abominable practices of the man, Marlow gradually realizes that Kurtz is nothing but a sham idol. “Kurtz was no idle of [his]”; he is only a “pitiful Jupiter” and his discourse is “an immense jabber, silly, atrocious, sordid, savage, or simply mean, without any kind of sense.” Marlow is in this way “robbed off belief” in Kurtz, not only as a representative of European civilization, but as “a metaphysical source of epistemological and ethical authority”, as is put by Erdinast – Vulcan.

      In spite of his disillusionment about Kurtz’s capacity for representing substantial and solid idealism, Marlow still affirms his commitment to the man (not the spiritual authority) for two main reasons. First because he admires Kurtz for his ability to pass “a judgement” on his life before dying, while he could not possibly do so (“I would have nothing to say”, p. 101). The other reason is provided by Erdinast–Vulcan who observes that Marlow becomes aware, after Kurtz’s death, that the latter was in fact his “double”.
 As “he realizes that human beings are fundamentally each other’s doubles”, he becomes his “brother’s keeper”. This fidelity, this solidarity between men becomes, according to Erdinast–Vulcan, “the only valid ethical code left to a society which has lost its belief in the “vertical” metaphysical order.”
 Indeed, Marlow’s faith in Kurtz, his belief that despite the cruelty and immorality of his deeds he was “a remarkable man”, all this exhibits Conrad’s own convictions. This may be supported by such works as Lord Jim where he affirms that “[w]e exist only in so far as we hang together”
, or Nigger of the Narcissus in which he refers to this “subtle but invincible, conviction of solidarity that knits together the loneliness of innumerable hearts: […] the solidarity in dreams, in joy, in sorrow, in aspirations, in illusions, in hope, in fear, which binds men to each other, which binds together all humanity– the dead to the living and the living to the unborn.” 
         
   Both MD and HD place a considerable faith in man’s human capacity for sacrifice, fidelity and solidarity. Both Melville and Conrad hold such a strong belief in human cohesion that man becomes for them a sacred creature. As is well expressed by Las Vergnas, virtue, for Conrad, is possible through the respect of this kind of human solidarity, while evil is born out of the destruction of this bond and the alliance with powers without souls.
 The same observation may be made for Melville who presents evil as the desertion of human condition and the denial of the unique fate conferred to all humans. Moreover Melville affirms thus that man has a “democratic dignity which, on all hands, radiates without end from God.” (p. 123) Both writers have always paid great attention to the dignity and sacredness of man and given it a central significance in their writings. This may be sustained by the two writers’ personal writings on the point. As for Melville, the one instance which may be taken as evidence of his great faith in the power of human relationships and union is his highly treasured friendship with Nathaniel Hawthorne. In one of his letters to the writer of The Scarlet Letter,
 Melville expresses his gratefulness for his friendship with Hawthorne: “I shall leave the world, I feel, with more satisfaction for having come to know you. Knowing you persuades me more than the Bible of our immortality.”
 Conrad, for his part, asserts that he has “toujours entrepris sa tâche dans un esprit d’amour pour la race humaine”.
In this respect, even if the two writers seem to display some doubt about this belief in some of their other writings, both strongly and unquestionably express their adherence to the human cause in MD and HD, respectively, and remain faithful to this cause till the last. Similarly, solidarity and human cohesion are also suggested through Melville’s and Conrad’s positive representation of collective work.  

The second important shared principle in the two writers’ veneration for human race is the great importance both of them seem to confer to human work. In MD and HD, work is given such a significant role that it comes to acquire some philosophical and even religious dimensions. It appears indeed as part of the two narratives’ philosophy that comes as an alternative to the sterility of the traditional established dogma. In this sense, it is proposed, together with human brotherhood, as a forceful argument for man’s existence, and also as a suitable explanation for his relationship with the universe.

Work, as a physical, intellectual and even spiritual exercise is central to Ishmael’s narrative. The whaling industry as a whole is presented in MD as an instance of human work. Thus when Ishmael sings out the glory and nobility of whaling (especially in the chapter “The Advocate”), he actually celebrates the honour of work. Accordingly work or whaling, in MD, is presented as the only valid human activity in Ahab’s mad voyage. Numerous scenes, lengthily and passionately related by Ishmael, describe various operations and techniques related to whaling. In all these scenes, Ishmael assumes an obviously affectionate and meditating tone which gives to these scenes a strong philosophical aspect. In one of these scenes, Ishmael rejoices to work so peacefully with his fellow-laborers on the whale’s oil. As he observes, “[s]uch an abounding, affectionate, friendly, loving feeling did this avocation beget; that at last I was […] looking up into their [his co-laborers’] eyes sentimentally; as much as to say,―Oh! my dear fellow beings, why should we longer cherish any social acerbities, or know the slightest ill-humor or envy!” (p. 398) This moment of collective labor serves also to make him realize that “in all cases man must eventually lower, or at least shift, his conceit of attainable felicity; not placing it anywhere in the intellect or the fancy; but in the wife, the heart, the bed, the table, the saddle, the fire-side, the country.” (p. 398) In other words, Ishmael finds out that work enables man to forget about the disproportioned and perilous intellectual and spiritual ambitions (like Ahab’s) that he may have, and to be more concerned with the everyday and handy reality. Here, Ishmael is suggesting the healing effect of work but of solidarity as well. Thus work may be a factor which unites men in their effort of domesticating the savage universe (the whale). Work is again suggested as a possible positive attitude towards the absurdity of life in MD in the character of the Blacksmith who is described by Ishmael as being continually toiling away, “as if toil were life itself, and the heavy beating of his hammer the heavy beating of his heart.” (p. 457)  

In HD, work is equally proposed as a way of protecting oneself from the irresistible call of the wilderness. Marlow often refers to work as having a redeeming power in the jungle. Feeling the attraction of the wilderness which has “a vengeful aspect”, he observes that he “got used to it afterwards; [he] did not see it anymore; [he] had no time. [He] had to keep guessing at the channel.” (p. 49) When he affirms that if he does not “go for a howl and a dance” it is not for “fine sentiments” but because he has to take care of the steamer (“watch the steering, and circumvent those snags, and get the tin-pot along”), Marlow mentions the same capacity of work to preserve him from being absorbed by the savage surroundings. Consequently, work is for Marlow the only thing that provides him with the “restraint” missed by Kurtz. He explains the saving power of work by observing that “[t]here was surface-truth enough in these things [in work] to save a wiser man.” (p. 52) He adds that he “like[s] what is in the work, - the chance to find yourself. Your own reality – for yourself, not for others – what no other man can ever know. They can only see the mere show, and never can tell what it really means.” (p. 41) Again, when he comes across that book of navigation, he detects in it “a singleness of intention, an honest concern for the right way of going to work, which made these humble pages, thought out so many years ago, luminous with another light than the professional light.” Just like the process of conducting the steamer which prevents him from losing the sense of reality, Marlow feels that the “simple old sailor, with his talk of chains and purchases, made [him] forget the jungle and the pilgrims in a delicious sensation of having come upon something unmistakably real.” He thus affirms that “to leave off reading was like tearing [him]self away from the shelter of an old and solid friendship.” (pp. 54-55)  As a matter of fact, Marlow herein points at the safeguarding power of work and at its capacity for preserving human essence and also “surface reality”, which is the only thing capable of giving meaning to man’s existence. Thus work or duty comes to acquire some religious dimension in Marlow’s narrative. James Clifford observes that, in Conrad’s works, “[l]e devoir était devenu une croyance délibéré, une fidélité consentie à certains aspects de la convention et du travail”.
 
However, Marlow notes that work can also be ridiculous and illusory. In this sense, he frequently refers to the Company’s agents as the “Workers, with a capital” and to the activities performed in the wilderness as “the work”, loading these terms with intense irony. Marlow or Conrad is, however, careful not to support work in its superficial and unquestionable nature. Thus he stresses the fact that the activities that are undertaken in the African jungle are futile and even evil because without personal belief and truthfulness. Conrad is, therefore, for a work based on efficiency, consciousness and devotion. At the same time, this work does not have idealism as its basis―  Kurtz’s initially idealistic practices finally develop into absurd inhuman ones― but stems from humbleness and human simplicity. Similarly, Melville notes that “99 hundreths of all the work done in the world is either foolish and unnecessary, or harmful and wicked”
, herein confirming Conrad’s conviction that work may be a saving notion only if it is effective, useful, virtuous and humble. In this respect, Ishmael affirms that man has “an abounding dignity which has no robed investiture” but may simply be discernible “in the arm that wields a pick or drives a spike” (p. 123).  

MD and HD, in the ethic both put forward in order to resist the blankness and evil of the universe, and also in order to replace the inefficiency of the conventional codes, combine what we have just identified as human solidarity and work into a sort of moral and spiritual belief. This belief takes on so much place in the two narratives, as well as in their other writings, that it may be compared to a religious code. As noted earlier, both human unity and work are associated with some faith and personal belief. It is this faith which summarizes the two narratives view of man’s resistance to the universe and which we have to draw attention to.

In MD, this faith utterly takes the form of a new religion which Eric Verhine calls “a universalistic religion".
 The pillars of this new faith are presented by Ishmael in the first chapters of his narrative when he considers Christianity and Queequeg’s pagan faith. Later, Ishmael’s consideration is enriched by Ahab’s personal attitude towards the Christian faith. As we have already touched on the subject in the previous analysis, we would only note that Ishmael’s new credo establishes that God exists, that doctrines are mere “queer crotchets”, and that the most important thing is not the name of the God or the faith but the act of worship itself (the chapter “His Mark”). The name of one’s religion is unimportant to Ishmael because, for him, God is omnipresent in all men. Thus, in this new religion, people from all doctrines and creeds could “unite”. This is what Ishmael achieves when he joins Queequeg in his idolatrous practice.  

What further characterizes Ishmael’s new faith is reliance on reason, common sense and personal welfare rather than on texts. The eminence of human reason and well being is in fact clear in all Ishmael’s meditations and reasonings. Thus he affirms, for example, that “when a man’s religion becomes really frantic; when it is a positive torment to him; and, in fine, makes this earth of ours an uncomfortable inn to lodge in, then [he] think[s] it high time to take that individual aside and argue the point with him.”
 (p. 98) 

Ishmael further notes that not only reason but also intuition is important in this creed. Thus man should have both a rational thinking and an intuitive and mystical one: “Doubts of all things earthly, and intuitions of some things heavenly; this combination makes neither believer nor infidel, but makes a man who regards them both with equal eye.” (p. 359) Lastly, Ishmael stresses the importance of faith in human nature. In his narrative, he often sings out man’s natural virtues and capacities and especially his innate spirituality. This is even clearer in Melville’s other writings; for instance, in White Jacket (1850), he notes that “[o]ur own hearts are our best prayer-rooms, and the chaplains who can help us most are ourselves”.
        

 While this new faith may appear as an artificial mixture of some Christian beliefs with a number of moral principles, like those of universal brotherhood, sacrifice, work, harmony, well being, moderation, and rational as well as spiritual perception of reality, Melville manages to turn it into concrete life when he chooses to save Ishmael by Queequeg’s coffin-life-buoy at the end of the chase. Thus Ishmael’s salvation is suggested when he is rescued by his “universalistic religion” while all the others, Christians and pagans alike, perish in the final wreck.   

Unlike Melville, Conrad apparently avoids making outspoken religious resolutions. He nonetheless acknowledges that “quelque forme de croyance est indispensable”.
 As a result, Ishmael’s “universalistic religion” has a counterpart in HD which, though less articulate, is nonetheless a similar one. Accordingly, Marlow‘s version of the moral and spiritual creed that should fill man’s inner self is indeed what he calls in Lord Jim the “moral conduct”. Las Vergnas observes that Conrad’s code, present in all his works, may well have been inspired by the sea code which regulates sailors on board ships. Consequently, sea chivalrous ethical principles of fidelity, sacrifice, honor, duty and “good service”, to which the author’s long sea years have intiated him, are very likely to have been translated into his fictional “moral conduct”. 

Several allusions to this “moral conduct” may be found in HD. Marlow explains that in the wilderness, where the different institutions of civilization are absent, “you must fall back on your own innate strength, upon your own capacity for faithfulness.” (p. 70) He defines this sort of “faithfulness” as some “strength” or “faith in your ability for the digging of unostentatious holes to bury the stuff in – your power of devotion, not to yourself but to an obscure, back-breaking business.” (p. 71) While only “faithfulness” in some “back-breaking business” is able to guide white man’s behaviour when far from the conventional laws which work on “civilized” land, Marlow adds that the black man, for his part, can be ruled only by an instinctive power, which Marlow calls “restraint” (p. 60).

It is clear that Marlow’s ideal or at least most appropriate faith, which takes the form of his “moral conduct”, is not as exhaustive as Ishmael’s “universalistic religion”. It lacks Ishmael’s ardent and charismatic conviction. Thus the “moral conduct” which Marlow proposes in HD as an alternative to the inefficient traditional creeds, is a kind of brief code which does not necessarily have the religious aspirations of Ishmael’s new faith. It is meant simply as a kind of policy that is able to allow for the survival of humanity. Marlow’s credo equally aims to give some meaning to man’s existence in the universe, which is possible through combining human solidarity and activities (work) with belief or what he calls the “idea”. He also insists that this “idea” is “not a sentimental pretence but an idea; and an unselfish belief in the idea – something you can set up, and bow down before, and offer a sacrifice to…” (p. 10)

Conclusion        

Both MD and HD express a bitter sense of the meaninglessness of life. A similar sense of emptiness is conveyed in the two writers’ other works. While Melville writes in Pierre: “… perhaps, after all, there is no secret”, that below the “the little lower layer” (MD) there exists “nothing but surface stratified on surface” and virtue and vice may be in the end no more than two “shadows cast from one nothing”, and that, consequently, “[b]y vast pains we mine into the pyramid; by horrible gropings we come to the central room; with joy we espy the sarcophagus; but we lift the lid―an no body is there!―appalingly vacant as vast is the soul of a man!”
; while Melville  makes this observation, Conrad writes in Under Western Eyes that “[p]erhaps life is just that… [a] dream and a fear.” 

 In spite of this general insignificance of man’s existence, of the helpless spiritual and religious situation in which man is placed, of the “inconclusive” nature of the two narrators’ experiences on the one hand; and despite the fact that both writers express a considerable suspicion in the validity of such concepts as faith or morality on the other, both MD and HD also offer an alternative philosophy (or even religion in the case of Ishmael). The essence of this philosophy in both narratives is human dignity and sacredness. It is also faith in the capacity of human solidarity and union, and the power that human work can provide man with some spiritual energy and strength in order to face all the meaninglessness and absurdity that surrounds him. Thus as typical writers of the nineteenth century, both Melville and Conrad were deeply concerned with philosophical, religious and moral issues. They were also concerned with the question of race which is closely related to the philosophical and the moral questions.
Chapter Two:

                    Race

Affinity between Melville and Conrad lies not only in their interest in the racial question, but in their ambiguous and problematic presentation of this subject as well. This affinity should not prevent us, however, from highlighting some significant differences in the treatment of this issue. What strikes most in Melville and Conrad’s treatment of the racial issue is the diversity of races and origins which characterizes all their writings. A most obvious instance of this is the important racial diversity which is presented on board the Pequod in MD as well as the Patna in Conrad’s Lord Jim. While the crew of the Pequod is said to be chiefly made up by Isolatoes “from all the isles of the sea, and all the ends of the earth” (p. 128), an English sailor (Jim) serves on the Patna; a ship commanded by a German, chartered by an Arab and owned by a Chinese. HD too suggests this racial or cultural diversity, as it includes not only the white and the black races, but a variety of white nations as well. Thus Marlow, most probably an English man, is appointed in the unnamed Belgian company. He arrives to the African coast on a French steamer. In the jungle he meets Kurtz, whose mother was half-English and his father half-French. He also meets the Russian Harlequin. 

This ethnic diversity in the two narratives reflects the two writers’ earnest concern with the racial issue as well as the large scope through which both of them consider the various subjects discussed in their writing. This diversity may equally give birth to some problematic assessment of race in both MD and HD and which the present chapter proposes to analyze. We shall first analyze the representation of the non-white characters as symbolizing brutal force, evil and the fool. By contrast, we shall notice that the white characters are treated not as groups but as individuals, and are approached with much depth and earnestness. We shall then identify the two narratives’ divergent presentation of Oriental culture to which both hero and narrator escape because of the sterility of their own culture. In this respect, we shall focus on the notions of Primitivism and Exoticism as respective versions of Ishmael’s and Marlow’s escapes from their native cultures.    
A- Racial Representation in MD and HD
The main representations of race provided by the two narratives consist of white characters and non-white or black characters. In MD as in HD, although characterization does not exactly correspond to those two racial groups, one can nonetheless perceive that the treatment of the different figures follows this division. 
William Ellery Sedgwick observes that the crew of the Pequod “has a compact animal or instinctive integrity which gives them a strength that Starbuck lacks, and which sets them off from the slack vulgarity of Stubb and Flask.”
 Indeed, the crew in MD is often presented through animal imagery. While it is said to be composed of all the races of the earth (whites and non-whites), it is most obviously meant to represent the non-white group as it is headed by the three black harpooners, Queequeg, a cannibal from the South Seas, Dagoo, “a gigantic, coal-black negro-savage”, and Tashtego, an unmixed Indian from Gay Head on Martha’s Vineyard.

A-1- The Non-White as Beast, Devil and Fool
Ahab describes the crew as “Turkish cheeks of spotted tawn”, “Pagan leopards―the unrecking and unworshipping things, that live; and seek, and give no reasons for the torrid life they feel!” (p. 167) More than the other crew members, the three harpooners, in Ahab’s as well as Ishmael’s eyes, stand for an animal-like physical force. In spite of the long and passionate passages in which Ishmael stresses Queequeg’s humanity, “civility” (p. 45) and sociability, there are some instances in which he emphasizes the animal aspect of his friend as well. Thus he remarks that when Queequeg woke up, he “drew back his arm, [and] shook himself all over like a Newfoundland dog just from the water” (p. 45). Seeing him actually in water, Ishmael uses again the simile of the dog (used by Marlow too in his description of the Helmsman) observing that Queequeg was “swimming like a dog” (p. 75). The other two harpooners, too, are described through animal images. Whereas Dagoo is said to have a “lion-like tread” and to be “erect as a giraffe” (p. 127), Ishmael observes that Tashtego was as “[n]imble as a cat” (p. 329). In addition, Ishmael emphasizes the physical difference between the white and non-white characters. He notes that “a white man standing before [Dagoo] seemed a white flag come to beg truce of a fortress” and that Flask “looked like a chess-man beside him.” In the same instance, Ishmael concludes that, as in all other fields (“the American army and military and merchant navies, and the engineering forces employed in the construction of the American canals and Railroads”), in the American whale fishery “the native American liberally provides the brains, the rest of the world as generously supplying the muscles.” (p. 127) 

Thus brutal physical force is one of the ways through which the non-white group is presented in Ishmael’s narrative. The crew is consequently used as the engine of the Pequod, while the three black harpooneers act as Ahab’s arms. Moreover, even if Ishmael seems in some instances to confer to this physical energy a natural and pure quality, this association of the non-white group with physical force is not always innocent for it is also evil in Ishmael’s narrative.
The black characters in MD represent brutal force and animal-like muteness. While Ishmael is allowed several opportunities to discover Queequeg’s faith, habits and even origins (as he presents us with a whole chapter, Biographical, about the latter’s origins), Queequeg, for his part, is very far from being curious about the religion or culture of his friend. Queequeg, in this sense, lacks involvement in Ahab’s voyage, i.e. he lacks what E. M Forster calls “roundness”.
 Although there is a physical involvement on his part, besides the paramount symbolical importance Ishmael gives to him, Queequeg’s character still does not grow through out the narrative. Moreover, he is not an interlocutor (who has a voice), especially if compared to Starbuck who is able to clearly formulate his philosophy through his own voice. Queequeg, consequently, may be described, to use Forster’s terminology, as a “flat character”, as a character who, despite the symbolical and ideological significance conferred to him, remains, technically speaking, a minor character. He is unable to express his views and his standpoint in relation to the unfolding tragedy in his own voice. While Starbuck and even Stubb and Flask are allowed to make personal comments on Ahab’s quest, Queequeg is prevented from any commentary on the point.

   Fleece, the black cook in MD, is another instance of non-white  inarticulateness or muteness. Forced by Stubb (the second mate on the Pequod) to speak to the sharks who annoyed him with their noise, Fleece makes a genuine preaching about man’s natural voraciousness. The cook’s discourse has the resonance of a Christian one, yet it presents other values. One can notice that the black cook, just like Queequeg, does not make that genuine preaching out of his own will, but needs Stubb, the white Christian, in order to deliver it. If Stubb had not been annoyed by the sharks’ noise, there would have been no preaching, and the black cook’s philosophical exposition of his own views related to the nature of man and the universe– which constitutes the main theme of the narrative− would never have been expressed to us. Thus, in spite of making of Fleece and Queequeg representatives of some primitive peaceful attitude, Melville’s narrative sustains the long Western tradition of representing the Other as a voiceless and unthinking stereotype. Thus the black cook’s voice is not a deliberate, independent or autonomous one, but a kind of a sub-voice, of a voice hidden by the white man’s.   

     A similar, if not stronger, case of inarticulateness may be recognized in the other two black harpooneers, Tashtego and Dagoo. Indeed, their two characters are not treated with any depth (pp. 126-127). If Queequeg is made to embody a “voiceless”, though consistent, philosophy, as we shall see later, these two characters seem to have no voice (as they make no statements, except for some brief, inconsequential and often senseless reflections) and to embody no philosophy at all. Their significance consists of their physical participation in the voyage: their presence may be explained, as Baird remarks,
 by Melville’s sole desire to maintain a symbolical trinity in the narrative.     
As we shall see in the analysis of characters, the crew, (which is made up of nearly all races, but chiefly the non-white), is also made to suggest some evil chorus. This is especially obvious in its easy adherence to Ahab’s mad chase (it “aboundingly responded to the old man’s ire” as if by “evil magic”, p. 188). More than the crew, the three black harpooners are visibly linked to evil. Ishmael observes that they had “a certain magnetism shot into their congenial hearts from inflexible Ahab” (p. 486). Ahab calls them “my sweet cardinals” and “pagan kinsmen”, herein suggesting that the three harpooneers are not only a physical but also a spiritual and evil force. In this respect, “the monomaniac old man seemed distrustful of his crew’s fidelity; at least, of nearly all except the pagan harpooneers” (p. 502). In addition to this, the three harpooneers are often involved in hellish scenes. In his narrative, Ishmael describes one strange happening that occurs to him on board the Pequod. When he is in the act of guiding the ship on the sea, Ishmael is caught into a hellish drowsiness that nearly makes him lose the ship’s control. While looking at the three harpooners who, as they “narrated their unholy adventures, their tales of terror told in words of mirth” and “wildly gesticulated with their huge pronged forks and dippers” when stirring up the burning try-works, resembled some devils igniting hell’s flames. The scene itself clearly suggests hell. Thus the harpooners are compared to demons feeding the “capricious emblazonings” of the ship which “groaned and dived, and yet steadfastly shot her red hell further and further into the blackness of the sea”. The hellish nature of the scene is confirmed by Ishmael being suddenly struck by some strange vision, and unable to see anything but “a jet gloom […] made ghastly by flashes of redness.” (p. 404) Non-white characters are made to suggest evil and diabolism in many other instances. The three black harpooneers’ blood is used to temper Ahab’s special harpoon in the name of the devil (p. 462). Thus, the black blood, which is the emblem or the essence of the black race, is suggested as related to the devil. The black race is consequently clearly associated with evil and inhumanity. In a similar incident, Marlow cannot bear his shoes because full with the black Helmsman’s blood, a fact which suggests that he is repelled by the black race. In MD, Ishmael emphasizes the idea of the devilish nature of the black race and observes that
[r]elieved against the ghostly light, the gigantic jet negro, Dagoo, loomed up to thrice his real stature, and seemed the black cloud from which the thunder had come. The parted mouth of Tashtego revealed his shark-white teeth, which strangely gleamed as if they too had been tipped by corposants; while lit up by the preternatural light, Queequeg’s tattooing burned like Satanic blue flames on his body. (p. 475)

Like his black fellows in MD, the “tiger-yellow”– complexioned Parsee fortune teller is presented as the dark and evil spirit of the voyage. This character, which may be compared to a devil for his gratuitous and inhuman malevolence, is said to belong to “a race notorious for a certain diabolism of subtilty” (p. 216). Ishmael describes him as having “a white tooth evilly protruding from its steel-like lips”. He and his four companions had a tiger-yellow complexion peculiar to that race “notorious for a certain diabolism of subtilty, and by some honest white mariners supposed to be the paid spies and secrete confidential agents on the water of the devil, their lord…” (p. 216). He is even suggested to be the devil himself in many instances; Stubb supposes that he is “the devil in disguise” (p. 315). This is further highlighted by Ishmael’s frequent associations of Fedallah with fire. When the special harpoon that Ahab orders to be made is forged by the blacksmith, and the forge is shooting up its intense straight flame, the Parsee passes silently, and bows over his head towards the fire, seeming thus to be “invoking some curse or some blessing on the toil.” (p. 461) Again, when a thunder strikes the ship and some fire catches it, the Parsee kneels in Ahab’s front beneath the doubloon and the flame (p. 476). Moreover, his cruelty stems from the fact that he relentlessly assists ferocious Ahab in his horrific plan to kill the white whale. 
Thus, while the black characters allude to depraved physical energy, the Parsee is definitely viewed in the narrative as the essential evil spirit accompanying Ahab in his chase. Like all the other non-white characters, the Parsee is not allowed to comment on the voyage. Every scene in which he appears he is silent and suggests a mysterious and supernatural malice. His existence, it is actually hinted, is improbable. The only instance where the Parsee is allowed to speak is when he makes that prophesy about Ahab’s death, reminding us thus of that black boy in HD who announces, in a tone of “scathing contempt”, that “Mistah Kurtz – he dead.” (p. 100)        

Animal imagery and hellish or evil associations are combined with the derision that sometimes colors Ishmael’s attitude to the non-white figures in his narrative. One instance of this may be found in his dealing with Queequeg’s religious practices in the first chapters (“The Ramadan”, for instance). In this instance, Ishmael, although showing great effort at understanding and accepting the faith of the other, is unable to conceal his disparaging attitude towards the habits of Queequeg. Although he finally affirms that men are free to worship whatever they wish and succeeds in accepting Queequeg’s belief, there is nonetheless a note of derision and superiority in his assessments. As noted earlier, mockery can also be sensed when he is allowed to “understand” and “accept” Queequeg’s “comical” faith, while the latter is deprived of the privilege of discovering and pondering on the former’s religion. Queequeg looks, in this sense, more like some unknown species of creature that Ishmael attempts to discover than as a full individual able to learn about others’ religions. The same attitude may be inferred from the scene showing Queequeg about to die (“Queequeg in His Coffin”). Here again, although Ishmael loads the scene with deep spiritual considerations, one cannot miss the sarcastic tone of this scene. He notes that “the tattooed savage was crawling about amid that dampness and slime like a green spotted lizard at the bottom of a well.” (p. 451). Apart from Ishmael’s inferred mocking in his description of Queequeg’s ritualistic proceedings to prepare his coffin, what makes the scene sarcastic, rather than spiritual, is the fact that Queequeg finally does not die. Thus, the long and detailed proceedings, which the “savage” had undertaken with considerable effort, seem to have a mere instructive or even entertaining purpose in the narrative.

As said earlier, although Ishmael’s intention in MD seems essentially to emphasize the non-white characters as pure, peaceful and innocent ones, they nonetheless also suggest simple animal physical force and evil. They are equally made to provide the narrative with instructive but also entertaining material which makes for the “light” aspect of Ishmael’s adventure. In other words, the tragic and morose part of Ishmael’s voyage, which is mainly fed by Ahab’s chase, is meant to be slightly alleviated by some light-hearted and colorful considerations related to the pagan non-white figures.
What we have attempted to stress so far is the discrepancy in the presentation and treatment of characters in MD. This disparity, which corresponds to the racial difference of these characters, lies mainly in the apparent, even if unintentional denigrating portrayal of the non-white characters, in the unequal quality of expression conveyed to the two racial groups and also in the unbalanced attitude of the narrator to the different figures belonging to these groups. A similar and even more explicitly critical treatment of non-white characters may be identified in HD.
Animal imagery is also easily detected and perhaps more explicitly rendered in the portrayal of the black natives in Marlow’s narrative. Interestingly, just as Ishmael compares Queequeg to a dog, Marlow feels that the Helmsman looks like “a dog in a parody of breeches and a feather hat, walking on his hind legs.” (p. 52) Comparing Queequeg and the Helmsman to a dog may allude not so much to their savageness as to their fidelity and helpfulness, but this does not exclude the disparaging hints. Ishmael notes that his friend “would gladly die for [him]” (p. 67) while Marlow misses his “helmsman because he steered for [him]” (p. 73). Marlow observes: “That fool-helmsman, his hands on the spokes, was lifting his knees high, stamping his feet, champing his mouth, like a reined-in horse.” (p. 64) The simile aims at sarcasm but also at portraying the Helmsman as a physical force just like Queequeg. His importance for Marlow comes thus from his being “a help – an instrument” (p. 73). This is even clearer with the other natives who are described as having “bone, muscle, a wild vitality, an immense energy of movement”. They were thus “a great comfort to look at” (p. 20). However, while Ishmael’s associating the black harpooneers to the animal world suggests authentic physical force and natural purity and innocence (though causing a denigrating effect), Marlow’s comparing the natives to animals undermines their humanity. He remarks that the worst of it was “this suspicion of their not being inhuman” (p. 51).

Like the non-white characters in MD, the black natives in HD are associated to evil. A clear hellish atmosphere is sensed in the grove of death when the dying slaves are portrayed as phantoms. When Marlow describes the natives in terms of “a burst of yells, a whirl of black limbs, a mass of hands clapping, of feet stamping, of bodies swaying, of eyes rolling”, he uses not only animal imagery but  also builds up a nightmarish atmosphere. Hell is also conjured up when Marlow calls the Helmsman “the poor devil” and the natives “obedient worshippers”. Moreover, like Ishmael who stresses the remarkable response of the three harpooneers to Ahab, which sets them apart from the other members, Marlow draws attention to the difference between the black natives’ reaction to an unknown part of the wilderness and the whites’. He observes that “[i]t was curious to see the contrast of expressions of the white men and of the black fellows of our crew who were as much strangers to that part of the river as we”. While the whites had “a curious look of being painfully shocked”, the black men’s “faces were naturally quiet” (p. 57).  

In addition to this, what has been identified in Ishmael’s narrative as a mocking or overtly sarcastic attitude towards non-white characters may also be identified in Marlow’s narrative. To select just brief instances of this, we would only refer to Marlow’s calling the Helmsman “an improved specimen” besides comparing him to a dog with a feather hat. The same sarcastic treatment is clearly discernible in the portrayal of the natives whose faces are seen by Marlow as “grotesque masques” (p. 20). Moreover, the non-white evil is different from the white one in its (the African jungle’s) capacity to subvert moral ideals into evil ones, as has been noted by Chinua Achebe in his article about Conrad’s “racism”.
 Black characters in HD are consequently made to express mysterious evil and are presented as naturally or biologically different from the whites. 
A-2- The White Man: a Tragic Individual Hero
The white characters stand in clear opposition to the non-white figures. As shall be noted in our analysis of characters, the most striking divergence in the treatment of non-white and white characters is that while the first group is viewed as a crowd or a mob, the second consists of autonomous individuals. Moreover, while the three harpooneers and the Parsee are associated with unnatural physical energy and to evil, and are portrayed as mute figures, white characters are treated differently. First, Ahab, the leader of the “ill voyage” is portrayed as a tragic hero, as will be explained subsequently. Although Ishmael often expresses his disagreement with his philosophy, Ahab’s character is clearly treated with considerable depth and earnestness which significantly contrast with the superficial handling of the non-white characters. A similar earnestness and depth may be noted in the treatment of Starbuck who is definitely suggested as Ahab’s counterpart. Whereas Stubb and Flask are handled with irony and sarcasm, they are nonetheless able to freely express themselves in several instances in the narrative which places them above the non-white characters. In HD, one may notice a difference between the white characters and the natives. The difference lies in the capacity of the former group to “speak”, to express itself through human language, while meaning can only be grasped in the second group through long meditation and decoding of some “violent babble of uncouth sounds” (p. 27) or “short, grunting phrases” (p. 59).
This analysis aims thus at highlighting the similarity that is revealed in both narratives in relation to racial representations, and which discloses mainly the two narrators’ critical treatment of the non-white race. This treatment is characterized by a denigrating attitude towards colored characters, associating them to inferior beings not only through animal and hellish imagery, but also by depriving them from the attribute of speech or autonomous verbal communication in the two narratives. However, important clarifications should be made within the same discussion. These clarifications are related to the fundamental and ultimate idea that the two narratives, and the two writers as well, convey about the racial diversity treated in both novels.

B- Two Different Views of Oriental Culture: Acceptance versus Rejection
In spite of the critical representation of the non-white race just identified in MD, the most important idea in MD and the most common evaluation made by critics in relation to this subject is that Ishmael’s narrative rehabilitates the non-white culture. This culture, which James Baird calls “Oriental” culture, i.e. the culture which belongs mainly to Oceania (especially Polynesia which Melville is very familiar with) and Asia,
 is suggested in MD not only as a valid one but as an alternative to the Occidental (white Christian Anglo-Saxon) culture. In this respect, Ishmael’s relationship with Queequeg is central to this idea.

The importance and significance of this relationship is announced at the very beginning of the narrative. Approximately, ten chapters among the first twenty opening chapters are devoted to Ishmael’s friendship with Queequeg. These chapters convey the necessity of accepting the other even if he has a different physical appearance than ours. Thus Ishmael affirms that “a man can be honest in any skin” (p. 39) and that it is sometimes “[b]etter to sleep with a sober cannibal than a drunken Christian” (p. 41). As he comes to realize Queequeg’s humanity (“the man’s a human being as I am: he has just as much reason to fear me, as I have to be afraid of him”, p. 43), he concludes that “[i]gnorance is the parent of fear” (p. 40). Moreover, Ishmael shows that cannibals or non-white savages could possess qualities commonly thought to be those of the civilized. He notes thus that “the truth is, these savages have an innate sense of delicacy, say what you will; it is marvelous how essentially polite they are.” (p. 45) Savages are human, polite but also “dignified”. Thus “Queequeg was George Washington cannibalistically developed” (p. 65), while Dagoo had a “barbaric majesty” (p. 221). Ishmael attempts to give flesh to those first evaluations of his friend by devoting a whole chapter to the origins of Queequeg entitling it Biographical. Queequeg is thus deemed a human being with parents and belonging to a community that has a traceable origin. Ishmael even stresses the fact that Queequeg has not only a recognizable but also a royal lineage: “His father was a High Chief; whereas on the maternal side, he boasted aunts who were the wives of unconquerable warriors.” (p. 70) Again, in a sincere endeavor to lay emphasis on the cannibal’s personality and identity, Ishmael or Melville even displays Queequeg’s signature, which he uses to register on the Pequod, on the text of the chapter: “His Mark”.  

   Ishmael stresses, in those chapters, Queequeg’s humanity, civility, and identity as well as the necessity of equal exchange between races. These are the same features which Marlow’s narrative clearly denies in its treatment of the African natives, as is explained by Achebe. Achebe observes that, while HD portrays an unnatural inhuman group of black phantoms spending their time screaming, jumping or simply dying, in other words as creatures without social customs and without a history, the natives who lived in that area of Africa had actually a name: the Fang people. Achebe notes also that these people had a culture too, since they were “among the world’s greatest masters of the sculptured form”.

There are thus substantial divergences between MD and HD in terms of racial issue. Melville’s work, although indirectly demeaning the black race, clearly goes beyond racial boundaries by recognizing and highlighting the existence of a human and social identity in communities living far from “civilization”. Conrad’s narrative, on the other hand, seems to stop at surface considerations related to racial diversity. However, and beyond those rather simplistic observations, the point where MD actually parts from HD in relation to the racial problem is that the former assumes that the non-white pagan “uncivilized” or “Oriental” culture could be an alternative to the spiritless and sterile white Anglo-Saxon Christian culture, whereas the latter suggests that the African jungle as well as its natives can only subvert white men. But before getting deeper into the fundamental differences between the two narratives’ vision of the non-white race, we would like first to go to the root of this central and even obsessive concern with racial difference presented in MD and HD as well as in all the two writers’ works and which is the sterility of the central characters’ own culture (or race).             
C- From Western Cultural Failure to Wilderness
As will be proposed in the subsequent chapters, what propels the two narrators to leave their lands and launch into adventures that lead them to the remotest places of the earth is some profound spiritual and religious unrest within their own cultures; an unrest which James Baird calls “cultural failure”. Baird notes that “cultural failure means the loss of a regnant and commending authority in religious symbolism, since religion is here understood as the ultimately effective symbolic authority in the total culture of a race.”
 He explains that this cultural impoverishment gives rise to a need to escape towards other and different cultures which generally belong to the Orient (Oceanic and Asiatic cultures mainly). Baird adds that while this cultural failure impels to “[t]he return to the Orient [which] is the imagined return to the source of religion” (p. 16), it “might as well prompt the search for expedients in the Congo” (p. 29). Thus both Ishmael and Marlow’s voyages are in a way acts of escape from a sterile white Occidental Christian culture or “civilization” (as will be discussed subsequently in this study
) to some Oriental or African pagan culture represented through savagery. Consequently, both in MD and HD, cultural failure is particularly recognizable as it presents civilization and savagery in terms of white race and non-white race, respectively. In both narratives, civilization is approached from a noticeable critical standpoint but under two different lights as well. 

In MD, although Ahab’s voyage, which may be seen as another escape from civilization (besides Ishmael’s), finally leads to destruction, several instances in the narrative suggest that while civilization is commonly thought to be superior to savagery, the two states may not be so different. Queequeg, the savage cannibal, has no “civilized hypocrisies” (p. 66), but he is also very polite, civil and sociable. In addition, savagery is not a condition peculiar to those born far from civilized land, but simply a way of life that may be adopted at any stage in one’s life. Ishmael observes that “[l]ong exile from Christendom and civilization inevitably restores a man to that condition in which God placed him, i.e., what is called savagery”. Consequently, the “true whale-hunter is as much a savage as an Iroquois.” (p. 267) Savagery, therefore, is not peculiar to a given race, since it can be part of the lives of all men. Moreover, while civilization is praised for its sophisticated material production and its knowledge, savagery too may be a source of inspiration and creativity. Ishmael observes that “one of the peculiar characteristics of the savage in his domestic hours, is his wonderful patience of industry. An ancient Hawaiian war-club or spear paddle, in its full multiplicity and elaboration of carving, is as great a trophy of human perseverance as a Latin Lexicon.” (p. 267)

Savagery which is generally believed to be a typical feature of communities living far from civilization― a feature which makes these communities appear inferior to civilized ones― becomes, in Ishmael’s narrative, a natural, innate and universal attribute. This is what the black cook’s preaching expresses when referring to the natural voraciousness of all creatures in their struggle for existence (p. 288). This is equally suggested by Ishmael’s image in which he compares the wilderness of nature to the internal wilderness of man (p. 270). Cannibalism too, which is one of the features of savagery, is, in Ishmael’s narrative, a universal and natural condition of all men: “Cannibals? Who’s not a cannibal? I tell you it will be more tolerable for the Fejee that salted down a lean missionary in his cellar against a coming famine; it will be more tolerable for that provident Fejee, I say, in the day of judgement, than for thee, civilized and enlightened gourmand, who nailest geese to the ground and feastest on their blotted livers in thy paté-de-foie-gras.” (p. 293)

Melville’s revolutionary ideas about savagery are not only confined to MD. In Typee (1864) and Omoo (1847), for instance, he pictures the civilization which Europe and America had brought to Polynesia as a rapacious and destructive force, unnatural in its vices, and rigid and sterile in its virtues. Western civilization is again suggested, in his other works, as the root cause of horrifying situations which are conventionally attributed to savagery. Civilization is thus shown to be fundamentally based on uncivil principles, which are also at the basis of human nature. In Israel Potter (1855), “savage” Paul Jones prowls the floor of Franklin’s Paris apartment keeping his “thorough-bred-savage” mark. Melville pictures this encounter of civilization with savagery by noting that: “at midnight, the heart of the metropolis of modern civilization was secretly trod by this jaunty barbarian in broadcloth; a sort of prophetical ghost, glimmering in anticipation … of those tragic scenes of the French Revolution which levelled the exquisite refinement of Paris with the bloodthirsty ferocity of Borneo; showing that broaches and finger rings, not less than rose-rings and tattooing, are tokens of the primeval savageness which ever slumbers in human kind, civilized or uncivilized.”

These ideas about civilization and savagery have been in fact nurtured by Melville’s personal experience on board the ships he served, by some European countries he had been to and by the different savage isles which he had the opportunity to visit. Van Whyk Brooks draws attention to the fact that the atrocities and suffering that Melville witnessed both in Liverpool and on board some ships, where floggings, murder, suicide and syphilis raged among the sailors, provoked in him a tragic sense of life. Brooks notes that “all this barbarity of civilization, its vices and cruelties of every kind, had made the savages seem all the more admirable in contrast. He saw them innocent and happy in the light of the baseness of the inmates of ships, those sons of adversity and calamity, the offspring of sin, and no wonder they impressed him as amiable, delightful, humane…”
 

Melville’s fascination with savagery or with what Baird calls Oriental culture may also be discerned in his non-fictional writings. Having read Parkman’s Oregon Trail, he objected, in a review to The Literary World (March 31st, 1849), to the historian’s contempt for the American Indian: “It is too often the case, that civilized beings sojourning among savages soon come to regard them with disdain and contempt. But though in many cases this feeling is almost natural, it is not defensible; and it is wholly wrong”. Melville further explains that “[w]hen we affect to condemn savages, we should remember that by so doing we asperse our own progenitors; for they were savages also.” He wonders, then: “Who can swear, that among the naked British barbarians sent to Rome to be stared at more than 1500 years ago, the ancestor of Bacon might not have been found?”,
 echoing thus a strikingly similar argument stated in HD, when Marlow interjects to the idea that Britain has long been a civilized land and meditates upon “very old times, when the Romans first came here [to England], nineteen hundred years ago…” (p. 08). 

Conrad’s ideas about civilization and savagery both agree and clash with Melville’s. In HD, civilization is indeed put under a critical light. Marlow’s description of the city, both before his departure and after it, clearly reveals his antipathy with that central emblem of civilization.
 He also expresses his disagreement with some of the fundamental principles of European civilization when he condemns the negative effects of the imperial enterprise (as we shall see in the subsequent chapter). Thus there is an obvious disapproval with the functioning of European civilization in HD. 
Like Melville, Conrad further recognizes the innate savage nature of man in his narrative. After describing the African jungle’s natives with their “monstrous” and “horrid” gestures and sounds, Marlow, even if sadly, recognizes their “humanity”. He also affirms that one has to be “man enough” in order to admit that the civilized man possessed “just the faintest trace of a response to the terrible frankness of that [savage] noise, a dim suspicion of there being a meaning in it” which this civilized man, “so remote from the night of first ages – could comprehend.” (p. 51) Marlow then explains the civilized man’s capacity for comprehending savage behaviour by noting that “[t]he mind of man is capable of anything – because every thing is in it, all the past as well as all the future.” (p. 52) Marlow adds that he himself felt the bewitching call of savage nature and that if he had enough time, he could have gone ashore “for a howl and a dance” (p. 52). Like Ishmael, Marlow implies, in his meditation upon human hunger, that cannibalism is related to man’s instinctive nature. All moral principles are consequently meaningless before this human need. Disgust, patience, fear, superstition and beliefs, Marlow observes, “are less than chaff in a breeze” in front of hunger (p. 60).        
However, we should also stress the fact that Marlow’s narrative, unlike Ishmael’s, does not agree with savagery as a possible alternative to sophisticated life. Even if there are some instances in the narrative where Marlow shows some admiration for cannibals’ life, such as when he praises their self-restraint or when he draws attention to their physical energy and their efficiency, he nonetheless makes it clear that the white man can never adopt savage life. Kurtz’s disintegration in the African jungle is clearly a case of the danger of embracing savagery. In this sense, what HD suggests is that savages should remain in their specific environment. Marlow only admires the cannibals when they are “in their place” (p. 49). He also affirms that the merit of civilization is that it is able to preserve man from his innate savagery (p. 70). In order to accurately highlight this difference of vision, we may resort to Baird’s interesting distinction between the literary (and philosophical) reactions to what he has identified as a cultural failure in Western writing. In this respect, we shall refer to the concepts of “primitivism” and “exoticism” which correspond, respectively, to Melville’s and Conrad’s artistic and ideological views and which we shall develop hereafter.                       
D- Primitivism and Exoticism as Two Different Responses to Cultural Failure
In his study of Melville’s symbolism, entitled Ishmael
, James Baird affirms that the cultural impoverishment of the Anglo-Saxon Christian culture and symbolism has given rise to different artistic responses. In this sense, he is careful to distinguish between these responses which may sometimes appear very similar. He asserts, for example, that while Melville and Rousseau’s arts may both exhibit a symbolism which can be described as “primitivist”, the essential of their two artistic visions is definitely dissimilar. While Rousseau’s (and Chateaubriand’s) academic primitivism is essentially “an idea”, i.e. “an art, referential to exterior states of the primitive”, Melville’s primitivism is a “sentient expression of religious emotion conceptualized”, in other words, “an art, symbolic of primitive feeling”.
 

Baird equally distinguishes between “genuine” or “existential” primitivism, which is at the core of Melville’s art, and exoticism, as a “secondary” form of primitivism. The latter form may be found in such works as Jack London’s (The Call of the Wild (1903), White Fang (1906)). This distinction between those two forms of art (and ideology) seems to be exactly what differentiates between Melville and Conrad in relation to the treatment of the racial issue in MD and HD, respectively. Thus Baird defines Melville’s existential primitivism as “a mode of feeling which exchanges for traditional Christian symbols a new symbolic idiom referring to Oriental cultures of both Oceania and Asia” (p06). In other words, primitivism impels the artist to wholly embrace the religious and spiritual meaning of Oriental symbols and culture and to create new symbols in order to replace those belonging to his own culture. 
Exoticism, on the other hand, “shares in a universal awareness of cultural failure through its exhibited fondness for distant and unknown cultures. It demonstrates satiety with the near and familiar backgrounds, be they as actual as the profile of London from Westminster Bridge or the architectural panoply of the Tuileries and the Louvre…” (p. 35) The exoticist, in this respect, shares with the primitivist his escape from his own culture. However, while the former undergoes a genuine process of symbolic and cultural rejection, creation and substitution, the latter only exhibits in his art “a capricious appetite for exotic flavour, most frequently for the strangeness of “primitive” Oriental grace and color.” Baird adds that exoticism can consequently be described as “technical (and secondary) primitivism” and that “[b]y some anaesthesia, which would have to be defined in terms of psychology, its member creators are able to escape the moral vortex where the true primitivist is made.” As a result, exoticists’ “legacy to the Western world is a symbolism of nostalgic themes pointing to exotic distance.” (p. 35) Baird stresses again this difference between the two arts by affirming that the primitivist is a “maker of life-symbols” who “has grasped the implications of cultural failure and has acquired an autotype of personal experience sufficient to create a symbolic compensation for this failure”. As for the “typical exoticist”, he “has neither full sensitivity to cultural impoverishment nor uniqueness of emotive experience actually located at great distance from his environment.” (p. 36)

In no other work does Melville’s primitivism appear more clearly than in MD. The substitution of the failing white Christian culture is obvious in Ishmael’s sacred friendship with Queequeg, who is, according to Baird, the symbol of the “ideal wise man” who stands in clear contrast with the monomaniacal Ahab. Thus Ishmael pictures Queequeg as a self-possessed and patient man, “entirely at his ease; preserving the utmost serenity; content with his own companionship; always equal to himself.” (p. 66) Queequeg is also viewed as a saviour, when he rescues a white man when sailing with Ishmael on a schooner to Nantucket. He indirectly saves Ishmael with his coffin-life-buoy which, being decorated with symbols of Queequeg’s native culture, is itself an important sacred symbol. Ishmael makes of the South Sea cannibal a representative of this Oriental culture which he completely embraces when he describes his tattoos, which were like “hieroglyphic marks […] written out on his body [as] a complete theory of the heavens and the earth, and a mystical treatise on the art of attaining truth.” (p. 455) The black boy, Pip, is another image of this innocent and peaceful Oriental culture. Ishmael observes that “this little black was brilliant, for even blackness has its brilliancy; behold yon lustrous ebony, panelled in kings’ cabinets.” (p. 394) More significantly, Ahab first sees in Pip a releasing humanity: “thou art too curing to my malady” (p. 498); and a sacred company: “I feel prouder leading thee by thy black hand, than though I grasped an Emperor’s!” The spiritual significance of this relationship is confirmed when Ahab is doomed to destruction when he severs it.

In numerous instances, Ishmael stresses the spiritual and sacred bond which unites him with Queequeg. He is thus happy to affirm that the black cannibal is his “twin brother”. By contrast, Marlow is scared at the idea that the African cannibal may be as human as him. All he can see in the Helmsman is some grotesque “improved specimen”. While Ishmael is overtly proud of his “twin brother”, Marlow is very awkward and embarrassed to recognize that he misses his Helmsman, justifying his feeling by the “subtle bond” which formed between him and the black man; a bond stemming essentially from the Helmsman’s professional efficiency (he was just a “help”, “an instrument”). In addition to this, while Ishmael affirms that Queequeg is definitely polite, civil and self-possessed, Marlow indeed suspects the African cannibals to have “some kind of primitive honour”, but prefers to regard it as “an unfathomable enigma” (p. 60).

Drawing attention to Conrad’s exoticist representation of the black man as opposed to Melville’s primitivist representation, Baird points out that Conrad’s Singleton, in The Nigger of the Narcissus, “resembles a savage patriarch; Melville’s Queequeg, in the realm of the symbolist feeling, is this man of wisdom, the incarnation of barbarian serenity.” (p. 230)

What makes of Melville a primitivist and of Conrad an exoticist is that the “bond of brother hood” of the former is only a “distant kinship” for the latter. The “twin brother” of the former is only “an instrument” for the latter. In other words, Melville’s response to the cultural impoverishment of Western civilization is to escape to some Oriental land, to be totally integrated in its culture and to create new symbols, i.e. a new culture from the Oriental material he internalizes. On the other hand, Conrad expresses his unrest with the same deficiencies in the Western culture which irritate Melville by escaping, too, to non-Western spaces. He is, however, content to glance briefly at this foreign culture and never embraces it as Melville does. Thus Baird remarks that “Ishmael, a symbol of symbols”, escapes from ruin by making a “perilous and chartless voyage. He seeks the distant and the strange, even as the exoticist. But he is the actor and the doer, playing part as an artist among a mixed company of fugitives to the Orient. He alone is the artist who dares to make new symbols to describe the relationship to God.” (p. 50) By contrast, Marlow makes the same voyage, but comes back to the city with nothing but some “horrible” souvenirs from the African “heart of darkness”. To put it differently, while Ishmael merrily accepts to share his bed with Queequeg and to participate with him in his idolatrous act, Marlow never goes “ashore for a howl and a dance”.             

Although MD and HD may appear similar in their treatment of the racial issue in the light of what has been presented in the beginning of this chapter (i.e. through the denigrating portrayal of non-white characters), there is nonetheless a substantial difference between the two narratives’ essential ideology in relation to race, civilization and savagery. This difference reveals in fact the discrepancy between the two writers’ world visions. While Melville sees in the primitive life (associated with Oriental races) a possible alternative to the sterile Western civilization, Conrad only sees in it an evilly vacant and subverting energy that should neither be understood nor modified but only avoided. In Baird’s words, Conrad affirms that “surrender to the primitive becomes the tragic loss of soul”. Thus “Conrad affirms the values of established society; these Melville denies, substituting for them the simplicity of primitive existence and the ideal of incorruptible innocence.” (p. 126)

According to Baird, this fundamental difference between the two writers is justified by Melville’s high religious and artistic imagination which is opposed by Conrad’s “symbolic limitations”, which is probably true. He also mentions the argument of Conrad’s “profound allegiance to European civilization” (p. 126), which seems to be more reasonable than the first argument. However, while Melville is believed to be a primitivist, i.e. to have entirely embraced Oriental culture, his works as well as his private life display nonetheless some ambiguity of which a word must be said.
E- Ambivalence in Melville
Brooks observes that although Melville definitely admired the savage life of the Polynesians and the Typees whom he knew personally, it is nonetheless important to note that he “eluded attempts to tattoo himself and escaped by a desperate ruse from the embrace of the Typees”. Brooks also remarks that despite his condemnation of the destructive impact that civilization has on savage life, Melville did not criticize civilization in itself.
 Similarly, Holbrook Jackson affirms, in an article entitled “Herman Melville” (1919), that Melville “had no particular desire to become “decivilized”. His stay in the Valley of Typee was in the nature of exile and he took the first opportunity to get among his own kind. To his credit also it should be added that he never, in after life, sentimentalized over the joys of barbarism…”
 Carl Van Doran too, in his The American Novel (1921) “describes Melville as “thoroughly sensitive to the felicities of the exotic life”, but continues, however, that the American writer “never loses himself in it entirely as did later men, like Lafcadio Hearn
 and Pierre loti,
 but remains always the shrewd and smiling Yankee.”
  

All these observations lead us to assume that Melville, despite his complete agreement with savage life, keeps nevertheless committed to his culture and to civilization. Moreover, while we have just drawn attention to the representation of non-white races in MD as offering the possibility of spiritual harmony and happiness with their simplicity and innocence, it is important here to point at Melville’s inconsistency within his “primitivist” ideology.

First, there is a number of instances, in MD and elsewhere, disclosing an attitude which if not totally disparaging of the non-white races might have nevertheless been strongly opposed as “paternalistic” by Post-colonial critics, such as Chinua Achebe. In this respect, Melville, after having affirmed that white men should not condemn savages in his review of Parkman’s work, remarks that “[a] misfortune is not a fault; and good luck is not meritorious. The savage is born a savage; and the civilized being but inherits his civilization, nothing more.” Consequently, Melville asks the whites to “pity” and “not disdain” in this situation.
 Although this sympathetic and affectionate attitude was indeed revolutionary at a time when slavery ravaged the United States and when the imperialistic expansion was well under way, it nonetheless implies that the white man is naturally superior to the non- white.

Moreover, the same paternalistic attitude can be traced in Ishmael’s narrative which is summed up in one of Ralph Dumain’s observations made through an article entitled “Herman Melville’s Moby Dick and the contradictions of Modernity”. Dumain notes that  even if “Ahab seems to be largely devoid of racial prejudice, and in actuality shows more much affinity with the harpooners, upon whom he has to rely, than anyone else”, his “need to befriend Pip as he faces disaster [chapters 125, 127, 129] betrays a perverse dependency redolent of Hegel’s master-slave dialectic. Moreover, there is a tacit compact with paganism, even diabolism, in Ahab’s relation to his non-white crewmen, suggesting a transmutation rather than elimination of the racialist ideological structure of his civilization”
.
Conclusion

What the above analysis suggests is that even Melville, who strives to present in his writing a consistent and reliable ideology about the difference between races, could not, like most of nineteenth century writers, completely overcome some of the racial prejudices which Post-colonial critics fervently objected to. However, while MD’s attitude towards race favours cultural dialogue between races, Conrad is far from picturing such a dialogue, even if he did not believe in the inferiority of non-white races. Commenting on his HD, Conrad affirms thus: “Quant à l’infériorité des races, je me permets de protester. Quoique, évidemment, la faute est à moi, si je vous ai donné une fausse idée de mon intention ― ; c’est la différence des races que j’ai voulu indiquer.” 

While both writers meet in their critical attitude towards non-white races and in their recognition of the cultural failure of the white Anglo-Saxon Christian civilization, their two narratives present us with two significantly dissimilar views of the racial and cultural issue. While MD thoroughly embraces the Oriental culture and the primitive world (even if this may be debatable in some instances), HD only presents a nightmarish view of the African culture with its black figures before withdrawing from the heart of darkness. HD’s negative treatment of non-white characters evokes a similar treatment of another category of characters: women characters, to which the next chapter is devoted.
 Chapter Three:

 Gender

In this chapter, we intend to analyze the treatment of gender in the two narratives. But before presenting the points which will be analyzed hereafter, we should first define “gender”. Thus, Roger Webster notes that “gender signifies the socially constructed differences which operate in most societies and which lead to forms of inequality, oppression and exploitation between the sexes.” Webster adds that “[b]oth femininity and masculinity are socially constructed and invested with various qualities, values, images and narratives which constantly circulate in society and which shape and determine people’s attitudes and lives.”
    
In this sense, we may observe that both MD and HD present women through negative images, values and qualities. This negative attitude towards women, if not a more marked one, may also be identified in other works of both writers. Thus we shall analyze the two narratives’ handling of feminine characters, pointing out the extent to which they look alike. 
We shall however draw attention also to MD’s total exclusion of women characters which is opposed by a negative presence of feminine characters in HD. Then, although not intended as the conclusive purpose of this chapter, some biographical facts are presented as factors accounting for Melville’s and Conrad’s misogynous attitude. We shall also discuss the two narratives’ alternative of men-women relationships, which they present as destructive. Finally, we shall point out the two narratives’ significant association of femininity with nature.    

A- A « Womanless » Fiction: Women in the Periphery in MD and HD
Both MD and HD are remarkably short of female characters. HD seems however to be less “womanless” then MD. Female characters are thus represented in Ishmael’s narrative by Aunt Charity, while they are represented by Marlow’s Aunt, the two Company’s women, the Black Mistress and the Intended in HD.

 While MD is clearly short of women, female characters are actually present, though in a peripheral position to the plot in HD. Certainly, one is right to ask what a woman could do on board a whaler sailing around the globe, or a steamer sent for a mission to the center of Africa. However, it is obvious that in both novels central topics transcend those of exotic adventure novels. Both narratives treat rather more serious issues like the racial, religious, political and philosophical problems. Consequently, the absence of female figures from these complex novels can only be noteworthy. In fact, feminine characters are not only suggested as insignificant as regards the main plot in MD and HD, they are also openly criticized. They are thus presented as wooden figures rather than full characters. Besides, men-women relationships are suggested as destructive in both narratives.   

In MD, women are approached as simple stereotypes. There is no effort on the part of the writer to present them with any depth or complexity. They are thus made to represent the traditional and superficial clichés of affection and physical beauty. Captain Bildad’s sister, who provides the Pequod with what is needed before it sails, and who is described as “charitable” and “kindhearted” is literally named “Aunt Charity”. She is thus made to embody the stereotypical feminine feature of kindheartedness or charity. Apart from this single female character, Ishmael observes that women in New Bedford “bloom like their own red roses” and that the young girls “breath such musk, their sailor sweethearts smell them miles off shore” (p.51). Women here are only rose and musk odors. Elsewhere, one sailor compares sea waves to women (p. 176), suggesting the beauty and sensuality of women.

Women are clearly kept as representing the traditional simple features of beauty and affection. They are, unsurprisingly, of little effect on the main plot of the narrative. Moreover, men-women relationships in MD and HD are suggested either as creating sadness and antagonism, or simply as uninteresting.

It is worth observing that men-women relationships seem to be completely outside Ishmael’s scope of interest. His narrative, which is fraught with every sort of topic, amazingly evades the most explored and prolific subject in literature (especially in Romantic literature), that of love. In fact, whenever Ishmael accidentally touches upon the relationship between men and women he is not without misogyny. He notes, in this sense, that “[a]s ashore, the ladies often cause the most terrible duels among their rival admirers; just so with the whales, who sometimes come to deadly battle, and all for love.” (p. 376) 

Men-women interaction is not only a source of trouble but of sadness too, as it ends in pain. The miscellaneous extracts that precede the first chapter of Ishmael’s narrative include a brief passage taken from Nathaniel Hawthorne’s Twice Told Tales (1873) which tells about a woman who “came to bespeak a monument for her first love, who had been killed by a whale in the Pacific ocean, no less than forty years ago.” (p. 17) The same ideas of death and pain are conveyed in the marble tablets set up in the memory of some drowned sailors that Ishmael sees in the Chapel, and one of which reads “THIS TABLET IS ERECTED TO HIS MEMORY BY HIS WIDOW” (p. 52). This observation becomes more articulate when Stubb, attempting to interpret the drawings on the doubloon (which Ahab promised to the first who sees the whale), sees the signs of the zodiac. Reaching the Virgin sign, he exclaims: “…Virgo, the Virgin! that’s our first love; we marry and think to be happy for aye, when pop comes Libra, or the Scales―happiness weighed and found wanting…” (p. 412). 

Taking into consideration these instances where women are indirectly mentioned, it is clear that the attitude towards women that is suggested through MD is one of antipathy and mistrust. While women are definitely portrayed as superficial and simple beings, relationships between men and women, in particular those of love or marriage, are short-lived, painful and causing trouble in Ishmael’s narrative. 
The female figures present in HD reveal the same striking simplicity and superficiality. First, Marlow’s Aunt, who has the naive conviction that the European explorations carried out in Africa aim at “weaning those ignorant millions from their horrid ways”, makes Marlow assume that women are queerly “out of touch with truth […] They live in a world of their own, and there had been never anything like it, and never can be. It is too beautiful altogether, and if there were to set it up it would go to pieces before the first sunset.” (p. 18)

Women are “out of touch” with reality and are even made to belong to a world of magic. In other words, women are not portrayed as substantial characters.  Their presence in Marlow’s narrative is consequently purely symbolic. The two women that Marlow meets in the Company— who strikingly contrast with Aunt Charity in MD as they all appear just before the two narrators set for their voyage, are said to be “guarding the door of Darkness” (p. 16). They are thus made to symbolize mystery and evil. Kurtz’s Mistress is also viewed as an element of wilderness. She is “savage and superb, wild-eyed and magnificent”. In this way, the magical and “immense wilderness “seemed to look at her, pensive, as though it had been looking at the image of its own tenebrous and passionate soul.” (p. 87) The Mistress suggests in this passage sorrow, passion, fecundity but mystery as well. Although expressing deep feelings and significant notions, the Mistress is not portrayed as an individual but as an “image”, an idea, a symbol of the jungle. Similarly, although less obviously, women are connected to magic and unreality in MD through Ishmael’s references to the mermaids in his narrative.

If Marlow’s Aunt expresses gullibility, the two Company’s women mystery and evil, and Kurtz’s Mistress fecundity, passion as well as mystery, Kurtz’s Intended conveys fidelity and love. Being dressed in black for more than a year and having an immense light on her forehead, the Intended expresses innocence and faith. Marlow also emphasizes some other qualities in her like her resistance to time and her maturity (“not girlish”). However, like the other women characters, she is made to remain a simple figure representing simple and harmonious qualities. For this reason, Marlow finds it hard to affect the harmony of this feminine world and is forced to lie to the Intended about Kurtz’s last words. He explains thus that “women […] are out of it – should be out of it. We must help them to stay in that beautiful world of their own, lest ours gets worse.” (p. 69)

Furthermore, these women seem to be kept far away from the central tragedy in both narratives. In MD, Aunt Charity appears only before the ship sails.  The Intended, is presented, in HD, after the voyage, while Marlow’s Aunt is seen before the voyage then after the voyage. They are consequently confined only to “that beautiful world of their own” (HD, p69). Moreover, they are sometimes presented as unsubstantial when they are made to allude to an unreal world. In this sense, they appear more as ideas or concepts that the two writers intend to express than full characters as their male counterparts. In addition to this, their relationship with men is always implied as bringing about, or at least as being associated with suffering, sorrow and breakdown. This is not true only for MD and HD, but also for an important number of the two writers’ works.
              

Women are approached by Conrad in a symbolical manner not only in HD but in all his works. Las Vergnas notes that Conradian women are of two types: the simplest (in the first works, like HD) and the most complex (in later works). He also observes that even if Conrad’s complex female characters were attempts at affecting some depth and strength, these women are not full characters because they “expriment une opinion plus qu’elles ne s’expriment elles mêmes. Elles ne parviennent point à se délivrer d’un vêtement d’allégorie; on dirait des idées habillées. La psychologie de Conrad aboutit, avec elles, à l’incarnation de sentiments types”. Thus “[m]oins individuelles que symboliques, elles sont destinées […] à incarner quelque grande passion: le désir, la haine, l’amour”.
 Considering what has been presented earlier, this seems to be the case with HD. This is even more obvious if we reflect upon one of Conrad’s remarks in Chance (1913) where he observes that “inertia in woman is always enigmatic and therefore menacing. It makes one pause”, and adds that a “woman may be a fool, a sleepy fool, an agitated fool, a too awfully noxious fool, and she may even be simply stupid. But she is never dense. She’s never made of wood through and through as some men are.”
In his analysis of Conrad’s attitude towards women in his writing, Las Vergnas notes that whereas positive female figures do exist in Conrad‘s works, they are nevertheless very rare and all fail and fall in tragedies.
 Moreover, he explains that there is, inside Conrad’s male heroes, “vis-à-vis de la femme, une inquiétude qui, à quelques exceptions près, laisse l’impression générale d’une réserve défiante”.
 Consequently, the passion that these heroes may have for women can only be destructive. Thus an important number of Conrad’s heroes fail because of women.
 Love is therefore for Conrad an illusion.
 

Such a clearly hostile attitude towards women is not easily found in Melville’s works. Nevertheless, while Conrad’s narrative displays a negative representation of female figures, Melville prefers to exclude them from his fiction.
 His fiction is thus described as “notoriously “womanless””
 and “masculine”.
 In both cases, however, the two writers’ misogyny can be, to some extent, related to their personal experiences.                   

B- Biographical Accounts: Women in Melville’s and Conrad’s Life
It is significant, in relation to what has been observed so far, to note that both writers cannot be said to have had an entirely balanced relationship with their mothers. Whereas Melville sustains that his mother “hated” him
, Conrad lost his mother at the age of eight. In this sense, both Melville and Conrad seem not to have been able to possess a normally constructed image of a mother who is supposed to be the feminine ideal. This basic defect in the psychological development of the two writers is aggravated by their later experiences with women. 

At the age of twenty eight, Melville marries Elizabeth Shaw, daughter of Chief Justice Lemuel Shaw of Boston. He is actually suspected by many critics of having been more interested in his wife’s father’s position than in her person. Jean-Jacques Mayoux even compares Pierre‘s antipathy for his pale blond fiancée Lucy (in Pierre) to Melville’s own personal coldness with his wife.
 This assumption may be supported by Herman’s marital life that was described by a number of critics, and through several testimonies made by some family members, as troubled. There are even assumptions that Melville emotionally and physically ill-treated his wife. In an article entitled “Herman Melville, Wife Beating, and the Written Page”, indeed, Elizabeth Renker puts forward the hypothesis that Melville physically abused his wife and that this had important implications “for understanding the position of woman in Herman’s notoriously “womanless” fiction”.
 In her analysis, Renker presents a number of arguments and proofs related to Melville’s personal life, and stresses the close relationship that these arguments have with the works of the writer. Thus she mentions Walker Cowen’s suggestion related to “the frequency of misogynous markings and annotations among Herman’s marginalia” many of which “were deliberately erased” probably by Herman’s daughters, granddaughters, or Elizabeth. Cowen suggests that Melville did not trust himself with dealing with women in his fiction, which gives an idea about the kind of opinion he held about them.

As regards Conrad, Las Vergnas affirms that some of the causes of the writer’s mistrust in men-women sentimental relationships lie in his personal experience. He refers, in this respect, to G. Jean Aubry’s observation, in his Life and Letters (1927), that Conrad lived a disappointing sentimental experience in his adolescence which seriously affected his inner self-confidence.
 Las Vergnas also mentions the fact that Conrad got married rather late in life which, together with his early loss of his mother, made him insufficiently familiar with the feminine ideal during a good part of his life.

Other factors which may have equally participated in the development of the two writers’ negative attitude towards women include their long career as seamen, a career that can only be described as masculine. Spending almost all their time on the sea and only with male company, besides the particular physical toughness of the work on board a ship, all contributed to the hardening of both Melville and Conrad’s characters and of increasing the distance that they had with women. 

In addition to those biographical facts related to the two writers’ presentation of women in MD and HD, respectively, what is also significant in this similar approach is the two narratives’ emphasis on solitude as a condition of life, and particularly on the immense distance between men and women. Both heroes and narrators are lonely men, not only physically but emotionally as well. In MD as in HD, there is an overtone suggesting the impossibility of union or even reconciliation between men and women. Ahab never comes back to his wife just as Kurtz never returns to his Intended, who is suggested, at the end of the narrative, to remain an “intended” everlastingly: “she seemed as though she would remember and mourn for ever.” This significant splitting up of the relationship between men and women is counteracted in both narratives by the association of male with male.

C- Male Union

We have already pointed out, in our analysis of religion and metaphysics in MD and HD, the fact that both narratives suggest that man’s solitude and helplessness in a cruel universe can only be overcome by a union among men. We have also emphasized that this union is conferred a sacred character to and is even suggested as an alternative to the religious codes which both narratives present as hopeless. This association among men has a religious character, but it may also have other implications. 

 One cannot therefore fail to notice the queer hints about the affection which binds Ishmael with Queequeg. The two men’s passionate friendship is several times suggested as resembling a marital relationship. Upon one instance, Ishmael observes how he, having spent the night in the same bed with Queequeg, found the latter’s “arm thrown over [him] in the most loving and affectionate manner”, he adds that “[he] had almost thought [he] had been his wife.” (p. 43) 

A similar curious relationship is alluded to between Ahab and Pip. When Ahab decides to keep Pip by his side out of a “protective instinct”, as is noted by Tyrus Hillaway,
 it is not friendship or brotherhood that we feel in their association, but the kind of relation that a man would have with a woman. Moreover, when Ahab decides to abandon the black boy’s company, the latter pleads him to remain with him in a tone not different from that assumed by a woman beseeching her lover not to abandon her (p. 499).
Just like the black boy in MD, the Russian character whom Marlow calls the Harlequin is suggested to have an odd relationship with Kurtz. Marlow explains that the two men “had come together unavoidably, like two ships becalmed near each other, and lay rubbing sides at last.” (p. 79) When Kurtz falls ill, he is nursed by the Harlequin (p. 80). Informing Marlow that Kurtz talked to him about “love”, the Harlequin, then, throws “his arms up” (p. 79) recalling thus a similar gesture made by Kurtz’s Black Mistress (p. 88) and also by his Intended (p. 109). 

Though less intense than the Harlequin, Marlow’s excessive loyalty to Kurtz may also be considered as odd. His obsessive attention for the man, besides the fact that he considers him as the central object of his voyage may suggest that Kurtz comes to play the role of some beloved woman that Marlow desperately searches for. The latter hints at this when he notes that “[t]he approach to this Kurtz grubbing for ivory in the wretched bush was beset by as many dangers as though he had been an enchanted princess sleeping in a fabulous castle.” (p. 61)   

While both narratives show a markedly misogynous attitude towards women, they suggest a sort of substitute for the ordinary male-female relationship. Thus MD, just like HD, replaces heterogeneous union, which is presented as futile and destructive, by a purer, more genuine and valuable one among men. Just as union between men and women is replaced by a masculine union, women’s femininity is displaced to nature. In this sense, although associated with other notions (as we shall see in our analysis of symbols in the subsequent part) both the sea and the whale are portrayed in MD with strong feminine connotations. So is the jungle in HD. 
D- Nature as Woman
Depicted as dangerous and cruel, the sea in MD is masculine.
 However, this description is only linked with its depths. The sea surface is, by opposition, associated with femininity. Ishmael thus often refers to “the fair face of the pleasant sea” (p. 300), to its “sweet mystery” and “gently awful stirrings” (p. 456), its “smooth, slow heaving swells” and to “the tranquil beauty and brilliancy of the ocean’s skin” (p. 463). 

Depicting the movements of an old-aged whale, Ishmael draws a comparison between nature or the sea on the one hand, and a woman on the other. He observes thus that, in his last days, an old whale “will have no one near him but Nature herself; and her he takes to wife in the wilderness of waters, and the best of wives she is, though she keeps so many moody secrets.” (p. 377) Besides the sea, the wild whale displays some feminine beauty. Thus, because its tail’s flexions are said to be “invariably marked by exceeding grace”, “no fairy’s arm can transcend it.” (p. 361)
Although not being concerned with the sea but with the jungle, the anonymous narrator further mentions, in the opening passages of HD, the feminine quality of the sea by noting that “there is nothing mysterious to a seaman unless it be the sea itself, which is the mistress of his existence…” (p. 08).
 Besides the sea, Marlow also describes later how he was “charmed” and “fascinated” by the African river. Not only the river, but the wilderness as a whole is suggested, in Marlow’s narrative, to possess a feminine quality. In this respect, Marlow refers to that black man who is horribly punished for being suspected to have caused a fire. Remaining sick for several days, Marlow then observes that “the wilderness without a sound took him into its bosom again.” (p. 34)
    

Just as in MD, the wilderness is consequently compared, in HD, to a woman. This is even more obvious in Marlow’s description of Kurtz’s disintegration in the jungle. He thus comments that the wilderness, like an infatuated mistress, “had caressed” Kurtz; “it had taken him, loved him, embraced him” and “sealed his soul to its own by the inconceivable ceremonies of some devilish initiation.” (p. 69) The parallel drawn between the wilderness and some loving woman materializes in the Black Mistress, who is said to reflect the jungle. Marlow thus notes that, just like the African jungle, the Black Mistress “was savage and superb, wild-eyed and magnificent”. He adds that “the immense wilderness, 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.” (p. 87)    

 Conclusion

The two narratives present thus a number of significant similarities as well as differences in their handling of the gender issue. First, MD and HD hold in common a general negative approach to women. Even if they differ in the degree of explicitness in the handling of this issue, feminine characters are suggested, in both narratives, as simple and uninteresting figures. Their presence, in MD as in HD, is purely symbolic. Moreover, men-women relationships are presented as painful, short lived and destructive. 

Both narratives replace this unsuccessful association between men and women by a union between men. As we have discussed the point in a precedent chapter, effective fidelity and passion are possible, both in MD and HD, only among men who are able to understand the miseries of one another. Deep loyalty and faith are recommended among men, while women are dismissed from the central arena as creatures who are unable to understand or even to relieve men’s pains. They should, therefore, remain in that “world of their own” (HD, p. 69).

Women are thus dismissed from the two central plots of both narratives, but femininity is suggested, both by Ishmael and Marlow, to be present in nature. The sea and the jungle, which both narrators and heroes get in close contact with, are described with strong feminine connotations. Nature and men become, in this sense, substitutes for women. While we have observed that some biographical facts may be at the origin of Melville’s and Conrad’s misogynous attitude that is unfolded through their two narratives, it is also important to stress the presence of a number of significant divergences in the handling of the same issue. Whereas both narratives are critical towards women, MD’s striking denial of the presence of women (absence of feminine characters) is countered by HD’s open criticism of the some women present in the plot, stressing that they are “out of touch with reality” and that they are associated with evil (the two women). In addition to this, it is worth noting that whereas MD’s women are middle-aged (Aunt Charity), HD’s women are young (the Intended, the Black Mistress). Thus MD presents the woman as a mother, while HD presents her more as a young mistress or fiancée than as a mother. 
As we shall see later, both affinities and discrepancies in the treatment of the gender question, in MD and HD, will prove to have significant implications. 
 We now turn to the last chapter of the present part, which is devoted to the analysis of imperialism in MD and HD. Indeed, savage nature, as women, represents a subordinate or even blank sphere to be ruthlessly exploited.

Chapter Four:
                      Imperialism

Imperialism as a social, economic, political and philosophical movement is another central issue tackled in MD and HD. What strikes most in the two narratives is that, just like the presentation of race, the analysis of imperialism has provoked totally opposed responses within the field of literary criticism. To some, the two novels are examples of the two writers’ scepticism about imperialism, while others regard them as supporters of the imperial enterprise. Therefore, to Willard Thorp, Melville was “unique among his contemporaries in his freedom from zeal and prejudice”; thus he was able “to question the inalienable right to property, the dogmas of democracy, the righteousness to imperialist war and Christian missions”.
 On the other hand, Edward W. Said does not see in Melville’s writing any will to criticizing imperialism. Said maintains that Ahab’s heroic pursuit of the whale in MD may represent the American world quest
. Ishmael’s narrative can be regarded as supporting imperialism when it sometimes identifies with the pursuit or empathizes with Ahab’s tragedy. As for Conrad, he is seen by some critics, like Terry Eagleton in his Criticism and Ideology (1985),
 as a champion of anti-colonial revolts,
 while Chinua Achebe considers HD as a narrative which only sharpens imperial exploitation’s “iron tooth”.
 We thus, try to determine, in this chapter, where the similarity between the two narratives’ ambiguous treatment of imperialism exactly lies. We also attempt to trace the roots at the origin of this ambiguity in the two narratives.

First, we may observe that the explanation of the remarkable divergence between the different reactions to MD and HD’s treatment of the subject of imperialism lies in the two narratives’ paradoxical representation of this theme. On the one hand, there is an emphasis, in both MD and HD, on the fact that the imperialistic movement caused disaster in the world just as other similar movements, like colonization or expansionism (in America, for instance) did before and after. In this respect, the two narratives put a stress on the cruelties and injustices resulting from this movement. Their evaluation of imperialism, in this sense, takes the form of a condemnation of the movement as representing a means of exploitation and brutal subordination. However, the evaluation of the issue comes into different and even opposite terms in MD and HD when imperialism is considered as a notion, as “an idea”. In this case, what Ishmael and Marlow suggest is that imperialism is acceptable when it embodies such concepts as self-sacrifice, unity, honor, devotion to duty and efficiency.  
A- Imperialism as Exploitation and Violence

While HD openly deals with the realities of imperialism, the treatment of the subject in Ishmael’s narrative is not as explicit as it sounds in Marlow’s. However, one can deduce some ideas related to the issue from a number of instances. First Ahab’s voyage, as noted by Said, may be interpreted as a quest for distant and strange places. In this sense, Ahab’s will to get control over the white whale, which has been seen by some critics as representing the Other (even if it may be seen by others as representing the white race, owing to its white color), may suggest the imperialist  will to dominate other races and peoples. In this context, Professor Bass assumes that “Ahab had to “create” Moby Dick in order to justify his own hatred and tendency towards evil. Furthermore, Moby Dick had to be made into a formidable opponent, so as to explain Ahab’s failed attempts at destroying it. By creating Moby Dick in this manner, Ahab created himself. The self and the other are inextricably linked, such as is the case in a master and slave relationship”. 

Ishmael’s need to go to the sea, when he is satiated by the familiar American land, may also suggest a similar factor at the core of the imperialist development. This idea is even more plausible when we consider Ishmael’s meeting with Queequeg which only occurs when the former decides to take to sea, giving the impression that the meeting takes place in some distant island. Echoes of imperialism in MD can equally be heard when the whale is implied as an exotic animal, especially when it is often physically compared to the African elephant which is an emblem of European explorations in India and Africa. Ishmael observes that “[a]s Ptolemy Philopator testified of the African elephant, I then testified of the whale pronouncing him the most devout of all beings.” (p. 363)

Thus Ishmael’s narrative bears many overtones referring to the culture of imperialism. These overtones present the narrative as sustaining the imperialist process since they form the basis of Ishmael’s narrative itself, just as the form of Marlow’s narrative is said to support it. However, what we intend to stress in this part are the instances in which both Ishmael and Marlow criticize imperialism as a form of exploitation and abuse. In this respect, Ishmael often mentions the cannibalistic and violent nature of man’s actions. Commenting on a certain species of whales known for its particular savageness, he remarks that “we are all killers, on land and on sea; Bonapartes and Sharks included.” (p. 147) The same cruelty and brutality is related to imperialism in HD when Marlow describes the slaves who withdraw to die from overwork or when he comes across a black man with a bullet-hole in his forehead and who was the only “permanent improvement” of imperialism he could see in that jungle.

In addition to the physical brutality and violence which the imperialist enterprise causes in subordinated places, Marlow draws attention to the immorality which may ironically be the outcome of the moral ambitions of most of conquests. He notes that the Romans who came nineteen hundred years ago to Britain, and who acted like the Europeans acted in Africa, were conquerors who “grabbed what they could get for the sake of what was to be got. It was just robbery with violence, aggravated murder to a great scale, and men going at it blind”. He concludes that “[t]he conquest of the earth [….] is not a pretty thing when you look into it too much.” (p. 10) The agents of the Company which sent Marlow to the African jungle acted in the same way as those Romans. There were also the members of the Eldorado Exploring Expedition who held a talk which “was reckless without hardihood, greedy without audacity, and cruel without courage”. Just like the Romans, Marlow compares these explorers to “burglars breaking into a safe.” (p. 44) 

 Similarly, Ishmael refers to the same immorality connected to all conquests, expeditions and missions. Thus, Ishmael, through Ahab’s flow of thoughts, submits that even if the crew could have “a certain generous knight-errantism in them,” they “must also have food for their more common daily appetites”. He therefore expresses Marlow’s opinion when he notes that “even the high lifted and chivalric Crusaders of old times were not content to traverse two thousands miles of land to fight for their holy sepulchre, without committing burglaries, picking pockets, and gaining other pious perquisites by the way.” He finally concludes that “[h]ad [these Crusaders] been strictly held to their one final and romantic object―that final and romantic object, too many would have turned from in disgust.” (p. 212)                    

Imperialism is criticized in the two narratives when it is related to violence, immorality but also unfairness. Both narrators see, in the process of acquiring new lands, an unjust act of dispossessing the original and true owners of these lands. Marlow affirms that the conquest of the earth, which “means the taking it away from those who have a different complexion or slightly flatter noses than ourselves, is not a pretty thing” (p. 10). Ishmael develops the same idea through an image which he borrows from cetological knowledge. First Ishmael provides the reader with the distinction between “Fast-Fish”, which “belongs to the part fast to it”, i.e. to the ship which has inserted a noticeable sign on its body (an oar for example), and “Loose-Fish”, which is “fair game for anybody who can soon catch it” because it bears no recognizable sign of being captured even if a ship has it by its side. Ishmael then speculates: “What was America in 1492 but a Loose-Fish, in which Columbus struck the Spanish standard by way of waifing it for his royal master and mistress? What was Poland to the Czar? What Greece to the Turk? What India to England? What at last will Mexico be to the United States? All Loose-Fish.” (p. 381) Through this image, Ishmael means that most of the well-known conquests were justified on the grounds that the acquired places had no recognizable owners or governors. The same thing can be said of a Loose-Fish which may well belong to some ship but because it bears no sign of being possessed, it can be hunted by any one. Ishmael implicitly disapproves of expansionist movements which pretend to conquer “ungoverned” lands, i.e. lands which belong to no one.

Ishmael’s objection to this justification may be more obvious when we take into consideration the fact that Melville clearly and loudly voiced his disapproval of the Mexican war and of American expansionism as a whole. In this sense, Willard Thorp observes that “[t]he expansionist movement, blessed with the emotive phrase Manifest Destiny, dismayed [Melville]. The Mexican War, which troubled him as it did Thoreau and Lowell, is alluded to in Mardi”. Thorp also notes that “Melville makes an extended attack on the advocates of imperialist conquest in the Oregon Territory in his satire on the followers of Senator Allan of Ohio (Mardi) who would risk war with Great Britain rather than yield one jolt of the land they claimed was ours.” Thorp adds that “[t]hough Melville did not share his countrymen bellicose attitude towards England, he speaks with barbed words of English imperialism.”
 Thus, in Mardi, Melville addresses England: “Thou Bello [England], and thy locust armies, are the present curse of Orienda [the Orient]. Down ancient streams, from holy plains, in rafts thy murdered float. The pestilence that thins thy armies here is bred of corpses made by thee.”

Just as Melville expresses his condemnation of imperialism in MD as well as in other works, Conrad speculates about the negative effects of imperialism in Africa in HD; he also seriously questions the way the imperial subject is constructed by the dominant discourse
 of the day in Almayer’s Folly (1895). Consequently, both writers expressed indeed negative views of imperialism. Their disapproval is mainly based on the violent, brutal and inhuman nature of this movement and also on its unjust argument of conquering ungoverned lands. However, while we have emphasized so far the two narratives’ critical treatment of imperialism, we should also consider what we have mentioned, in the introduction to this chapter, as the positive instances which sustain the imperial process in MD and HD.                    

B- Imperialism as “an Idea” of Self-sacrifice, Chauvinism, Uncritical Unity, Dedication and Masculinity 
In a passage quoted just above, Marlow notes that the Romans who came to Britain nineteen hundred years ago, and whom he compares to the European imperialists, “were conquerors, and for that you want only brute force – nothing to boast of, when you have it, since your strength is just an accident arising from the weakness of others” (p. 10). This recalls Melville’s observation, in one of his reviews, when he sustains that “[a] misfortune is not a fault; and good luck is not meritorious. The savage is born a savage; and the civilized being but inherits his civilization, nothing more.”
 In other words, the two observations imply that physical subordination, violence and brutality which are based on physical and material discrimination, should not justify imperialism. This means that the right argument in support of imperialism should be some “meritorious” action, i.e. a noble action boosted by some moral belief, some “idea”. Thus Marlow affirms that the conquest of the earth “is not a pretty thing” when it simply means “the taking it away from” those who are physically different from the Europeans. He adds that “[w]hat redeems [this action] is the idea only. An idea at the back of it; not a sentimental pretense but an idea; and an unselfish belief in the idea – something you can set up, and bow down before, and offer a sacrifice to…”. He also notes that “What saves us is efficiency – the devotion to efficiency.” (p. 10)

Those observations lead us to reflect on important values which both Ishmael and Marlow support and praise in their narratives. As the words in italics in the above quotation show, the emphasis in Marlow’s approval of the idea of imperialism is laid on the concepts of unselfish belief, honor (“bow down before”), sacrifice, devotion and efficiency. These are the main concepts which constitute the idea or the ideal of imperialism and which are defended in MD and HD. The significance of those concepts may be grasped when we take into consideration the fact that these were exactly the concepts which promoted the ideologies working at the basis of both the American expansionist movement (in the American continent and then in the world) and the European imperialist movement in Africa and in the whole world. J.A Mangan aptly explains that during the most important years of British imperialism, the British educational system was involved with force in the ideological propaganda which supported imperialism. Mangan notes that this propaganda, which operated mainly in schools, was based on four main values: the need to establish an ideal of selfless and self-sacrificial service to the state, the need to establish a sense of racial superiority as a cornerstone of this selflessness, the need to establish and maintain an imperial chauvinism and the need to engender uncritical conformity to the values of the group.
 A close analysis of the four values reveals that all of them are presented as significant notions in both MD and HD.
As for the first value, self-sacrifice is obviously present in MD and HD. It is clear in Ishmael and Queequeg’s friendship (the former “would gladly die for” the latter). It may also be perceived in the passionate involvement of the crew in Ahab’s quest. In HD, self-sacrifice is mentioned in Marlow’s reflection about the ideal of imperialism to which one can “offer a sacrifice to”. There is equally some self-sacrifice in Marlow’s lie to the Intended, while he confesses that he abhors a lie, and also in the Harlequin’s relationship to Kurtz. Racial superiority, although denied by both writers in their extra-literary writings, is suggested in the two narratives by such instances as animal imagery or muteness which are related to non-white characters. 
In MD, we may perceive that chauvinism, the third value, pervades passages where Ishmael glorifies American symbols and values like democracy, liberty and multi-nationality. Thus he affirms that it was America who brought about the ‘liberation of Peru, Chili and Bolivia from the yoke of Old Spain and the establishment of the eternal democracy in those parts.” (p118) Melville’s intense nationalism may be distinguished more obviously in his other works, for instance in White Jacket (1849) where he affirms that:

[We] Americans are the peculiar, chosen people – the Israel of our time; we bear the ark of the liberties of the world […] God has predestinated, mankind expects, great things from our race; and great things we feel in our souls. The rest of the nations must soon be in our rear. We are the pioneers of the world; the advance-guard, sent on through the wilderness of untried things, to break a new path in the new world that is ours [...] And let us always remember that with ourselves, almost for the first time in the history of the earth, national selfishness is unbounded philanthropy; for we cannot do a good to America, but we give alms to the world. 

In HD, Marlow’s nationalism is conveyed by the map of the world representing spaces occupied by different European countries observing that “the vast amount of red”, which corresponded to the British presence, was “good to see at any time, because one knows that some real work is done there…” (p14)
The fourth value supporting the imperialist ideology relates to the necessity of uncritically respecting the values of the group, or what we have already identified in the two narratives as the notions of solidarity and unity. Since the point has been deeply treated previously, we may just recall that solidarity between men is mainly conveyed in MD through that scene showing Ishmael working on the whale’s oil with his fellow laborers and rejoicing at this moment of collective serenity. Marlow too expresses this notion of solidarity when he prefers to conceal from the Intended the horrible reality of Kurtz’s deeds in the jungle, fulfilling thus the principle of “uncritical conformity to the values of the group”.
Besides those values, which Mangan affirms were used in the imperialist propaganda circulating in the discourses of the British educational system, other closely related principles equally maintain the imperialist ideology. One of these principles is devotion to duty or what Marlow calls “efficiency”. This notion of duty, which we have identified in a previous chapter as endowed with religious importance in both narratives, is significant because it is definitely connected to imperialist thinking. Hena Maes-Jelinek observes that supporters of imperialism did not see it as a means of exploitation but a noble fulfillment of duty. She mentions, in this respect, Lord Curzon (1859-1925), who was viceroy of India from 1898 to 1905, and who wrote that “[i]n empire, we have found not merely the key to glory and wealth, but the call to duty and the means of service to mankind”
. 

In MD, as we have seen previously, work or duty is conferred a considerable significance. This significance can mainly be perceived in the different and numerous passages related to the whaling industry and which form an important part of Ishmael’s narrative. The following passage aptly explains the connection between whaling, a symbol of work but of exploration as well, and imperialism:

For many years past the whale-ship has been the pioneer in ferreting out the remotest and least known parts of the earth. She has explored seas and archipelagoes which had no chart, where no Cooke or Vancouver had ever sailed. If American and European men-of-war now peacefully ride in once savage harbors, let them fire salutes to the honor and the glory of the whale-ship, which originally showed them the way, and first interpreted between them and the savages. They may celebrate as they will the heroes of Exploring Expeditions, your Cookes, your Krusensterns; but I say that scores of anonymous Captains have sailed out of Nantucket, that were as great, and greater than your Cooke and your Krusensterns. For in their succorless empty handedness, they, in the heathenish sharked waters, and by the beaches of unrecorded, javelin islands, battled with virgin wonders and terrors that Cooke with all his marines and muskets would not willingly have dared. (p. 118)
     

Ishmael ends this passage about whaling with a speculation about the demonstrable assumption that American whaling “eventuated the liberation of Peru, Chili and Bolivia from the yoke of Old Spain and the establishment of the eternal democracy in those parts.” Besides suggesting the whaling voyage as an imperialistic movement through its exploratory nature,  Ishmael’s praise of whaling or American whaling, by stressing such words as “great”, “glory”, “honor”, “savage harbors” and “liberation”, has clearly imperialistic overtones. An example of such imperialistic discourses would be that of J.E.C Welldon, a headmaster of a British school in the 1890s and a propagandist of imperialism, who asserts that “God has endowed the British race with a world-wide Empire, an Empire transcending all imperial systems which the world has known, not for their own aggrandisement but that they may be executants of His sovereign purpose in the world. The citizens of the Empire should then cultivate a sense of a mission to humanity …”
              

While openly rejecting the idea that his voyage to Africa is a mission to humanity, Marlow nonetheless emphasizes the faithful and sincere nature of his devotion to duty, not only as a possible means of preserving oneself from a subverting environment, but also as a means of justifying and legitimizing one’s actions. Thus the British presence in Africa was “good to see at any time, because one knows that some real work is done there…” (p. 14) The same devotion to duty and efficiency is conveyed in that book found in the jungle by Marlow, written by some Master in his Majesty’s Navy and entitled An Enquiry into some Points of Seamanship. Marlow notices that there was in that book “a singleness of intention, an honest concern for the right way of going to work, which made these humble pages, thought out so many years ago, luminous with another than the professional light.” (p54) Scientific books about whaling are also given tremendous importance in MD, as the long chapters about cetology show. An instance of the significance of duty and devotion in books about navigation in MD would be this document which Ishmael says was written by a Post Captain in the English navy and entitled “A Voyage round Cape Horn into the South Seas, for the purpose of extending the Spermaceti Whale Fisheries”. (p. 260)    
MD and HD may be said to adopt an imperialistic discourse because they support such notions as the devotion to duty. Duty, in both narratives, is a moral activity ―connected to devotion and sincerity ―but also a physical one, as both Ishmael and Marlow stress the importance and value of physical effort in their two voyages. Similarly, hardness is equally essential to duty in the imperialist ideology. Thus Mangan notes that imperialistic propaganda stresses hardness and vitality as recommended qualities in the imperialist process. Thus Lord Meath (Reginald Brabazon, twelfth Earl of Meath) emphasizes that Britons were “a virile race”. He also stresses the need to possess old Britain’s “Grit” which he defines as “that virile spirit which makes light of pain and physical discomfort, and rejoices in the consciousness of victory over adverse circumstances, and which regards the performance of duty, however difficult and distasteful as one of the supreme virtues of all true men and women”.

Meath’s declaration emphasizes in his imperialistic discourse hardness but also “virility” or masculinity. Indeed, both MD and HD are masculine narratives as we have seen in a preceding chapter. Both voyages are womanless and both narratives may be described as “misogynous”. We have seen previously how female characters are excluded from Ishmael and Marlow’s central discourses especially when the two narratives use stereotypical and simplistic images to portray them. Thus women are mainly perceived in both narratives as being essentially symbols of affection, love, innocence, and unawareness. Marlow even prefers them remain in that “world of their own”, which is also Lord Meath’s opinion when he asks for women subordination to parents, husband and state. He affirms also that women’s “first duty was to marry and produce children”. In other words, Lord Meath, like Marlow and Ishmael too, demanded that women stay in that “beautiful world of their own”, while devoted and virile men performed their hard duties efficiently outside Britain and America.

The most important idea that this discussion has attempted to tackle is that both MD and HD present us with two narratives whose central concepts maintain the imperialistic ideology which was at work in Britain but also in America during the years of imperialist movement. By emphasizing in their two narratives such notions as sincere devotion to hard work, self-sacrifice, selflessness, virility, solidarity with one’s fellow brothers, racial superiority and strong nationalism, both Ishmael and Marlow reveal a discourse at one with that circulating among imperialists, a discourse which cultivated, justified and sustained imperialism. Thus the two voyages may be described as quests for distant and “unknown” regions. Even if they cause suffering and prejudice to others, these quests are essentially redeemed by the “moral purpose” or “idea”, which is at the back of that white-male ordeal and which aims at gaining new and unexplored spaces.                 

Conclusion

Thus the ambiguous and paradoxical position which both MD and HD convey in their treatment of imperialism becomes clear. It is difficult to affirm, nonetheless, whether Melville and Conrad were for imperialism more than they were against it. The attitude of the two writers may rather be described as a complex one. It is complex in the sense that both Melville and Conrad, through their two narratives and all their works, seem unable to transcend the reality of imperialism. They could not go beyond the existing stereotypes and ideas about the superiority of the Western race and of the nobility and greatness of what the white man could perform outside his home land. In this respect, we may refer to Edward Said’s commentary on HD in which he notes, as is reported by Roger Webster, that “Marlow and Kurtz are unable to transcend their historical position and stand outside the all enveloping darkness of colonialist discourse: there is no Other available to them than that constructed within Western versions of Africa and the Orient.”
 

What the two narratives construct is in fact an imperialist discourse which is slightly modified; but if these modifications reveal the two writers’ endeavor to denounce human injustice resulting from imperialism, they nonetheless keep untouched its very foundations and seeds. Both MD and HD may be said to suggest a discourse, a vision and an attitude which appear to be the most appropriate ones for the imperialists themselves. In other words, Melville and Conrad propose in their narratives the most ideal attitude that the white man is asked to hold outside Western surroundings where he is unquestionably called to go. Consequently, both MD and HD become renovated imperialistic representations of reality. Thus Paul Lauter comments on the 1920s Melville revival noting that “Melville comes to be seen [during the 1920s] as evincing the correct relationship of a true American artist to “primitive” life and peoples precisely at a time in which the United States is developing its career of imperial expansion among the darker people of the world and thus is deeply in need of an appropriate ideology.”
          

In addition to Said’s assumption about Conrad’s inability to offer a discourse other than the pre-existing imperialist one, an assumption which may also hold for Melville, Andrea White provides us with another plausible analysis of the complexity of Conrad’s position towards imperialism. She explains that Conrad’s changing attitude vis-à-vis the imperialist movement may be related to the shifting reality and nature of imperialism itself, when the movement shifted “from the loosely administered, ad hoc arrangement in Malaya, to the intensified scramble for land in Africa, to the financial dependencies in South America”.
 Consequently, White claims that Conrad agrees with the “old-fashioned imperialism” but is against “modern imperialism”.
 This hypothesis confirms also what we have explained earlier about Melville and Conrad’s agreement with the moral idea or core of imperialism while they opposed its deviating reality. Both Said’s theory about the difficulty of creating a new discourse dealing with imperialism and White’s assumption that paradoxical attitude towards the imperialist movement is related to the shifting nature of imperialism are conceivable explanations of Conrad and Melville’s ambiguous attitude to imperialism. However, biography is another element able to provide perhaps a more realistic explanation about this ambiguity. 

The two writers’ partial disagreement with imperialism may be the result of their private experiences. While Melville saw the cruelties which the white man was capable of in some savage islands where he became friends with some of the natives, Conrad was deeply affected by his own family’s suffering from the subordination of Russian imperialism.
 On the other hand, their support of the ideals and moral philosophy of imperialism may be explained by the favorable relationship they had with some of the imperialist institutions. In this respect, we may refer to Melville’s observation in MD: “I prospectively ascribe all the honor and the glory to whaling; for a whale-ship was my Yale College and my Harvard.” (p. 120) The whale-ship, which is suggested in the narrative as an imperialist institution, was not only Melville’s Yale College and Harvard but the job from which he earned his living. The material and psychological significance of whaling to Melville can be grasped when we consider the facts that after his father’s death he had to go to sea at the age of nineteen and that he has always had to face considerable financial troubles in his subsequent life.
 As for Conrad, just like Melville, sailing was his job. Moreover, Britain was his other home land. He affirms thus that “home” for him was the “hospitable shores of Great Britain”.
 In other words, turning completely against imperialism could mean for the two writers turning against one’s livelihood or one’s mother land. 

These biographical explanations are not suggested as consciously operating on Melville and Conrad’s thinking. Their effect on them was most probably unconscious and uncontrollable, and the two narratives were the arena where those unconscious opposed factors were expressed. Thus both MD and HD are to be described as narratives criticizing the injustices and brutalities of the imperialist institution, but also maintaining the validity and importance of imperialistic spirit. Both of them validate imperialism by associating its spirit with such positive concepts as self-sacrifice, honor, glory, efficiency, devotion and unity. 
 However, we should also note a significant divergence between the two narratives’ treatment of the theme of imperialism. The divergence lies in the fact that, whereas MD discusses this issue very obliquely through the whaling industry, HD deals with imperialism in a very straightforward and crude manner. The implication of this divergence becomes obvious when we reach the concluding chapter to this study. But before this, we should first consider style and form in MD and HD, to which the second part is devoted. More particularly, we should examine characterization in both narratives, which is analyzed in the opening chapter of this part.   
Part Two
Form and Style in MD and HD
Chapter One:
Characterization

  In this section, I shall attempt to analyze how both Melville and Conrad resort to the same methods in their characterization. Although I have already touched upon some characters in the previous part of the study, the present chapter aims at providing a brief overall analysis of characters. In this sense, characters will be compared in pairs, in order to show some significant common elements in each pair. Due to the fact that some characters relate with more than one character, they will also be compared with many other characters as well, if need be. Then, I shall discuss the extent to which the different characters have been set or constructed in a similar method in both narratives, and the way this method impacts upon meaning. 

The two main protagonists of the two narratives, Ahab and Kurtz, will be assessed on the basis of their most significant features. Thus they will be analyzed as tragic heroes and as well as Godlike dictators. The way they relate to other characters will also be paid attention to. Similarly, Ishmael and Marlow will be compared in terms of the traits of their two characters and of their significant development throughout the two narratives. I will then consider two important black characters in the two narratives, Queequeg and the Helmsman, focusing on shared features, such as their inarticulateness, as much as on their differences.
Later, we shall consider evil and mysterious figures in both narratives. In this sense, we shall analyze the characters of the Parsee fortune teller and the Manager. In addition to this, feminine characters will be discussed through Aunt Charity and the Intended, laying emphasis on their presentation as stereotypical naïve women as well as on their differences. The hollowness and blind devotion of both the crew and the natives will then be examined. Finally, Starbuck, the only positive character in MD, proves to have no counterpart in HD. This comparative analysis, which considers both affinities and differences between the two narratives’ characters, will thus highlight significant points, which the concluding chapter of this study will expose more fully.

A- Ahab and Kurtz: Two Tragic Heroes and Godlike Dictators
    Comparing Ahab with Kurtz comes down to examining the most striking and crucial resemblance between the two novels. Besides being the central figures in the two stories, both Ahab and Kurtz are the most original, controversial, and charismatic creations of the two novelists. Both of them are tragic heroes whose tragedy stems from their inner imperfections or from their “tragic flaw”.
 Moreover, their inflated pride or what is called “hubris”
 leads them both to defy higher powers (divine, cosmic, or moral ones). This defiance is manifested in the two protagonists’ tyrannical and absolutist attitude towards others, an absolutism that borders on self-deification, and to their behaving as if they were holy beings. 
Furthermore, neither of them is exclusively self-spoken. They are more presented by the narrator and by other characters than through their own reported speech. This similarity should not prevent us, however, from observing that the amount of Ahab’s monologues is more important than Kurtz’s, which may be explained by the influence of the theatre on MD (especially the soliloquies) and by the modernist technique of the unreliable narrator in HD.     

As said earlier, Ahab and Kurtz are tragic heroes, in the sense that they are victims of their personal imperfections. However, these imperfections are not flaws, such as jealousy or cowardice, which usually provoke the downfall of tragic characters. These imperfections stem rather from the opposition between two major but antagonistic human attributes, i.e. reason and emotion. Pointing out this conflict in Melville’s heroes, Merlyn Bowen comments that
[f]or Melville, as for others before him, the tragic hero is to be known first of all by the greatness of his gifts, by his heroic endowment of passion, energy and will. He is man magnified. But he is also man idealized— no one-sided monster of thought or feeling but a harmonious individual whose varied gifts exist, in the beginning, in a right proportion to each other. It is not enough that he be “a man of greatly superior natural force”: he must be endowed with both “a globular brain and a ponderous heart.” He must feel life more intensely than ordinary men, but he must also look more searchingly into it.
      

This opposition between brain and heart holds an important place in both narratives. Both Ahab and Kurtz are portrayed as rational and intelligent, but also as passionate and emotional men. Ahab is said to possess “a globular brain and a ponderous heart” (p. 87) while Kurtz is held to be “a universal genius” (p. 103), to have “a concentrated” intelligence but to conceal “monstrous passions” as well (p. 95). The rational side of Ahab appears in his great mental capacities. At one point Ishmael asserts that in his “broad madness, not one jot of his great natural intellect had perished” (p. 186) This is equally suggested through the passage on his “intellectual superiority” (p. 151). Similarly, Kurtz’s intelligence is stressed more than once. The Brickmaker asserts that Europe needed men with “higher intelligence” (p. 36) and that Kurtz was one of them, while the Intended regrets “his generous mind” (p. 109).

       However, as has been noted, this emphasis on the logical and rational nature of the two protagonists is significantly linked with their being emotive. While Ahab is shown to pursue his fiery vengeance with a remorseless spirit, he is nonetheless made to yield, even if briefly, to regret, shortly before his fatal encounter with the whale. In “The Symphony”, Ahab confesses to Starbuck his longing for his young wife and only child, for a peaceful and serene life, regretting thus the tumultuous course he took:

When I think of this life I have led; the desolation of solitude it has been, the masoned, walled-town of a Captain’s exclusiveness, which admits but small entrance to any sympathy from the green country without− oh, weariness! heaviness! (p. 507)

This instant of regret recurs at the very last moment in Ahab’s life, when he is about to be destroyed by the whale:  “Oh, lonely death on lonely life! Oh, now I feel my topmost greatness lies in my topmost grief” (p. 534). On the other hand, Kurtz is not given as much time to comment on his lifetime. However, he manages to express the  essential of his vision of his life when he “sums up” and “judges” the “adventures of his soul on this earth” (p. 100) through his last “ burst of sincerity” (which echoes Ahab’s confession): “The horror! The horror” (p. 100). The remorse of the two protagonists, akin to some religious confession to a priest, trims down their monster-like aspect, rather, stressing the human and fragile side of their character.

  This humane aspect is reinforced by some other details related the two protagonists, and unfolded to us through other characters. Ahab’s complex character is pointed out by Peleg who observes: 
I don’t know exactly what’s the matter with him; but he keeps close inside the house; a sort of sick, and yet he don’t look so. In fact, he ain’t sick; but no, he isn’t well either […] He’s a queer man, Captain Ahab―so some think―but a good one […] He’s grand, ungodly god-like man, Captain Ahab; does not speak much; but, when he does speak, then you may well listen. Hark ye, be forewarned; Ahab’s above the common; Ahab’s been in colleges, as well as ‘mong the cannibals; been used to deeper wonders than the waves; fixed his fiery hand in mightier, stranger foes than whales. (p. 92)   

He adds that Ahab was “a good man―not a pious, good man […] but a swearing good man”. He adds that Ahab “was never very jolly” and that “on the passage home, he was a little out of his mind for a spell”; but he explains that “it was the sharp shooting pains in his bleeding stump that brought that about”. He concludes that “striken, blasted, if he be, Ahab has his humanities” (p. 93). Captain Peleg also informs Ishmael that Ahab has “a sweet, resigned” wife and a child. Similarly, Kurtz has a “beautiful” fiancée and is said to possess gifts in painting and music. Just like Ahab, his physical suffering and deterioration are referred to more than once. All these details add to the humane aspect of the two protagonists, who are not monolithic monsters of thought, but complex beings, able to intensely think and feel at the same time.              

   The humane aspect of Ahab and Kurtz, however, is dwarfed by a narcissistic vision of their persons and their self-centredness. Before Ahab appears in the narrative, Ishmael meditates on the fascinating nature of water, and mentions Narcissus, who because “he could not grasp the tormenting, mild image he saw in the fountain, plunged into it and drowned”; then he comments: “But that same image, we ourselves see in all rivers and oceans. It is the image of the ungraspable phantom of life; and this is the key to it all.” (p. 23) The meditation clearly alludes to Ahab, who, by seeking a sea creature, seems to look deep into the ocean which reflected his own image. And like Narcissus, the cost of this introspection was to be his ultimate destruction. Elsewhere and less obliquely, Ishmael affirms that “Ahab’s soul, shot up in the caved trunk of his body, there fed upon the sullen paws of its gloom” (p. 157).     Similarly, Marlow asserts that Kurtz’s “soul was mad. Being alone in the wilderness, it had looked into itself, and, by heavens! I tell you, it had gone mad” (p. 95). Kurtz’s concentration on his self can also be sensed in his possessiveness: ““My Intended, my ivory, my station, my river, my-”” (p. 70). The same egotism can be discerned in Ahab’s refusal to help the captain of the Rachel (chapter128). Egocentrism and introspection constitute the main features that distinguish Ahab and Kurtz from the other characters and make them deserve their position as central figures. They also seem to redeem them at times in the eyes of Ishmael and Marlow.                                     

Another common feature between the two protagonists is their independence from all external powers. This autonomy takes two forms in both characters: an absolutist attitude towards reality, and a deification of this self. As Melville himself explains to Hawthorne, Ahab is a “man who, like Russia or the British Empire, declares himself a sovereign nature (in himself) amid the powers of heaven, hell, and earth. He may perish; but so long as he exists he insists upon treating with all Powers upon an equal basis.”
 First, Ahab’s monomaniacal pursuit of the white whale is in itself a manifestation of his refusal to accept the loss of his leg as an accident (which is contrasted with the captain of the Samuel Enderby’s acceptance of his arm loss). For Ahab, the powers of the universe, among which is the white whale, are only “pasteboard masks” that hide the real force behind all human misery, so that “[i]f man will strike, strike through the mask! How can the prisoner reach outside except by thrusting through the wall? Tell me, the white whale is that wall…” (p. 167)                                                  

     Ahab’s absolutism impacts upon the way he governs the Pequod. Even before the captain shows any dictatorial behaviour, Ishmael introduces us to his absolutistm by observing: “That certain sultanism of his brain, which had otherwise in a good degree remained unmanifested; through those forms that same sultanism became incarnate in an irresistible dictatorship.” (p. 151) For his part, Starbuck protests that Ahab “would be a democrat to all above; look, how he lords it over all below” (p. 172). When Ahab announces to the crew the purpose of his voyage, and is opposed by Starbuck, he attempts to persuade the latter through psychological manipulation by getting assistance from the excited crew. Having achieved his purpose, he is delighted by his successful manipulation and exclaims: “Starbuck now is mine; cannot oppose me now, without rebellion.” (p. 168). In fact Ahab’s attempts to control Starbuck constitute a focal point in the narrative. For Ishmael often and lengthily refers to it, as the whole chapter: “Surmises” (p. 211) devoted to Ahab’s pondering over how to keep his “magnet at Starbuck’s brain” indicates. Besides his desire to manipulate his First Mate in order to stifle his resistance; Ahab’s totalitarian behaviour is expressed by his several oppositions to Starbuck’s requests. When the latter tries to convince Ahab about the necessity of breaking out in the main hold because the ship’s oil was leaking, he is violently answered by the angry captain, who points at him a loaded musket roaring: “There is one God that is Lord over the earth, and one captain that is Lord over the Pequod” (p. 449). Ahab menaces not only Starbuck, but the whole crew as well. When thunder strikes the Pequod, and inflames it, the frightened crew, aroused by Starbuck’s warning, “God is against thee, old man”, runs to cast loose the sails; it is stopped by Ahab, who snatches a burning harpoon, and swears “to transfix with it the first sailor that but cast loose a rope’s end” (p. 478).                                   

   Ahab’s love of absolute power and his furious disagreement with any opposition lend to his character a divine dimension. Indeed, some scenes suggest religious rituals. First, when Ahab asks to serve rum to the excited crew as they accept to join him in his fiery search, he holds three crossed lances, appoints the three Pagan sailors (Queequeg, Tashtego, and Dagoo) his own harpooneers, and then brims the harpoons sockets with a fiery water from a pewter. The same ritualistic atmosphere may be noticed when Ahab decides to temper, in the name of the devil,  a special harpoon, designed to kill Moby Dick, with the three black harpooneers’ blood (p. 462). Thus Ahab as a dictator, a manipulator, and a leader of rituals, seems to deify himself.      

    As concerns Kurtz, we can say that he too seeks a total independence from any superior powers. Marlow explains that “[t]here was nothing either above or below him, and I knew it. He had kicked himself loose of the earth. Confound the man! He had kicked the very earth to pieces. He was alone …” (p. 95) Kurtz is described as a romantic lone and isolated figure; he also possesses a great eloquence which is considered as a kind of power. Marlow often admires his “ability to talk, his words – the gift of expression, the bewildering, the illuminating, the most exalted and the most contemptible...” (p. 68), and his “unbounded power of eloquence – of words – of burning noble words.” (p. 72) Thus Kurtz’s eloquence is described by Marlow as “a gift”, but is equally viewed as an instrument of manipulation by one of Kurtz’s acquaintances:

 … but heavens! How that man could talk. He electrified large meetings. He had faith - don’t you see? - he had the faith. He could get himself to believe anything - anything. He would have been a splendid leader of an extreme party. (p. 104)

In his own report, Kurtz confesses that in the wilderness, and “[b]y the simple exercise of our will we can exert a power for good practically unbounded” (p. 72).        

Like Ahab, Kurtz’s eloquence and influential personality are so powerful that he comes to resemble a deity: “He had the power to charm or frighten rudimentary souls into an aggravated witch-dance in his honour” (p. 72) which could end “with unspeakable rites” (p. 71). As is hinted in this last observation, both Kurtz and Ahab are portrayed as gods. Far from being Christian figures, however, they represent some satanic high priests or pagan deities.        

   Both Ahab and Kurtz are further characterized by an invincible and inexorable will that survives until their last moments; a will that is stirred by some Promethean pride, or “hubris”. For except that  instance in which they seem to show some remorse or uncertainty in relation to the course of life they took, their attitude towards reality can only be described as inflexible, uncompromising, and relentless. While Ahab affirms that the “path to [his] fixed purpose is laid with iron rails, whereon [his] soul is grooved to run” (p. 171) and emphasizes his obstinacy to kill the whale even when he is certain of being defeated by him (“…to the last I grapple with thee; from hell’s heart I stab at thee; for hate’s sake I spit my last breath at thee” (p. 534)), Kurtz, who is so physically feeble that he becomes only a “voice”, shouts nonetheless to the wilderness: “Oh, but I will wring your heart yet!” (p. 98) (which interestingly echoes Ahab’s “Oh Moby Dick, I clutch thy heart at last!” (p. 483), or his “…but I’ll slay him yet” (p. 524)). Indeed, Ahab and Kurtz are close counterparts because of their invincible character but because of their relationship with the other characters as well.
B- Ahab, Kurtz and the Others: Constructing a Central Consciousness
The two protagonists do not appear immediately after the action begins, but are progressively introduced through some short, general, and sometimes ambiguous testimonies made by a number of characters. As noted earlier, Ahab is first introduced by Captain Peleg. Ahab’s character’s is then described as dangerous by the strange Elijah, who warns Ishmael against sailing with him. Besides, Starbuck views Ahab as a madman, while Stubb judges him a “queer” man (p. 133). Minor characters, such as the different ships captains, also make some observations on Ahab.
     In HD, a similar gradual presentation introduces Kurtz. First, the Accountant informs Marlow that Kurtz was “a very remarkable person” who “[s]ends in as much ivory as all the others put together” (p. 27). Then, the Manager reports to Marlow that “Mr Kurtz was the best agent he had, an exceptional man, of the greatest importance to the Company” (p. 32). Later, Kurtz is presented by the Brickmaker as “a prodigy… an emissary of pity, and science, and progress, and devil knows what else.” (p. 36) The Harlequin observes to Marlow that “you don’t talk with [Kurtz] – you listen to him” (p. 76), and then passionately confides to him how “this man enlarged [his] mind” (p. 78). Even after his death, comments on Kurtz’s character are still imparted to us. A man with an official manner comes to visit Marlow and declares to him that “Kurtz’s knowledge of unexplored regions must have been necessarily extensive and peculiar – owing to his great abilities and to the deplorable circumstances in which he has been placed” (p. 103). Kurtz’s cousin testifies that Kurtz “was essentially a great musician” (p. 103). Afterwards, a journalist intimates to Marlow that “Kurtz’s proper sphere ought to have been politics” (p. 104). Finally, Kurtz’s Intended ardently asserts that her regretted fiancé “drew men toward him by what was best in them.” (p. 108) and that he had “greatness”, a “generous mind” and a “noble heart” (p. 109).                                                
      By presenting the two main protagonists through other characters’ reports on them, both characters and narrator participate in the building up of his figure. Thus the concept of the protagonist originally envisaged as an enclosed and concentrated figure or persona will go beyond these confines, and become an all-pervading conscience or spirit. The characters of Ahab and Kurtz are not introduced only when the two protagonists are physically present in the two narratives but are felt as consciences from the very beginning of the two accounts till the very end. This omnipresence is maintained both by the narrator’s and the other characters’ presentation of these two main figures. Accordingly, the central discourse that is supposed to emanate from the person of the protagonist as a central character does not only dissolve into many discourses, as we have already noted, but into the whole narrative as well. Meaning becomes, as our analysis of narrative structure will also show, centrifugal, i.e. spread out over the whole narrative. 
Moreover, meaning is spread out from the centre to the periphery in the two narratives by the method of contrasting the different characters with the two central protagonists. As has been pointed out in the chapter devoted to characterization, both MD and HD present significant oppositions between the portrayal of the two protagonists and the other characters. 

Ahab’s rigid and monomaniacal character is clearly opposed to the “virtue [and] right-mindedness” of Starbuck, to the “invulnerable jollity of indifference and recklessness” of Stubb, and to the “pervading mediocrity” of Flask (p. 188). Ahab’s philosophical defiance is also contrasted to the pointlessness of Fedallah’s evil, and Queequeg’s primitive wisdom. His proud unyielding nature is equally meant to be opposed to Ishmael’s humble and reconciling character. Moreover, Ahab’s “heroic” madness is contrasted with Pip’s flimsy insanity.
  Similarly, Kurtz’s character which is associated with high moral ideals is distinguished from the immoral Manager, Brickmaker and Accountant, and from the innocent and unthinking Helmsman. Kurtz’s unreserved nature is also contrasted with the self-restrained cannibals. 

Just like the variety in the presentation of the protagonists, this method of contrasting characters destroys the confines of the protagonists’ figures and creates an interaction between them and the other characters. Thus by opposing these different attitudes meaning is again diffused through wider spaces in the two narratives. The variety in the presentation of the two protagonists is intensified by the narrator’s and other characters’ oblique and confusing comments on the central figures. All the different testimonies on the two protagonists are tinted with uncertainty, ambiguity and shadiness. No one of those who attempt to describe Ahab and Kurtz does so accurately or clearly. This adds to the general sense of mystery and incomprehension, as well as the general haziness that surround the two protagonists. Though less flamboyant, Ishmael and Marlow form another enigmatic pair that deserves close analysis.

C- Ishmael and Marlow: The Coming of Age of Two Wise Commentators
 Ishmael and Marlow share a remarkable moral ability shown through out their respective experiences. Both of them are isolated from the other characters and both experience a significant change through out their narratives. Indeed, the two narrators witness some past events, which have so much affected their lives that they have made it almost a divine mission to tell what they have seen, just as a prophet would feel the urge to deliver a divine message to his people. Both are also sailors and wanderers. More than a livelihood, their seafaring is a therapy for them. In this respect, Ishmael explains:

–having little or no money in my purse, and nothing particular to interest me on shore, I thought I would sail about a little and see the watery part of the world. It is a way I have for driving off the spleen, and regulating the circulation. Whenever I find myself growing grim about the mouth; whenever it is a damp drizzly November in my soul; whenever I find myself involuntarily pausing before coffin warehouses, and bringing up the rear of every funeral I meet; and especially whenever my hypos get such an upper hand of me, that it requires a strong moral principle to prevent me from deliberately stepping into the street, and methodically knocking people’s hats off – then I account it high time to get to sea as soon as I can. This is my substitute for pistol and ball. (p. 21)

Marlow tells his listeners:

I had then, as you remember, just returned to London after a lot of Indian Ocean, Pacific, China seas – a regular dose of the East – six years or so, and I was loafing about, hindering you fellows in your work and invading your homes, just as though I had got a heavenly mission to civilize you. It was very fine for a time, but after a bit I did get tired of resting. Then I began to look for a ship – I should think the hardest work on earth. But the ships wouldn’t even look at me. And I got tired of that game, too. (p. 11)    

Seamanship is for both more than a passion; it seems to be the only kind of life they can lead. What really attracts them toward the watery way (be it sea or river) is its mystery, its obscurity and the unlimited possibilities it offers for adventure. Thus Ishmael and Marlow introduce themselves as adventurers, fascinated by nature’s secrets and mysteries. Ishmael acknowledges that what made him take to sea

…was the overwhelming idea of the great whale himself. Such a portentous and mysterious monster roused all my curiosity. Then the wild and distant seas where he rolled his island bulk; the undeliverable, nameless perils of the whale; these with all the attending marvels of a thousand Patagonian sights and sounds, helped to sway me to my wish. With other men, perhaps, such things would not have been inducements; but as for me, I am tormented with an everlasting itch for things remote. I love to sail forbidden seas and land on barbarous coasts. (p. 26)

Just like Ishmael, Marlow is fascinated by the unknown. He tells about his passion for maps when he was a child, and how he used to lose himself “in all the glories of explorations”, dreaming about going to the place which looked “particularly inviting” on the map (p. 11). One of such places was the Congo region with a river, “a mighty big river” which resembled “an immense snake uncoiled, with its head in the sea, its body at rest curving afar over a vast country, and its tail lost in the depths of the land.” The river fascinates Marlow “as a snake would a bird – a silly little bird.” (p. 12)
Ishmael and Marlow are wanderers, adventurers but also wise thinkers. While Ishmael presents himself, from the very beginning as a learned sailor who meditates upon the sea (chapter 1), Marlow is compared by the unanimous narrator to “a Buddha preaching in European clothes” (p. 10). Both are thus able to have a morally discriminating eye, while all the other characters seem to lack it (except for Starbuck in MD). Only they are capable of judging from different perspectives whereas others can only use one. However, Ishmael’s and Marlow’s strong moral awareness does not prevent us from observing that both of them experiment, at one moment of their voyages, some weakness in their moral power for discrimination. Thus, while both are able to see the sin which drags the crowd, they seem at one instance, to have surrendered themselves to this sin. Ishmael admits that, among the frenzied excitement of the crew who supported its leader, 

I, Ishmael, was one of the crew; my shouts had gone up with the rest; my oath had been welded with theirs, and stronger I shouted, and more did I hammer and clinch my oath, because of the dread in my soul. A wild, mystical, sympathetical feeling was in me; Ahab’s quenchless feud seemed mine. (p. 180)
Likewise Marlow acknowledges his attraction to the wilderness because, ugly as this wilderness may be, “there was in [one] just the faintest trace of a response to the terrible frankness of that noise”; and that if he “didn’t go ashore for a howl and a dance” it was only because he “had no time” (p. 52).  The two narrators’ moral unsteadiness just pointed at leads us to another significant feature which they share. It is their coming of age or intellectual rite of initiation.
Certainly, the impact of their experiences on them is not the same for the two narrators: Ishmael does not make any comment on his mental state after he is saved, while Marlow deeply expands on the subject. However, one cannot deny the fact that at the end of their wanderlust, they have learnt a lot. In this sense, their voyages may even be called “initiation journeys”, as both are initiated into new conceptions of life.

Well before the Pequod sets sail, Ishmael learns his first lesson, which is about inter-racial relationships. When his fear of Queequeg, the black “cannibal” is dispelled, he realizes that he had been blinded by prejudice. Thus he wonders: “What’s all this fuss I have been making about […] the man’s a human being just as I am: he has just as much reason to fear me, as I have to be afraid of him.” (p. 43) Soon, Queequeg becomes his “bosom friend”. Ishmael’s second lesson occurs in the chapter entitled “The Monkey Rope”. In this chapter, he describes a manoeuvre executed on board the Pequod and in which he and Queequeg are tied to the two extremes of a rope. While Ishmael remains on board, Queequeg has to descend on the whale’s back, and insert into it what is called the “blubber-hook”. The technique is supposed to provide security for the harpooner while operating on the whale, which is half-submerged by water. Ishmael explains that in this situation, any wrong movement on his part or on that of Queequeg would be perilous for both. He then reflects on this condition. He finds out that his “own individuality was now merged in a joint stock company of two”, that his “free will had received a mortal wound; and that another’s mistake or misfortune might plunge [him] into unmerited disaster and death.” Thus he feels that this situation “was the precise situation of every mortal that breathes”. He observes that “[i]f your banker breaks, you snap; if your apothecary by mistakes sends you poison in your pills, you die.” (p. 310)

Ishmael’s reflection reveals that, however independent, an individual’s acts are unavoidably linked to other peoples’. Therefore the world becomes a “joint stock company” of all mortals. This inter-relatedness between people can be advantageous, but it can also be perilous: people may act in a good way and thus positively affect each other, but they may also act badly and, consequently, negatively affect one another. This observation is important for it implicitly refers to Ahab’s individual decision of taking revenge from the whale; a decision which affects all the crew. Ishmael’s conclusion about his experience (and that of Ahab, by anticipation) is that perfect free will is an illusion and that individuality is not an independent entity. In the chapter entitled “A squeeze of the Hand”, Ishmael learns another important lesson. During one of those moments of internal peace and harmony which he enjoys with his fellow-laborers, while squeezing the whale’s oil in order to turn it into liquid, Ishmael finds out that “since by many prolonged, repeated experiences, [he has] perceived that in all cases man must eventually lower, or at least shift his conceit of attainable felicity”. He adds that man should not place this conceit of attainable felicity “in the intellect or the fancy”, but rather “in the wife, the heart, the bed, the table, the saddle, the fire-side, the country”.  (p. 398) In other words, Ishmael’s personal discovery is that man should not reach for perfect ideals (as Ahab does). He should rather strive to steer a middle course through life.
In HD, Marlow’s psychological and moral change is not as serene as Ishmael’s. His coming of age is so important that he nearly breakdowns after his experience:

I found myself back in the sepulchral city resenting the sight of people hurrying through the streets to filch a little money from each other, to devour their infamous cookery, to gulp their unwholesome beer, to dream their insignificant and silly dreams. They trespassed upon my thoughts. They were intruders whose knowledge of life was to me an irritating pretence, because I was so sure they could not possibly know the things I knew. Their bearing, which was the bearing of common place individuals going about their business in the assurance of perfect safety, was offensive to me like the outrageous flauntings of folly in the face of a danger it is unable to comprehend. I had no particular desire to enlighten them, but I had some difficulty in restraining myself from laughing in their faces, so full of stupid importance. (p. 102)

Marlow’s reflection highlights another feature in his character, his inability to communicate with others or his isolation from the group, a handicap which he shares with Ishmael. 
The two narrators’ isolation is such that they communicate with no character, not even with the central characters, whose kinship they claim so loudly. In MD, there is no single instance where Ishmael is made to communicate with Ahab. In fact, the absence of such a contact between the narrator and the hero is so striking in this narrative that we come to forget, in certain instances, about the physical presence of Ishmael among the crew. Even his friendship with Queequeg seems at times to be virtual. While Ishmael strives, in the opening chapters, to describe passionately his encounter and friendship with Queequeg, the rest of the narrative, which contains the most substantial part of the action, is devoid of the so much hailed friendship.

The same remark can be made about Marlow. Among all the characters presented in the narrative, no one is able to really communicate with Marlow. Moreover, he himself does not make the effort to establish any contact with them. All that he actually does is to impart to us his impressions when meeting and listening to those different characters. Even Kurtz, the one character that is presented as having some affinities with Marlow, even him seems to be incapable of any intellectual or emotional give-and-take with Marlow. The anonymous narrator also stresses Marlow’s isolation from the rest of the characters. While Marlow tells his story, the listeners (except the anonymous narrator) are either unable to really understand his tale, or to listen to him at all: “The others might have been asleep…” (p. 39). Besides, despite his several attempts at distinguishing himself from the other unconcerned listeners, the frame narrator does not succeed in appeasing Marlow’s loneliness, for he too is allowed no space of interaction with him. Marlow draws attention to this isolation: “We live as we dream ― alone…” (p. 39) The isolation of the two narrators seems to be further intensified by the muteness of their two companions: Queequeg and the Helmsman. 
D- Queequeg and the Helmsman: The “Wise Man” and the “Improved Specimen”
 
As has already been pointed at in our discussion of race, despite the inarticulateness which is forced upon him by the narrative structure of the novel Queequeg, the central symbol of primitive Oriental wisdom, appears to be a character which conveys a certain attitude towards human existence that may well be a substitute for, or at least a counterweight to the Christian vision. 
For James Baird, Queequeg represents the element of “ideality” and the “man of wisdom”.
 His ideality stems from the many instances in which Ishmael presents him as patient, understanding, helpful, satisfied, and peaceful ( “entirely at his ease; preserving the utmost serenity; content with his own companionship; always equal to himself” (p. 66). This is especially clear in the first chapters of the narrative. Thus Queequeg, the emblem of Oriental primitive culture, represents a sound and consistent philosophy that seems to be put forward by Ishmael as a plausible alternative to Ahab’s monomaniacal and stern philosophy. 

    The Helmsman is Queequeg’s counterpart in many ways. Like Queequeg, the Helmsman is completely absent as an interlocutor and lacks autonomous involvement in the central discourse. As has been noted in an earlier chapter, Ishmael’s own interpretation, or explanation of Queequeg’s character is essential to its appreciation; so is Marlow’s deciphering of the Helmsman’s look when the latter is dying. Marlow notes that “the intimate profundity of that look [the Helmsman] gave [him] when he received his hurt remains to this day in [his] memory- like a claim of distant kinship affirmed in a supreme moment.” (p. 73) In this sense, both Queequeg and the Helmsman represent mute philosophies that seem to need Ishmael and Marlow’s voice, understanding, and discriminative mind to unfold their position vis-à-vis central issues, such as race or the metaphysical question. 

         However, we should also note that unlike “wise” Queequeg, the Helmsman is said to lack restraint, when the latter awkwardly causes his death. The opposition between those two figures (Queequeg and the Helmsman) is nowhere clearer than in the scene of their death. While Queequeg asks his shipmates to make him a coffin as he falls mortally ill, showing thus his acceptance of death, Ishmael notes that 

 Queequeg now entreated to be lifted into his final bed, that he might make trials of its comforts, if any it had […] Then crossing his arms on his breast with Yojo between, he called for the coffin lid (hatch he called it) to be placed over him […] “Rarmai” (it will do; it is easy), he murmured at last, and signed to be replaced in his hammock. (p. 453)

Thus Queequeg prepares to die in the serenest and most resigned states. By opposition, when the Helmsman receives the fatal spear, his surrender to death is bitter and disturbed. While Queequeg asks for a coffin because he peacefully accepts his death, his counterpart in HD forbids Marlow to take the spear out of his body because of awful pain. Marlow thus describes him in the most extreme states of suffering observing that

 … his eyes shone with an amazing lustre. The fusillade burst again. He looked at me anxiously, gripping the spear like something precious, with an air of being afraid I would try to take it away from him. (p. 66)

The Helmsman’s disturbed death is further emphasized by the general troubled atmosphere. Thus Marlow notes the “tumult of angry and warlike yells” and the “tremulous and prolonged wail of mournful fear and utter despair” which seemed to have followed “the flight of the last hope from earth” (p. 66). What we may consequently deduce from comparing Queequeg to the Helmsman is that while both characters draw near one another in their lack of autonomy in the two narratives, Queequeg differs from his counterpart in his ability to represent the “wise man”. The Helmsman, by contrast, stands only for some incomprehensible, disturbed and “frenzied” existence. As our analysis of race in the two narratives has shown, while MD presents the non-white pagan world as a world of wisdom, happiness and serenity, HD describes it as a frantic, dark and nightmarish one. Thus the analysis of this pair of characters emphasizes significant points related to the visions unfolded through the two narratives. Similarly, comparing between the characters of Pip (MD) and the Harlequin (HD) will disclose important implications.  

E- Pip and the Harlequin: The Wisdom and Folly of the Jesters
Pip and the Harlequin seem to have more than one feature in common. Besides suggesting such relationships as a man- woman one or a master- slave one, both Pip and the Harlequin recall Shakespeare’s Fool. Like the Fool, or the jester, their characters are associated with knowledge and folly at the same time. Both of them appear to have acquired some bitter and terrible truth (Pip in the depths of the ocean, and the Harlequin in the depths of the wilderness with Kurtz), but to have resolved to protect their humanity by a careless jolly attitude in order to remain “unscathed” (HD, p. 79). Pip, that black boy on the Pequod, is presented as having a “pleasant, genial, jolly brightness” (p. 394) before he turns mad, after having been abandoned in the open sea during one of the ship’s attempts to chase the whale. Turning thus insane, Pip is left alone by the other crew members, and only appears in the narrative as holding some senseless (although sometimes suggestive) soliloquies. Feeling an air of familiarity with the boy’s insanity,
 Ahab sympathizes with him, and decides to make of him his companion.
 As we have seen in our analysis of gender, the association between Ahab and the black boy suggests a man-woman relationship.
 We can even see in this association a Master–Slave relationship, as Pip addresses to Ahab as “good master, master, master!” (p. 499). When Ahab realizes that Pip’s companionship becomes a burden to him (for Pip becomes “too curing to [his] malady” (p. 498)) he does not hesitate to menace to kill him (“weep so, and I will murder thee” (p. 499))      
  A similar relationship can be noticed in HD between Kurtz and the Russian character designated by Marlow as the Harlequin. Like the jolly and young Pip, the Harlequin is presented as “enthusiastic”, “fabulous”, and enveloped by the “glamour of youth” (p. 78). Like him too, he is “a simple man” (p. 84) who is in profound admiration of the man who has enlarged his mind (p. 78). His relationship to Kurtz, like that of Ahab to Pip, suggests a matrimonial relationship, as we have seen before. Furthermore, like the black boy in MD, the Harlequin sees Kurtz as a master and even as a deity (“If it had come to crawling before Mr Kurtz, he [the Harlequin] crawled as much as the veriest savage of them all.” (p. 84)) His devotion to him seems unbounded, for even when the latter threatens to shoot him (just as Ahab does Pip) for some ivory, he does not leave him (“I couldn’t leave him” (p. 81)).                  

F- Fedallah, the Manager and Other Petty Devils 

The characters in HD to whom Fedallah, the Parsee fortune teller, may be compared to are those of the two knitting women, the Accountant, the Brickmaker, and the Manager. The affinity which all these characters bear with Melville’s Parsee lies in their mysterious nature, devotion to evil, their amorality, and their seeming futility. As noted in the analysis of race, Fedallah is presented as an unreal person. When he appears for the first time, he seems “fresh formed out of air” (p. 216). His presence in the plot as an actor being unconvincing, he is not to be considered as a dynamic element, but as a symbolic figure which represents evil and mystery. His character is introduced to us in the guise of a devil, as he is said to belong to “a race notorious for a certain diabolism of subtilty” (p. 216). 

     Like Fedallah, the two women whom Marlow meets before his voyage have no effect on the development of events, but their presence in the narrative creates the same sense of mystery, evil, and the supernatural. While the Parsee foretells Ahab’s death in an ambiguous prophecy, the two women in HD seem to foreshadow the gloomy events that Marlow will experience later in the jungle. Whereas one seemed “uncanny and fateful”, the second appeared to be “introducing continuously to the unknown”.  Furthermore, the descriptions of the Parsee as well as the two women suggest evil and mystery (the black colour). Ishmael notes that the fortune-teller wears a “jacket of black cotton […] with wide black trowsers of the same dark stuff” and “a glistening white turban” (p. 216). Similarly, the two women knit black wool, and one of them wears “a starched white affair on her head” (p. 15). We may even see in these descriptions some allusion to a sort of Oriental wickedness (the turban). Thus just like Fedallah who has the appearance of some evil and mysterious creature, the two women seem to Marlow to be “guarding the door of Darkness” (p. 16).      

The Accountant, like fantastic Fedallah whose first appearance on the ship is presented as “fresh formed out of air”, is described by Marlow as “a sort of vision”, a “miracle” (p. 25). Moreover, just as the supernatural competence possessed by Fedallah (which is revealed in the fulfilment of his prophecy at the end of the chase) makes him weird and unearthly, the Accountant’s self-control and competence dehumanizes his character. Like a devil, the Accountant reveals a gratuitous and deep hatred of the natives (he affirms: “… one comes to hate those savages – hate them to the death.” (p. 27))       

  Like the Accountant and Fedallah, the Brickmaker with his vicious and immoral nature (he attempts to pump Marlow about his acquaintances in Brussels), and with his “forked little beard and a hooked nose” (p. 34) resembles a devil. The other agents think that “he was the manager’s spy upon them” (p. 34).  Marlow even calls him a “papier-maché Mephistopheles” (p. 37). Moreover, while the Parsee is meant to represent only Ahab’s “external arts and entrenchments” which are “always, in themselves, more or less paltry and base” (p. 151), the Brickmaker is given a similar “base” evil. Unlike Kurtz, who could at least be taken seriously, the Brickmaker only inspires an absurd and unintelligent evil. In this sense, he may be described as a parody of Kurtz.

 More than the Accountant and the Brickmaker, Fedallah’s real counterpart seems to be the Manager. Unlike Kurtz, the Manager had “no genius… No learning, and no intelligence” (p. 31). He could only inspire “uneasiness” (p. 31) and “an atmosphere so vile” (p. 89). Already at the Outer Station, Marlow foresees that he “would become acquainted with a flabby, pretending, weak-eyed devil of a rapacious and pitiless folly.” (p. 23) His feeling is confirmed later, when he is able to notice that only a glance at the Inner Station “was enough to let you see the flabby devil was running that show” (p. 30). Although he is only figuratively compared to a devil, while the Parsee is more than once suggested to be a real devil or some unearthly malicious creature, the Manager’s character seems to be a pure case of evil. Marlow reflects: “Perhaps there was nothing within him” (p. 31), seeming to contrast him with Kurtz who had some ideals. Thus Marlow turns to Kurtz, his other “choice of nightmares” for relief (p. 89).       

Despite the fact that the Parsee is literally associated with devilish actions while his counterparts in HD are only symbolically suggested as being diabolic, these characters meet in the fact that they incarnate evil, a theme which is central in both novels. Fedallah, the two women, the Accountant, the Brickmaker and the Manager represent evil, but a futile one, that of an inferior standard. Thus the meaning of these characters’ presence in the two narratives seems to lie in the two writers’ desire to contrast them with the central protagonists. By contrast to these figures’ pointless and absurd evil, Ahab and Kurtz represent a heroic evil, an evil of the Miltonian kind.                

G- Aunt Charity and the Intended: The Tender Ones 
Since the two narratives’ treatment of women has already been discussed in a previous chapter, we will only briefly consider here the similarity between the two works’ feminine figures. Thus we shall consider Aunt Charity (Bildad’s sister, one of the owners of the Pequod) in MD and the Intended (Kurtz’s fiancée) who are, incidentally, two rare instances of feminine presence in the two narratives. 
While Aunt Charity and the Intended, the most prominent feminine figures in MD and HD, differ in their age (as we have noted previously, the former is middle-aged and the latter is young) both are presented as stereotypes of the affectionate, protective, and naive woman. Aunt Charity is described as a “kindhearted” and “charitable” Quakeress (p. 107). Likewise, the Intended is portrayed as a loving, and faithful woman. Both of them are also depicted as superficial, or naïve characters. In this sense, we may also include with these figures Marlow’s aunt, who is assumed by her nephew to be “out of touch with truth” (p. 18). Being kept far away from the central tragedy, as we have seen earlier, the three of them are confined to “that beautiful world of their own” (HD, p. 69). In this respect, we may refer again to the two women Marlow meet before his voyage and who are as insignificant to the main plot as the Intended and Aunt Charity, on the one hand, and contrast with these same characters in the fact that they are associated with evil, on the other.      

H- The Crew and the Natives: A Blind Submissive Mob 

 MD’s crew may be compared to HD’s natives on the basis of their relation to Ahab and Kurtz, respectively, and also of their relation to evil. The Pequod’s crew is presented by Ishmael as being “chiefly made up of mongrel renegades, and castaways, and cannibals” (p. 188). When Ahab announces the mad purpose of his voyage to his crew they do not hesitate to support him passionately. Being amazed by their blind devotion to Ahab’s cause, Ishmael wonders:

How it was that they so aboundingly responded to the old man’s ire—by what evil magic their souls were possessed, that a times his hate seemed almost theirs […] what the White Whale was to them—all this to explain would be to dive deeper than Ishmael can go. (p. 188)

Besides, the three black harpooners peacefully accept to offer their blood in order to temper Ahab’s harpoon. They are also the most excited ones by Ahab’s quest, and this can be noticed in every scene where they appear in the presence of Ahab.

HD’s natives seem to have a similar unquestionable devotion and commitment towards Kurtz. The latter’s power on them is, as he himself wishes it to be in his report, “unlimited”. They are thus loyal to him, which is suggested in the character of the Black Mistress. They even literally worship him. In addition to the natives, there is another group of rather “hollow” worshipers: the company’s agents whom Marlow ironically calls the “bewitched” and “faithless pilgrims”. Their work in the stations, like the Brickmaker’s, consists in “strolling aimlessly about in the sunshine” (p. 33). Worse than these Pilgrims, the members of the Eldorado Expedition are described by Marlow as a “devoted band” (p43). Their talk “was the talk of sordid buccaneers: it was reckless without hardihood, greedy without audacity, and cruel without courage”. They had no “moral purpose” behind their work (while Kurtz had some, at least at the beginning) and they “did not seem to be aware these things are wanted for the work of the world” (p.43). Moreover, just as childishly foolish as the Pequod’s crew which enthusiastically submits to Ahab’s mad will just for a golden coin, the members of this expedition devotedly seek ivory, but are  symbolically suggested to be looking for gold as the Eldorado is the name of an imaginary city of gold.              
Thus depicted, the natives, the Pilgrims, and the Eldorado Expedition members, represent some inferior class of human beings who are unable to have any kind of any belief or ambition. They can neither be compared to such vainly a-moral characters as Fedallah and the Manager, nor to the heroically and nobly evil Ahab and Kurtz. They are rather hollow, mean and ridiculous, but with much enthusiasm and eagerness, and ready to devote themselves, body and soul, to any cult. If Fedallah and the Manager can be seen as embodiments of Satan, these hollow men may then be described as lower groups of devils. Thus amid this wide range of wicked figures, the two narratives seem to be in want of some principled and righteous characters that are able to support the two morally discriminative narrators. While Starbuck may represent such a righteous figure in MD, he seems to have no counterpart HD. 

Significantly enough, Starbuck, the ship’s first mate and the only positive character in MD whose voice seems to dispute loudly with those of Ishmael and Ahab, has no counterpart in HD. This leads us to deduce that while MD assumes that there is some possible positive attitude towards reality, HD denies it.
Starbuck is presented as a brave, conservative, noble and righteous man who relies on the Christian faith to interpret events. Besides this, he is a practical man who kills whales only for his “living” (p. 122). With such a temper, he is the only one who may be taken as a (white Christian) alternative to Ahab, as the two characters’ frequent confrontations show. Despite the fact that his virtue and righteousness do not allow him to put an end to Ahab’s evil quest, Ishmael’s presentation of his voice in the narrative suggests that his ethical attitude may be taken as an alternative to Ahab’s monomaniacal position. Conversely, there is no such virtuous figure in Marlow’s narrative. The voice of virtue seems thus to be stifled in the African jungle as well as in the European city.  
The present discussion leads us to underline a number of important points related to characters and characterization in both narratives, but to point of view and narrative structure as well. First, we may note that the technique of presenting the protagonist through other characters’ eyes has the effect of making his person present through out various parts of the narrative. Moreover, both narratives exhibit a similar method in characterization, as we have seen in the preceding analysis. In both MD and HD, there is the same method of contrasting the different characters with the two central protagonists. 
While MD and HD meet in the presentation of the main protagonists through other characters and in the traits of some characters, the two narratives differ in some important considerations. Most significant of these is the discrepancy between the presentation of non-white figures as standing for wisdom and serenity (Queequeg), while they are only suggested as representing incomprehensible and frenzied existence in HD (the Helmsman). Besides, in spite of their outstanding affinity, the two narrators diverge in a significant manner. Marlow’s coming of age is not as serene as Ishmael’s. While Ishmael seems to accept peacefully the different phases of his experience, the knowledge which Marlow gains in the wilderness nearly turns him insane.  
In spite of their significant affinity, the Parsee and his evil counterparts in HD differ in an important way as well. While the Parsee is literally suggested to be some supernatural evil creature (he is actually a fortune-teller), his counterparts in Marlow’s narrative are only figuratively associated with evil. Likewise, the two central feminine figures in the two narratives, which are analyzed in this chapter, diverge significantly in their age, as we have pointed out in our analysis of gender. Moreover, as we have noted in this discussion, virtuous Starbuck has no counterpart in HD. Thus the significance of the divergences as well as the similarities mentioned in this chapter will be expounded upon in the conclusion of this study, while more disparities and affinities between the two narratives will be revealed in our analysis of narrative structure in the next chapter.
Chapter Two:
Narrative Structure and Plot
To compare MD and HD in terms of their narrative structure may seem likely to stress differences rather than resemblances. MD, being a romantic novel and HD a modernist one, narrative discrepancies between the two works are unsurprisingly numerous due to the structural and technical innovations brought about by modernism. However, a close analysis of the two novels’ narrative constructions reveals significant parallels (as well as discrepancies) represented through three main similar techniques: interruptions and pauses, anticipations and prefiguring and decentralized meaning.
A- Interruptions, Pauses and the Narrative   
The first technique which we shall analyse in both works, which is related to pauses and interruptions, is more explicit in MD than in HD. However, the effect which this technique exercises is similar in both narratives. In MD, pauses are made mainly through those chapters devoted to the scientific knowledge of the whale. Pauses are also created through the technical descriptions related to ships and to actions performed on board ships. The abundance of such pauses in MD and their position in the narrative (immediately after or before important events) lead us to assume that they have significant importance and effect with respect to the narrative meaning. 
A-1- Scientific Comment in MD
Some critics consider those long and detailed descriptions of the whale, its parts, substances extracted from it, its physiognomy and all information related to it as irrelevant to the main course of action. Some others believe also that these passages create an impression of heavy erudition within the narrative. These views may be correct, but one should not overlook the positive effect of such interruptions on the reading of the novel. Information about whales, ships, seamen and the sea allows Ishmael to assert his authority as a competent seaman, guide and narrator of this voyage. Although scientific knowledge about whales does not have a direct relationship with the main theme of the novel, it seems to offer a serene and stable
mood which significantly contrasts with the tumultuous atmosphere created by Ahab’s frantic pursuit of the whale.
A-2- The Pause as “Scene” in MD and HD
In addition to these scientific passages which are inserted into the main course of action, there are other kinds of interruptions in MD’s plot. Such breaks act as a microcosm of the whole novel, as they amplify and magnify the narrative. Thus besides referring to passages in which there is a suspension of action, the term “pauses” includes the concept of the “scene”. These scenes, which are different from dramatic scenes, are described by Genette as “typical or illustrative scenes, where action […] is almost completely obliterated in favor of psychological and social characterization”.
 

This type of blending pauses and scenes can be identified both in MD and HD. When action is slowed down in the two narratives, physical, psychological and philosophical descriptions merge in one scene. Genette identifies the same blending in Proust’s writing, commenting:

… the Proustian scene ― as J. P. Houston has said ― plays in the novel a role of “temporal hearth” or magnetic pole for all sorts of supplementary information and incidents. It is almost always inflated, indeed encumbered with digressions of all kinds, retrospections, anticipations, interactive and descriptive parenthesis, didactic interventions by the narrator, etc., all intended to collect in a syllepsis
 around the gathering-as-pretext a cluster of events and considerations able to give that gathering a fully paradigmatic importance.
   

MD is rife with such pauses, but let us just take one instance which shows the significance of the pause through the web of relations it sets with many other events and considerations. The scene represents Ishmael and Queequeg weaving a boat lashing. While being at work, Ishmael feels that he and his companion are working at “the Loom of Time”. He imagines that the warp of the loom, i.e. the stable, unchanged and vertical threads, is “necessity”, that his hand, which he moves freely to weave the woof across the warp, is “free will” and that Queequeg’s indifferent and unmethodical sword, with which he drives the woof to the other side, is “chance”:

… aye, chance, freewill, and necessity―no wise incompatible―all interweavingly working together. The straight warp of necessity, not to be swerved from its ultimate course―its every alternating vibration, indeed only tending to that: free will still free to ply her shuttle between given threads; and chance, though restrained in its play within the right lines of necessity, and sideways in its motions directed by free will, though thus prescribed to by both, chance by turns rules either, and has the last featuring blow at events. (p. 214)

This is not a dramatic scene, and it has no effect on the course of the main action, which is the pursuit of the whale. Moreover, this pause suspends action as the same time as it sheds much light on it. In other words, the pause does not affect the voyage itself; but it affects the significance of this voyage.

By considering those three elements: necessity, free will and chance, as essential elements in the making of the mat, and in the making of Ishmael’s life (“… with my own hand I ply my own shuttle and weave my own destiny...”), new meanings spring from that scene. The narrator suggests that Ahab’s voyage is not only the result of his own free will, but is also the outcome of chance and necessity. In other words, the pause implies that Ahab’s voyage, and so Ishmael’s experience, is not simply the outcome of Ahab’s personal determination to chase the whale. It is not also the result of Ishmael’s longing for adventure, as he hints at the beginning of the narrative (“… the delusion that it was a choice resulting from my own unbiased and discriminating judgement” (p. 25)). 

Thus by this pause, Ishmael broadens the scope of the voyage, including with its obvious factors (free will) chance and necessity. Consequently, Ahab’s revenge, he ensuing voyage and Ishmael’s experience are shown to resemble life itself. Moreover, the pause has the effect of adding new meanings to the action by alluding to several preceding events, such as Ishmael’s fortuitous choice of the ship or his deliberate decision to sail. The pause also alludes to future events, such as coincidental final rescue of Ishmael by the coffin-life-buoy.
In addition to such pauses, which enrich the narrative with different types of information, there are interruptions of another kind. These interruptions have the effect of distinguishing Ishmael’s thoughts from Ahab’s. Such chapters as the one entitled “The Pacific”, allow Ishmael to meditate romantically on the sea, to fuse his own thoughts, which are different from Ahab’s, to endow the sea with a life-like quality and to make it a repository and a witness of man’s hope, love, trouble and strife. Thus this kind of breaks makes it possible for Ishmael to make his voice distinct from Ahab’s. While he sees in the sea some “sweet mystery”, Ishmael notes that Ahab, who was “standing like an iron-statue”, inhaled the salt of “that sea in which the hated white whale must even then be swimming” (pp.  456-457).
A-3- The Pause as Heightening Suspense in MD
Besides allowing the narrator to get free from his hero, pauses and intermissions, which occur at different phases of the main plot, lend a quality of mystery and suspense to Ishmael’s narrative. In the chapter entitled “The Quarter Deck”, a central event takes place, when Ahab unfolds the secret purpose of his voyage to the crew. In the same chapter, Ahab manages to silence Starbuck’s opposition to his plan. After such a significant and dramatically intense passage, the course of action is slowed down and atmosphere is appeased. Eleven chapters immediately follow “The Quarter Deck”: “Sunset”, “Dusk”, “First Night Watch”, “Midnight-Forecastle”, “Moby Dick”, “The Whiteness of the whale”, “Hark!”, “The Chart”, “The Affidavit”, “Surmises”, and “The Mat Maker”. 
After this long pause, which consists of eleven chapters and through which various pieces of information are provided, action is resumed in “The First Lowering”, where the Peqoud makes its first attempt to hunt a whale. The example makes it thus clear that the pauses and interruptions that the main course of action (which is the pursuit of Moby Dick) undergoes aims, besides what has already been presented, at enhancing action, and thus, heightening suspense. 

In HD, despite the lack of chapters division and of long and detailed scientific descriptions, which act in MD as important pauses, the division of the narrative into three parts and the frame narrator’s interruptions similarly affect meaning, but not for the same purpose. Whereas breaks and pauses in MD serve to slow down action, to assert Ishmael’s authority as a narrator and to distinguish his voice from that of Ahab, the division of HD into three parts heightens suspense, while the anonymous narrator’s interruptions provide another point of view for the narrative and allow Marlow to address directly his listeners.
A-4- Breaks and Narrative Divisions in HD
Hena Maes-Jelinek observes that in HD “[e]ach break occurs at a significant moment in Marlow’s approach to Kurtz”.
 Thus Maes-Jelinek explains that the first break takes place when Marlow has only heard of Kurtz and wonders whether the man was equal to the moral ideals he defended. The second break occurs when Marlow’s curiosity about Kurtz is at its highest level before he discovers the truth about him. Just like MD’s division into chapters has the effect of heightening suspense, mystery and curiosity, the division of HD’s plot into three main parts serves to build up suspense. Moreover, the structural transition that this division leads to allows the reader some respite in order to make his/her own associations and conceptions of the events.

A-5- Intrusions as Pauses 
The pauses, for their part, i.e. the passages where the progress of the action is delayed, take place only when the frame (anonymous) narrator
 is introduced. This may be explained by the fact that pauses cannot be provided by Marlow (as it is with Ishmael), because he tells a story to some listeners and cannot afford long digressions, breaking out from the main tale. In other words, Marlow cannot introduce passages where themes, different from the main one, are discussed, like the long scientific or historical passages in MD. This justifies the presence of the frame narrator. The introduction of this external narrator serves to provoke curiosity in the reader, to allow Marlow to have a breath, to offer another point of view (as will be discussed later) and to make it possible for Marlow to address his listeners directly.
The first interruption made by the frame narrator occurs at the very beginning of the narrative (p. 10), when Marlow criticizes imperialism. The interruption has the effect of shifting attention from the theme of imperialism to Marlow’s tale (although later passages will reveal that imperialism is in fact part of Marlow’s tale):

He [Marlow] broke off. Flames glided in the river, small green flames, red flames, white flames, pursuing, overtaking, joining, crossing each other – then separating slowly or hastily. The traffic of the great city went on in the deepening night upon the sleepless river. We looked on waiting patiently – there was nothing to do till the end of the flood; but it was only after a long silence, when he said in a hesitating voice, ‘I suppose you fellows remember I did once turn fresh - water sailor for a bit’, that we knew we were fated, before the ebb began to run, to hear about one of Marlow’s inconclusive experiences. (p. 10)

As is put by Maes-Jelinek, this interruption “elicits from the first narrator his comment on the inconclusiveness of Marlow’s experience, and awakens the reader’s curiosity about the nature of Marlow’s tale and therefore of the novel.”
 In other words, this interruption introduces us to the tale, but also warns us that it is an “inconclusive” one.

The second substantial break from Marlow’s tale takes place at a significant moment, when Marlow and the frame narrator seem to be exchanging views. As Marlow affirms: “Of course in this [tale] you fellows see more than I could then. You see me, whom you know…”, the frame narrator, as if answering him, breaks in:

It had become so pitch dark that we listeners could hardly see one another. For a long time already he, sitting apart, had been no more than a voice. There was not a word from anybody. The others might have been asleep, but I was awake. I listened, I listened on the watch for the sentence, for the word that would give me clue to the faint uneasiness inspired by this narrative that seemed to shape itself without human lips in the heavy night – air of the river. (p. 39) 

What the frame narrator does in this interruption is to accentuate the quality of darkness and inconclusiveness in Marlow’s tale, by transferring it to the listeners (and to the readers). When Marlow says that the listeners were in a better position than him, since they could see him, the frame narrator answers by observing that it was “so pitch dark” that they could see one another with difficulty. In other words, the frame narrator means that even the listeners could not understand, because they were living in a similar illusion than Marlow’s. In this same passage, the frame narrator distinguishes himself from the other listeners, by observing that while they were probably sleeping, he was “on the watch for the sentence, for the word”, which indirectly incites the readers to be on the watch for the rest of the tale. The observation may also imply that perhaps Marlow is not totally justified when he reflects, just some lines before the interruption, that “[w]e live as we dream – alone…”. At least, there is one listener, the frame narrator, who tries to find a clue to the tale. Thus through this narrator’s introduction, Marlow is able to address his listeners. Immediately after the interruption, he carries on with the tale; a procedure which would have been difficult to achieve without such a technique.

Another important interruption (besides the small interruptions, like “He paused again as if reflecting…”, which aim at giving vividness to the telling) occurs some pages later. As one listener reacts to Marlow’s expressing his despair and sorrow at the idea of not meeting Kurtz, whom he does not know yet, by sighing: “Absurd!”, Marlow is so angered that he asks for tobacco. Again, the frame narrator takes advantage of this moment of lightening tobacco to make a comment:

There was a pause of profound stillness, then a match flared, and Marlow’s lean face appeared, worn, hollow with downward folds and dropped eyelids, with an aspect of concentrated attention; and as he took vigorous draws at his pipe, it seemed to retreat and advance out of the night in the regular flicker of the tiny frame. The match went out. (p. 68)

The listener’s observation (“Absurd!”), which is probably a reaction to the oddness of Marlow’s strong attraction towards a man he does not know personally, irritates not only Marlow, who turns towards the listeners, criticizing their sense of restraint, but also the frame narrator. The latter seems to intend to make Marlow’s alleged feelings and impressions credible, by bringing forth the sincerity of his words through the description of the expression of his face. Thus Marlow, whose “lean face” was “worn hollow with downward folds and dropped eyelids, with an aspect of concentrated attention”, could not be thought to be able to exaggerate or distort a story for the sake of impressing his audience. Here again, the pause serves at trying to ascertain Marlow’s credibility.

Unlike MD’s digressions which occur sporadically, the three main interruptions in HD take place at regular intervals. Twenty eight pages separate the first and the second one, and equally twenty eight pages separate the second and the third one. In MD, these digressions establish Ishmael as a well-versed seaman and narrator and allow him to get free from his hero. They also lend the narrative a quality of mystery and suspense. In HD, these interruptions, however, have a substantial impact on the meaning and on the tone of Marlow’s narrative. They serve to establish Marlow as an honest and sincere storyteller, to involve both the listeners and the readers in the tale and to offer another (yet not really different) point of view in the process of relating events. Thus we may notice that the pauses which are available in HD are less important in number as well as in length than they are in MD. As far as the “magnetic” pauses, or the pauses-scenes, are concerned, we may note that like the other types of pauses they are few.   
The lack of these “magnetic” pauses may be justified by the oral nature of Marlow’s narrative. This deficiency may equally be explained, as we have noted earlier, by the compressed and concise quality of this narrative. While Ishmael interrupts the main action in order to insert pauses, which are seemingly extrinsic to the action, Marlow makes action itself reverberate with meanings. There is nevertheless a number of magnetic pauses in HD. One of those pauses is conveyed in Marlow’s narrative and is related to his passage in the Outer Station. In that station, where he nearly falls in a useless hole and where he sees the dying blacks, Marlow meets the Company’s chief accountant who goes out in the chaotic station to ““get a breath of fresh air””. The man, with his immaculate clothing, affects Marlow, who admits that he “respected his collars, his vast cuffs, his brushed hair”. He adds that even if the Accountant’s appearance was “that of a hairdresser’s dummy”, the man’s starched collars were, in “the great demoralization of the land” a sort of “achievements of character”. Asking him on how he managed to keep up such a perfect appearance, the Accountant answers that he has ““been teaching one of the native women about the station””. Marlow comments that “this man had verily accomplished something” (p. 26). This pause is indeed “a temporal hearth” (J. P Houston) as Marlow’s movement towards Kurtz is suspended for a time. It is also “a magnetic pole” (Genette) in the sense that it encompasses many new meanings and allusions.

The Accountant’s immaculate clothing and his books arranged in “apple-pie order” ironically contrast with the station, which was “in a muddle”. The accountant’s physical appearance contrasts even more strikingly with the blacks, who had “[b]lack rags […] wound round their loins” with “the short ends behind [which] waggled to and fro like tails”. Marlow adds that he could “see every rib”, that “the joints of their limbs were like knots in a rope” and that “each had an iron collar on his neck, and all were connected together with a chain whose bights swung between them, rhythmically clinking.” (p. 22)

The pause devoted to the portrayal of the Accountant further provides a network of connections related to previous as well as future instances. The accountant has taught a native woman how to iron clothes, “Thus the man has verily accomplished something.” Irony stems from Marlow’s tone itself, but from the relationship of this scene with other passages as well. At the beginning of the narrative, Marlow reflects on the subject of imperialism and comments on the white man’s “civilizing mission”. In this sense, the pause devoted to the accountant may be seen to illustrate the inherent aberration of the imperial enterprise, which causes white and black to be ironically locked in an absurd situation. The absurdity which the discussed pause presents is obvious in the fact that while the black slaves wear iron collars around their necks, the Accountant has starched collars.

As has been stated earlier, the pause has also the effect of building up new meanings, suggestions and considerations by alluding to future instances. When Marlow meets Kurtz, many weeks (and pages) after his encounter with the Accountant, an implied contrast between the two men (Kurtz and the accountant) is subtly proffered. Whereas the Accountant manages to keep up appearances, and preserve a sense of artificiality and sophistication amidst the primitiveness of nature, Kurtz completely surrenders to the jungle. The wilderness is thus said to have “taken him, loved him, embraced him, got into his veins, consumed his flesh, and sealed his soul to its own” (p. 69).

The effect of being embraced and absorbed by the wilderness is that Kurtz loses the artificial and sophisticated attire which he must have come with and become as unsophisticated as the primitive jungle. Describing him, Marlow notes that he saw Kurtz’s “arm extended commandingly, the lower jaw moving, the eyes of that apparition shining darkly far in its bony head that nodded with grotesque jerks.” He also observes that the man “looked at least seven feet long. His covering had fallen off, and his body emerged from it pitiful and appalling as from a winding-sheet.” Marlow could thus “see the cage of [Kurtz’s] ribs all astir, the bones of his arm waving.” (p. 85)

While the Accountant is described in terms of “vast cuffs”, “starched collars”, “got-up-shirt-fronts” and “brushed hair”; Kurtz is nothing but a “thin arm”, a moving “jaw”, shining “eyes”, a nodding “head”, waving “bones” and an animated cage of “ribs”. Like the black slaves, Kurtz’s physical state becomes as transparent, crude and savage as the wild jungle. Thus, besides digressions breaking the linearity of the two narratives through different types of pauses and interruptions, MD and HD present a chronological digression achieved through the use of anticipations.      

B- Anticipations and Prefiguring 

We mean by anticipations and prefiguring all instances, passages, images or events which present future elements before their normal, i.e. chronological position. In this sense, we may also refer to Gerard Genette’s “prolepses”. A prolepsis is, according to Genette, “any narrative manoeuvre that consists of narrating or evoking in advance an event that will take place later”.
 These anticipations or prolepses are thus made either directly, through flash-forwards, or indirectly, through allusions and suggestions. This brings us to the question of the chronological linearity in plot in MD and HD. Direct and indirect anticipations are not only abundant; they are also very effective in both novels. They are effective in the sense that they add up to the significance of events, to the impact of these events on the reader and also to the role of the narrator.

Belonging to the Romantic mode of writing, MD is essentially linear in plot. Despite the time digressions made through Ishmael’s interpolations, for example when he explores myths, histories and religions, there are no substantial chronological distortions operating on the plot itself. In other words, there are no actual flash-forwards or prolepses, as in HD.
 However, chronological fragmentation, as is found in HD, is replaced by another technique which is characteristic of Romantic writing (Allen Edgar Poe’s works, for instance). The technique is that of suggesting future happenings through the use of foreshadowing instances and also through the use of omens.

From the very beginning of the narrative, Ishmael prefigures the central elements of the forthcoming tragedy: Moby Dick, Ahab and the fatal wreck resulting from their encounter. Thus Ishmael alludes to the white whale, which Ahab will attempt to capture, before the voyage begins, and this as early as in the first chapter, when he mentions the “one grand hooded phantom [which was] like a snow hill in the air” (p. 26).

As we have noted in our discussion of characters, MD shares with HD the gradual introduction and presentation of the central character. As has been noted earlier, Ahab is not immediately introduced. He appears only in the twenty eighth chapter. However, his character is revealed, before the physical introduction, through what other characters say about him. Ahab’s personality is imparted to us mainly through explicit or implicit comments made by Peleg (p. 92) and Elijah (p. 103), but also by Ishmael who observes, while describing Starbuck’s character:
And brave as he [Starbuck] might be, it was that sort of bravery chiefly visible in some intrepid men which, while generally abiding firm in the conflict with seas, or winds, or whales, or any of the ordinary irrational horrors of the world, yet cannot understand those more terrific, because more spiritual terrors, which sometimes menace you from the concentrating brow of an enraged and mighty man. (p. 123)
   

Future developments of events will reveal that this “enraged and mighty man” is Ahab and that Starbuck really cannot resist the Captain’s power of persuasion. The confirmation is provided when Ahab convinces Starbuck about the righteousness of his voyage in the thirty sixth chapter.

As if predicting Ahab’s downfall, Father Mapple warns, in his sermon about Jonah, against obeying oneself, as Jonah did and as Ahab will do. Then Ahab is directly alluded to, when Ishmael presents the two Captains, Peleg and Bildad, as Quakers with strong tempers and audacious personalities and then adds:
And when these things unite in a man of greatly superior natural force, with a globular brain and ponderous heart; who has also by the stillness and seclusion of many nights-watches in the remotest waters and beneath constellations never seen here at the north, been led to think untraditionally and independently; receiving all Nature’s sweet and strange impression fresh from her virgin voluntary and confiding breast and thereby chiefly, but with some help from accidental advantages, to learn a bold and nervous lofty language―that man makes one in a whole nation’s census―a mighty pageant creature, formed for noble tragedies. Nor will it at all detract from him, dramatically regarded, if either by both or other circumstances, he have what seems a half wilful over-ruling morbidness of the bottom of his nature. For all men tragically great are made so through a certain morbidness. Be sure, O young ambition, all mortal greatness is but disease. (p. 87)    

The passage alludes to Ahab and presents an analysis of his personality before he appears; it also foretells his final downfall (“all mortal greatness is but disease”). 

The Pequod’s final wreck is also foreshadowed in Ishmael’s narrative. In a passage dealing with the variety of races and origins to which the Pequod crew members belong, Ishmael observes that those members were “accompanying old Ahab in the Pequod to lay the world’s grievances before that bar from which not very many of them ever come back.” (p. 128) Much later, the Pequod’s tragedy is suggested through the character of Pip, whose “wretched laugh”, “unresting eye” and “strange mummeries” were “not unmeaningly blended with the black tragedy of the melancholy ship” (p. 462).   

However, the Pequod’s disaster is more than suggested through other passages. It is even openly predicted. Before the Pequod sails, Ishmael and Queequeg are followed by a man who calls himself Elijah, and who warns them against going on this voyage with Ahab. But seeing that they were decided to go on board the ship, he predicts: “Shan’t see ye again very soon, I guess; unless it’s before the Grand Jury.” (p. 109) Besides Elijah’s warnings, the Pequod meets nine ships, which either have encountered Moby Dick or have heard of him. But most of those ships’ captains advise Ahab against pursuing the white whale if he wanted his ship and crew safe.
In addition to these different elements prefiguring events or characters to be introduced later with the story’s development, both narratives resort to omens. In MD, omens are used abundantly, which may be an inheritance from the Gothic tradition or from the oral culture.
 From the very beginning of the narrative, Ishmael establishes an atmosphere of death, which will prove to be the end of Ahab’s voyage. This atmosphere is established by virtue of countless omens. First when he arrives at New Bedford, Ishmael walks in its

… dreary streets! Blocks of blackness, not houses, on either hand, and here and there a candle, like a candle moving about in a tomb. At this hour of the night, of the last day of the week, that quarter of the town proved all but deserted. But presently I came to a smoky light proceeding from a low, wide building, the door of which stood invitingly open. It had a careless look, as if it were meant for the use of the public; so entering, the first thing I did was to stumble over an ash-box in the porch. Ha! thought I, ha, as the flying particles almost choked me, are these ashes from that destroyed city, Gomorrah? (pp. 27-28) 

Then he enters a church for blacks, where

A hundred black faces turned round in their rows to peer; and beyond a black Angel of Doom was beating a book in a pulpit. It was a negro church; and the preacher’s text was about the blackness of darkness, and the weeping and wailing and teeth gnashing there. (p. 28)

Moving on, Ishmael arrives at an inn called “The Spouter Inn:―Peter Coffin”. The name of the inn is immediately considered by Ishmael as ominous: “Coffin? ―Spouter?― Rather ominous in that particular connection, thought I.” Shortly after this scene, another ominous instance is provided. The instance is related to the painting Ishmael sees in the inn, and which represents a whale in the act of springing over a craft. After the Spouter Inn, Ishmael enters a whalemen-chapel where he reads, on some tombs’ marble tablets, names of some dead sailors. Then, arriving at the chowder, he and Queequeg perceive, in the entrance, two big pots suspended by two horns and swinging from the cross-trees of an old mast, which was planted in a doorway. Ishmael notes that this mast “looked not a little like a gallows” (p. 78). Emphasizing the ill-omened nature of all the scenes he encountered, Ishmael reflects:

Perhaps I was over sensitive to such impressions at the time, but I could not help starting at these gallows with a vague misgiving. A sort of crick was in my neck as I gazed up to the two remaining horns; yes two of them, one for Queequeg and one for me. It’s ominous, think I. A coffin my Innkeeper upon landing on my first whaling port; tombstones staring at me in the whlaman’s chapel; and here a gallows! And a pair of prodigious black pots too! (pp. 78-79)

Gradually establishing an atmosphere of darkness and death, through forebodings, Ishmael suggests the nature of Ahab’s voyage and the end to which it ultimately leads.
 In addition to this, Ishmael resorts to some incidents which he presents as ominous in order to foretell events. As MD appears to abound with such incidents, we may just select one example related to Ahab. Sitting in a lofty place on the ship, Ahab contemplates the horizon, when a sea-hawk takes up his hat, flies with it far away and throws it into the sea. Ishmael observes that the scene might be a bad premonition. He tells the story of Tarquin, whose hat was twice taken by an eagle and then put again on his head. His wife told him he would be king of Rome. Ishmael adds that “Ahab’s hat was never restored.” In this respect, anticipations and omens serve at presenting future events in an oblique way. Thus reality, in MD as in HD (as we shall see subsequently), is presented through an association of ideas rather than through a chronological linear narration. 
In HD, direct anticipations are also used but in a more substantial way than in MD, which is a significant divergence between the two narratives. While MD is mainly characterized by indirect anticipation (omens), HD remarkably opts for direct flash-forwards. Being a typical modernist work, HD’s plot can be said to be based on chronological distortions. This anti-chronological technique has been judged by some critics as dangerous and too obscure,
 as it may have the effect of misleading and confusing the reader, especially in Conrad’s other novels. Nevertheless, the importance of this technique in relation to narrative meaning is considerable.  

Anticipation of actual events is regularly provided in Marlow’s narrative. From the very beginning, Marlow informs his listeners that his tale is about his experience in the Congo and his meeting with the “poor chap” (Kurtz) (p. 11). Later, and already at the Outer Station, he is able to foresee that “in the blinding sunshine of that land [he] would become acquainted with a flabby, pretending, weak-eyed devil of a rapacious and pitiless folly.” He adds that how insidious that devil could be, he “was only to find out several months later and a thousand miles farther.” (p. 23) Some pages later, as he arrives at the Central Station, Marlow affirms that this “weak-eyed devil” was the Manager of the station. He observes that “the first glance was enough to let you see the flabby devil was running that show” (p. 30). However, the most substantial anticipations of events are related to Marlow’s meeting with Kurtz. Seeming unable to control the effect Kurtz’s personality and experience had on him, Marlow loads his tale with digressions related to this man who haunts him. When Marlow expresses his sorrow at the idea of not meeting Kurtz whom he does not know yet, and when one of the listeners sighs the word “Absurd”, he is angered by the listener’s inability to understand his experience. He thus makes a long digression about his final meeting with Kurtz and with the Intended, and also about his lie:

The privilege [of meeting Kurtz] was waiting for me. Oh, yes, I heard more than enough. And I was right too. A voice. He was very little than a voice. And I heard him―it―this voice―other voices―all of them were so little more than voices […], voices, voices―even the girl herself ―now […] I laid the ghost of his gifts at last with a lie. (p. 69)  

Within the same digression, Marlow anticipates his reading of Kurtz’s report, which was written for the International Society for the Suppression of Savage Customs. Noting the contrast which the report shows between its initial “burning noble words” and the terrible postscriptum: “Exterminate all the brutes”, Marlow clearly sees Kurtz’s mental change in the wilderness.

Some pages later, when Marlow has not met Kurtz yet, he makes another anticipation about the man’s last words (“The horror! the horror”). The anticipation is made when he discovers that the ornamentations surrounding Kurtz’s house were in reality human skulls and reflects on Kurtz’s consciousness of his lack of restraint: “Whether he knew of this deficiency himself I can’t say. I think the knowledge came to him at last―only at the very last.” (p. 83) Later, another anticipation about Kurtz’s last words is made again when Marlow meditates upon the man’s madness in the wilderness while he was struggling to make him return from the forest: “No eloquence could have been so withering to one’s belief in mankind as his final burst of sincerity.” (p. 95) 

In addition to those direct flash-forwards, there are in HD, such as in MD but in a less remarkable way, instances which very subtly suggest or prefigure characters and events not yet presented. When Marlow interrupts the frame narrator at the very beginning of the narrative, observing that England was also a dark place and describes how the Romans arrived there nineteen hundred years ago, he, in fact, alludes to his own experience as well as that of Kurtz in the Congo:

Imagine him [a Roman commander] here – the very end of the world, a sea the colour of lead, a sky the colour of smoke, a kind of ship, about as rigid as a concertina – and going up this river with stores, or orders, or what you like. Sand banks, marshes, forests, savages, – precious little to eat fit for a civilized man, nothing but Thames water to drink. No Falernian water here, no going ashore. Here and there a military camp lost in a wilderness, like a needle in a bundle of hay – cold, fog, tempests, disease, exile, and death – death skulking in the air, in the water, in the bush. They must have been dying like flies here. (p. 09)

But the link between such a passage and Marlow’s experience in Africa is set up only gradually through his tale which describes his journey into the Congo. It is only when Marlow arrives at the furthest point in his voyage that one is able to make an analogy between the Congo River and the Thames River, between the Roman military camps and the Belgian trade stations, between the fog in ancient England and the fog in the Congo. However, the immediate effect of this passage is to prefigure and prepare Marlow’s tale and to establish a sense of relativeness. 

In his commentary about the Romans’ ordeals in England, Marlow prefigures Kurtz’s last words in an apparently alien and irrelevant observation. The “he” Marlow uses is unidentified but will reveal later to be referring to Kurtz. Thus he observes that the Romans “must have been dying like flies here. Oh, yes – he did it. Did it very well, too, no doubt, and without thinking much about it either, except afterwards to brag of what he had done through his time, perhaps.” And some lines later, he suggests again Kurtz’s experience through that Roman commander, who “has to live in the midst of the incomprehensible, which is also detestable. And it has a fascination too, that goes to work upon him. The fascination of the abomination […] imagine the growing regrets, the longing to escape; the powerless disgust, the surrender, the hate.” (p. 09)
Though less strikingly so, omens are used to anticipate in HD. Although the use of omens is more important in MD than it is in HD, the number of ominous instances figuring in Marlow’s narrative implies that it is a significant device whose effect is meant to go beyond the sense of mystery and obscurity. Thus as soon as Marlow begins his tale, he is careful to introduce the gloomy nature of his journey through ominous instances. Just like Ishmael who arrives to New Bedford, Marlow arrives at Brussels (unnamed in the narrative), which looks like “a whited sepulchre”. He walks on “a narrow and deserted street in deep shadow” with “a dead silence”, and “grass sprouting between the stones. There he sees “immense double doors standing ponderously ajar” through which he enters and walks along “an ungarnished staircase which was “as arid as a desert” (p. 14). Besides, while Ishmael enters a “negro church” and sees a black preacher, Marlow enters the Company’s building in the sepulchral city, and sees two women knitting black wool. The two women seem to Marlow to be “guarding the door of Darkness” (p. 16). Then he meets the Company’s secretary, who tells him that he is not as foolish as he looks to go to Africa. After that, he is examined by a doctor who informs him that in the wilderness “the changes take place inside” (p. 17). Moreover, echoing Elijah’s ominous salutations to Ishmael and his friend (“Morning to ye! Morning to ye!  […] Good bye to ye. Shan’t see ye again very soon, I guess…” (p. 109)), the doctor’s last words to Marlow are: “Adieu. How do you English say, eh? Good bye. Ah! Good bye. Adieu. In the tropics one must before everything keep calm […] Du calme, du calme. Adieu.” (p. 17)

Before reaching the mouth of the Congo, the French steamer that carries Marlow passes many trading places “with names like Gran’ Bassam, Little Popo; names that seemed to belong to some sordid farce acted in front of a sinister black-cloth.” (p. 19) It is to be noted that the names of these posts are as ironical and derisive as the names of the ships the Pequod meets. While the Virgin is empty from any whale oil, the Rose Bud has a stinking dead whale by its side. As for the Bachelor, its crew celebrates its successful voyage with some Polynesian girls. The Deligtht, for its part, is “a most miserably misnamed ship” as it has lost five men in a struggle with the white whale. There is equally Marlow’s encounter with the Swedish captain who warns him that he should not be too sure about arriving up country. He informs him that he has already accompanied a man who committed suicide in the jungle, giving him (and to the readers) an idea about what he will experience, and what Kurtz, whom he will later meet, has experienced before him.

Another ominous instance, which reminds us of an almost identical one in MD, is when Marlow is arrested by that oil painting made by Kurtz. The tableau represents a blindfolded woman, carrying a torch light, but able to light neither the background which was still sombre, nor her face which had a sinister effect.
 Just like the painting Ishmael perceives in the Spouter Inn, Kurtz’s painting is not only a symbol which embodies the idea of the hollowness and sham of imperialism and civilization, but it also serves as an anticipation of the darkness Marlow is gradually to encounter in his progress towards Kurtz. It has equally the effect of foreshadowing Marlow’s meeting with the Intended, who, he observes by the end of the narrative, “came forward, all in black, floating towards [him] in the dusk” while the “room seemed to have grown darker” (p. 106).

As is the case in MD and as we have noted in our analysis of characterization, anticipations are also achieved through some characters’ gradual presentation of the hero before his actual introduction. Like Ahab, Kurtz’s personality is imparted to us before he physically appears through the Company’s chief accountant (p. 27), 
 the Manager (p. 32),
 the Brickmaker (p. 36)
 and the Harlequin (pp. 78-79).

Thus we may deduce that all types of anticipations Marlow makes are mainly about Kurtz. This may be explained by the fact that Marlow’s tale is meant to be true to life. Consequently, Marlow endeavours, by all means, to bring forth the impact that his experience in the Congo, and especially his meeting with Kurtz, had on him. In this sense, Hena Maes-Jelinek notes that this technique of foreshadowing or adumbrating both the reality of the imperial institution and Kurtz’s real nature (which may be regarded as one) can also be considered as a device which allows Marlow to proceed  “through an association of ideas rather than strictly chronologically”. Maes-Jelinek adds that “[t]anks to this method we know all about Kurtz before Marlow relates their meeting; when this takes place, he can concentrate on his struggle with him”.

As we have observed earlier, anticipations are effective in the sense that they create suspense and mystery in the narrative. Both in MD and HD, anticipations of characters or events are often shaded with ambiguities and half-truths which heighten curiosity to know about what is not said. The device of anticipation, with its different aspects: flash-forwards, omens and gradual presentation of characters before their actual appearance, also replace the traditional linearity of plot, which is based on cause-and-effect relationships, by an association of ideas. Thus Kurtz’s gradual mental transmutation from a “universal genius” to a an organizer of “unspeakable rites”, for example, is not stated explicitly or chronologically, but is rather suggested through bits of information provided at different disconnected and disordered instances in the narrative. This way of suggesting this change in Kurtz’s personality through anticipation and association creates a sense of irony, curiosity and even shock.

Through both narratives, one can note that the method of associating ideas is a richer, deeper and more forceful process of presenting events. David Lodge comments on the point, affirming that “[p]ar les changements de perspective temporelle, le récit évite de donner l’impression que la vie ne se compose que d’une succession ennuyeuse d’événements, et il nous permet d’établir des liens de causalité et d’ironie entre des événements très éloignés les uns des autres dans le temps.”
       

Considering one aspect of the device of anticipation, which is the use of omens, we may say that its effect goes beyond the quality of mystery. It approaches the Naturalistic notion of determinism or the Greek sense of Fate. Omens in MD and HD predict the nature of the two narrators’ journeys. They also create a feeling of inevitability and tragedy. Thus all ominous instances that are provided at the beginning of both narratives seem to be a sign of the setting into motion of the machine of inexorable Fate.

Anticipation has equally an effect on the narrator, as it helps asserting his authority as an omniscient source of information. By defying the law of chronology, Ishmael and Marlow demonstrate that only they know the hidden truth. However, while chronological distortions in the two narratives establish the authority of the two narrators, the foregrounding and gradual accounts, made by the various characters about the two heroes’ personalities, offer new points of view or new perspectives. This can also be an advantage for the two narrators’ positions, as it strengthens their hold on meaning.

What we may equally gather from the different effects of this device is that anticipation helps create a “decentralized meaning” throughout the narrative, i.e. a meaning which is not centred in a particular instance. It also offers the possibility of playing with ambiguity. Consequently, the device allows some central ideas to go beyond the confined limits of a particular scene, moment, event, character or utterance, and move to wider spaces and meanings, as we shall see hereafter.   

C- A Decentralized Meaning  

The plots of the two narratives manifest thus another important aspect which is their decentralized meaning. This aspect of plot is not so much a device as an effect resulting from the use of other devices. As we have already noted in the previous analysis as well as in our analysis of characterization, in both MD’s and HD’s narratives, meaning, i.e. ideas related to the main theme, is shifted from the centre to the surface. In other words, meaning is not situated in a particular moment, scene, event, character or utterance, but seems rather to escape all constraining spaces and to diffuse through the entire narrative. This quality of a centrifugal meaning is openly pointed out by the frame narrator, who, while introducing the character of Marlow, observes that 

The yarns of seamen have a direct simplicity, the whole meaning of which lies within the shell of a cracked nut. But Marlow was not typical (if the propensity to spin yarns be expected) 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 illumination of the moonshine. (p. 08)

The frame narrator’s observation echoes one of the principles of the Modernist movement; which is the transference of meaning from content to form. As for MD, we would not go as far as to claim that it was a precursor of modernist works, but simply that in this novel, Melville experimented with form to a great extent, which emphasizes affinity with HD.

Both narrative techniques used by Melville and Conrad discussed earlier; and which are pauses and anticipations, contribute to the diffusing of important ideas and thoughts across various instances in the two narratives. In MD, in addition to what some characters, actions or events are able to generate as meaning, Ishmael enriches this meaning through occasional meditations upon important scenes, at various stages of the narrative. Meaning is also spread out along the narrative through anticipations. Allusions to a particular character before s/he appears, or suggestions of a particular event before it takes place help expand the effect of the character and the event over wider spaces in the narrative and create new meanings. This is achieved by virtue of irony, contradictions, similes, oppositions and similarities. The importance of the technique of anti-chronology is significant in the sense that these new meanings would not have been allowed for through a strictly chronological method of narrating. 

As has been noted earlier, the whole meaning of the narrative of HD does not emanate from concrete events or utterances, but from an association of ideas and impressions that the technique of anticipation makes possible. Meaning is also centrifugal in both MD and HD because it does not spring only from one source, but from different kinds of sources or perspectives, from a manifold presentation of the protagonists and from the method of contrasting the protagonists with other characters. In addition, both MD and HD are inconclusive narratives. In other words, meaning is not centripetal both in MD and HD because it does not lie in any particular recognizable instance in the two narratives, not even at the ending of the two tales.
While the two narratives present themselves as travel narratives, both journeys prove to lead nowhere. Pointing out this inconclusiveness in MD, E. M Forster observes:

The essential in Moby Dick, its prophetic song, flows athwart the action and the surface morality like an undercurrent. It lies outside words. Even at the end, when the ship has gone down with the bird of heaven pinned to its mast, and the empty coffin, bouncing up from the vortex, has carried Ishmael back to the world – even then we cannot catch the words of the song. There has been stress, with intervals; but no explicable solution, certainly no reaching back into universal pity and love…
  

Similarly, in an article where he analyzes the narrative technique of the inconclusive tale in three adventure novels: Conrad’s Heart of Darkness (1899), Edgar Poe’s The Narrative of Arthur Pym (1838) and Jules Verne’s A voyage to the Centre of the World (1864), Jean-Michel Racault notes:

Tous ces récits gravitent autour d’un secret, mais s’abstiennent de le livrer au lecteur. En ce sens, ce sont des textes décevants, puisqu’ils ne tiennent pas les promesses de leur titre, et aussi « déceptifs », dans l’acception anglo-saxonne du terme, en ce qu’ils trompent le lecteur, le manipulent, l’amènent à croire à l’existence d’un mystère  localisé en un lieu central du récit qui serait aussi le centre géographique de l’action. Or ce centre se révèle soit vide, soit inaccessible – ce qui revient au même – comme le message caché qu’il est sensé contenir. 
Racault adds that while Poe’s and Verne’s two novels raise a sense of deception in the reader,  

Même sentiment de frustration sinon d’abus de confiance pour qui achève la lecture de Au Cœur des Ténèbres: le héros est bien parvenu jusqu’à la « station de l’intérieur » qui en constitue l’incarnation géographique, mais rien n’est clairement livré de la révélation hypothétique qu’y reçoit le héros.  
    

To use Racault’s figure, meaning in MD and HD seems to lie in the “periphery” rather than in the centre. At the end of MD, the white whale which has been suggested all along the narrative as some supernatural or divine creature reveals, somehow disappointingly, to be an ordinary whale defending itself against its hunter. The narrative then ends with the captain of the Rachel who does not find his lost son, but only picks up “another orphan” (Ishmael). Similarly, Marlow’s tale closes with his lie to the Intended; a lie which is a subversion of Kurtz’s “last burst of sincerity” into a hollow and disappointing utterance (the Intended’s name). Thus just as some spark of meaning is about to emerge from the obscurity of ignorance and confusion, both Ishmael and Marlow hasten to emphasize the futility of any attempt of making sense out of the final scene.

As if closing a circle of an unsuccessful quest, Ishmael ends his narrative (before the epilogue) observing that “[n]ow small fowls flew screaming over the yet yawning gulf; a sullen white surf beat against its steep sides; then all collapsed, and the great shroud of the sea rolled on as it rolled five thousand years ago.” (p. 535) For his part, the anonymous narrator concludes the narrative of HD not with a different remark: “The offing was barred by a black 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.” (p. 111)    
Conclusion 
This structural analysis has thus unfolded important affinities and divergences between the two narratives. MD and HD meet in their use of interruptions and pauses which cut into the course of the main action. We have however noted that HD’s pauses are shorter, less sporadic and less wordy than MD’s. Moreover, while MD presents a noticeable and profuse chapters division, HD reveals only a slight division. Besides, while both MD an HD significantly use anticipation as a narrative technique, they diverge in an important way. As has been noted earlier, whereas MD’s sense of anticipation is mainly based on the excessive use of ominous instances, anticipation in HD is chiefly produced through the obsessive chronological disorder (i.e. through direct flash-forwards). The two narratives’ structures equally draw near one another in their decentralized or centrifugal meaning. This aspect is brought forth by means of inconclusive and deceiving endings in both tales. Decentralized meaning is also brought about through a multiple presentation of the two central characters, an emphasized contrast between the two protagonists and the other characters, and a variety of perspectives, as will be displayed in the next chapter, which examines point of view in the two narratives.

 Chapter Three:
   Narrator and Point of View

In both MD and HD, the story is told by a first person narrator. To use Gérard Genette’s terminology, the two narratives are “homodiegetic” narratives.
 In such narratives, both narrators are themselves characters in their tales. However, both Ishmael’s and Marlow’s narrations are more complex than the conventional homodiegetic narrations. While Ishmael’s narrative often implies his withdrawal from the action, thus making of him an external narrator who even transfers the function of narration to some characters, Marlow’s narrative, for its part, is a “metanarrative”, referring again to Genette’s terminology. In other words, Marlow’s tale is a narrative within another narrative; within that of the anonymous narrator. Thus the initial first – person point of view identified in MD and HD is made to be more complex through different procedures, but the effect seems to be similar in both narratives.

The following analysis will highlight significant aspects related to point of view in both narratives. We shall first assess the effect of Ishmael’s and Marlow’s characters on their role as narrators. Then we shall pay attention to the overt fictive nature of the two narratives and the two narrators’ recognition of this nature. Finally, we shall analyze the use point of view and focalization which may be considered as both similar and different in MD and HD.  
A- Ishmael and Marlow: Coming of Age, Isolation and Narration Building 
As has been noted in the analysis of Ishmael’s and Marlow’s characters, both are passionate, experienced and intelligent sailors. Opting for narrators who are perceptive seafarers prepares the reader for the kind of tale s/he will read, as both an adventure story and a meditation tale. It also establishes both Ishmael and Marlow as trustworthy narrators, taking into account their long experience enriched by their many sea voyages. We have also observed previously that both Ishmael and Marlow significantly evolve through out their two voyages (and their two narratives as well). Both undergo important changes in the course of their voyage. However, the changes that Marlow’s personality undergoes are not as satisfying or easily accepted, as Ishmael’s. His evolution seems even to take the form of some mental breakdown. His experience in the wilderness only provides him with additional questionings, doubts and uncertainties. Thus while Ishmael’s serene and peaceful acceptance of his experience makes of him an objective and trustworthy narrator, Marlow’s affected mental state undermines the authority and accuracy of his narrative
. The coming of age of both Ishmael and Marlow throughout the narrative is significant for it distinguishes their respective personal experiences from those of Ahab and Kurtz. In other words, both narrators stress their detachment from their heroes through their personal development or their coming of age as a result of their journeys. Consequently, their voices take a different note from those of Ahab and Kurtz. 
In addition to this, these changes have an important effect on the two narratives as constructions of reality: they expose the illusion of stability and immutability. In other words, by their shift of position, the two narrators prove that there is not only one static way of perceiving reality and that reality itself is not fixed, but is in constant flux. This shift in perspective is conveyed by narratives which may be described as three-dimensional and which correspond to the artistic movement called Modernism. This type of narratives does not develop on a single dimension, but on three dimensions (space, time and narrator), resembling thus any mobile object that may be perceived in reality.

Thus the narrators’ evolution in both MD and HD becomes significant, since it gives the two narratives life-like dimensions. In other words, it alters the status of the narrative from that of simply describing events to that of creating an organic, autonomous world; a function which is a central one in modernistic works. In this respect, we may say that while the modernist nature of HD is obvious, MD may be described as a pre-modernist work, owing to its three-dimensional narrative. The modernist aspect of MD will often figure in this study as a central affinity with HD.       
Ishmael and Marlow’s isolation from the rest of the characters is an important element in the process of narration, for through it the sphere of interaction and exchange in the two novels moves from the level of action i.e. that of the participating characters, to the level of fictional discourse. In other words, the significance of both stories does not lie anymore in the relationship between characters, but in the relationship between narrator and narratee. Thus meaning is transferred from the act of “doing” or “performing” to the act of “telling”. An example of the importance of telling in MD is provided by the chapters devoted to Ishmael’s (in fact Melville’s) knowledge in the whaling business. In HD, this significance is illustrated by Marlow’s digressions over time and topic, which are made mainly through anticipations about his meeting with Kurtz or about his lie to the Intended. This predominance of the importance of narrating over doing in the two novels is reinforced by another element which is the textual recognition or admission of the reader and the audience in MD and HD, respectively.

In MD, this recognition is given such significance that it figures as the opening sentence of the whole narrative: “Call me Ishmael”. Then, as the narrative progresses, Ishmael allows himself to directly address the reader in many instances using the pronouns “you” and “your”. This is especially clear in chapters about cetology (e.g.: chapter 76). This may be accounted for by the flagging of the action in those scientific passages; the tale is interrupted and the narrator disappears, leaving the floor for the author-as-teacher. Thus the author addresses not only his readers, but the narrator (Ishmael) as well. Drawing attention to the difficulty of decoding the brow appearing on the whale’s face, Ishmael (Melville) addresses directly the reader, but also himself:

If then, Sir William Jones, who read in thirty languages, could not read the simplest peasant’s face in its profounder and more subtle meanings, how many unlettered Ishmael hope to read the awful Chaldee of the Sperm Whale’s brow? I but put that brow before you. Read it if you can. (p. 335)
  

 Melville’s voice can be identified in many passages in the narrative. It is easily distinguishable from that of Ishmael because of the themes this latter is sometimes made to deal with, while his character does not correspond with these themes. When Melville butts into Ishmael’s discourse, he does it through the long and erudite digressions related to the whale or to some historical or legendary events, which are really beyond the pale of the younger sailor, as the passage quoted above shows. Furthermore, this passage discloses not only Melville’s intrusion on Ishmael’s narratorial process, but another aspect of Ishmael’s narrative, which is the overt affirmation of the fictive nature of the narrative. 
B- Asserting the Two Narratives’ Fictive Quality: Building a Book and a Tale
As far as the passage quoted above is concerned, we may observe that the last sentence seems to echo what Melville would say to the reader, speaking about his novel. “Read it if you can” may thus mean “Read or understand this book if you can”. Such a statement, which directly refers to the text, can be found in many instances in the narrative. More than once, Ishmael refers to his narrative as a “book”, recognizing thus the fictional quality of the world he constructs: “This whole book is but a draught…” (p. 149), or again “so far as what there may be of a narrative in this book …” (p. 203).

As far as HD is concerned, the reader is not addressed as directly as in MD. The frame narrator does not attempt to involve explicitly the fictional addressees (i.e. the readers, on the non-fictional level) in the text. However, this is done in an oblique way by Marlow in his meta-narrative. Since he is telling a story to some of his friends, it is not the readers who are addressed throughout the tale, but the listeners. Still, as the frame narrator reports Marlow’s words exactly as the latter uttered them, his narrative is in fact that of Marlow; taking the introductory and concluding passages, which tend to be distinct from Marlow’s discourse, apart from the general tale. Thus when Marlow speaks to the four men on board the Nellie, he is in fact speaking to the frame narrator’s addressees, i.e. the readers. In other words, just as there is identification between the “diegesis” and the “metadiegesis” (the universes of the first and second narrative, respectively),
 as the frame narrator reports Marlow’s tale in the form of direct speech, there is identification between the receivers of the two narratives. In this respect, the listeners become the fictional addressees, who are the readers on the non-fictional level. 

Thus when Marlow asks his four listeners: “Do you see [Kurtz]? Do you see the story? Do you see anything? It seems to me I am trying to tell a dream – making a vain attempt, because no relation of a dream can convey the dream-sensation…” (p. 39), he is at the same time talking to the frame narrator’s narratees, who are the readers on the extra-textual level. Indeed, the “relation of a dream” can be an oral tale, but can also be a written narrative. This brings us to the same observation we have made while analyzing MD, which is the recognition of the fictive world as distinguishable from the real one, in HD. Just like Ishmael, Marlow stresses, in more than one instance, the “weakness” of his tale as opposed to reality:

I’ve been telling you what we said – repeating the phrases we pronounced – but what’s the good? They were common everyday words – the familiar, vague sounds exchanged on every waking day of life. But what of that? (p. 95)

One of the impacts that the recognition of the two narratives’ fictive quality has is that the narratee is not deluded into believing that the fictional world (the tale) and the real world make one. Consequently, as we have seen with the two narrators’ evolution, both tales are presented as having an organic existence of their own. Furthermore, the two narrators’ role is no more restricted to the simple task of reporting events; it aims, in both MD and HD, at reconstructing a whole universe out of these events. Thus both narrators acquire considerable significance as essential entities in the process of generating meaning.

However, while both Ishmael and Marlow construct a fictional universe, they are different from each other as narrators and focalizers as well. We have nevertheless to emphasize that a narrator is not always the focalizer in a narrative. In this respect, Genette defines the “focalizer” as the figure who orients the narrative discourse and from whose perspective events are seen in the text. Thus the focalizer may sometimes be the narrator, but he is usually a distinct figure. As the following analysis will suggest, the handling of narrator and focalizer in both narratives has important implications. 
C- Point of View in MD and HD: Multi-Focalization versus Double-Voicedness  

First, we may note that Ishmael’s involvement in the main action can be described as very limited, as he is rather absent plot-wise. But Marlow’s involvement in the story is quite substantial, for the whole action of HD is firmly combined with the physical penetration into the Inner Station. Moreover, whereas Marlow’s tale is basically a rendering of his personal impressions and feelings, Ishmael’s reactions are only felt at the beginning of the narrative. In other words, Ishmael as a participant is not really present in most of the chapters.

Secondly, in MD, events are primarily reported by a first-person narrator: Ishmael. However, Ishmael often alternates his voice with other characters’ voices in the process of narration. This alternation takes such a proportion in some chapters that the initial first-person narrator becomes what is called a “heterodiegetic-covert” narrator,
 i.e. an I-narrator who switches to a third-person narration, as the “I” pronoun disappears, and lends his voice to other characters. 
Besides Ishmael, important parts of the narrative of MD are narrated by Ahab, Starbuck and, by Father Mapple and, to some extent, by other characters as well. Thus Ahab and Starbuck transcend the status of the character to that of the narrator, or “focalizer”. We may note, in this respect, that this variety of “narrations” multiplies the narrative perspectives and thus displaces meaning, again, from the centre (one narrator) to the periphery (many characters).  Meaning in both narratives becomes, as has already been noted, centrifugal. 
A clear illustration of the multitude of perspective in MD would be Ishmael devoting whole chapters to some characters’ soliloquies, without making any intrusions on these speeches. Thus “Sunset” (ch 37) focuses exclusively on a soliloquy made by Ahab to express his determination to pursue the white whale and the righteousness of this chase. This chapter is followed by another one (“Dusk”, ch 38) which is also a soliloquy made by Starbuck. Just as Ahab expresses his opinion on the chase, Starbuck states his own vision of Ahab and his voyage in this chapter. Starbuck’s soliloquy is then succeeded by another one made by Stubb in the chapter entitled “First Night-Watch”. In this soliloquy, Stubb reacts to Ahab’s speech related to the purpose of his voyage. 

Thus the succession of these three chapters (“Sunset”, “Dusk” and “First Night-Watch”) is not only a good instance of the alternation of narration between Ishmael and other characters; it also highlights the “multi-focalization” technique, i.e. the method of juxtaposing voices in a narration without privileging any one of them.
 While Ahab considers his revenge as a fair and righteous act which nothing can stop (“The path to my fixed purpose is laid with iron rails, whereon my soul is grooved to run”), Starbuck sees it as “a heaven-insulting purpose” but which “God may wedge aside” as there is still hope. As for Stubb, Ahab’s plan for revenge is only a “queer” thing to which “a laugh is the wisest and easiest answer”. Furthermore, unlike both Ahab, who sees no obstacle preventing him from fulfilling his purpose, and Starbuck, who hopes that Ahab will change his mind, Flask feels comfortable, because for him everything is already “predestined”.

In this sense, not only point of view which alternates in MD but also focalization changes as the same event is perceived differently by various focalizers. Thus the narrative of MD fulfills what Mikhail Bakhtin calls “dialogism”. According to Bakhtin, unlike the epic or lyrical poem, which are “monologic”, the novel is dialogic in the sense that it does not present one voice but many voices interacting within the narrative.

In MD, one of the ways through which this multi-voicedness is achieved is the constant change of focalization in narration. As there is no single, absolute view or voice dictating meaning, meaning is generated from the interaction between the different and contradictory voices that are at work within the narrative. In this sense, MD may, again, be said to possess some modernist features, as its narrative holds no privileged, rigid, one-way world view. Ishmael’s narrative seems rather to present a more open and democratic vision of reality, which is one of the characteristics of modernist writing.

What is also noticeable in the three chapters mentioned earlier (the three soliloquies) is that Ishmael, who appears at first as a homodiegetic narrator, turns into an omniscient narrator, i.e. an all-knowing narrator. He is thus able to delve into the minds of other characters and become a sort of a fictional consciousness that can have free and unlimited access to the thoughts of other characters, while he is supposed to be one of the crew members. In fact, this contradiction can be considered as a flaw in Melville’s handling of point of view in his novel; for it discloses his inability to come to terms with the co-presence of a single narrator / character and a multiplicity of inner thoughts (those of the other characters). 

Interestingly, this failure seems to have been overcome by Conrad. This was possible to Conrad both thanks to his use of a second-degree narrator, who allows Marlow to address directly some listeners, and is thus able to tell of his experience and his inner most impressions in a natural and authentic way. Moreover, instead of delving indiscreetly into the other characters’ minds, Marlow uses a number of other techniques to convey to us their thoughts. The use of such techniques may be discerned, for instance, in the conversation Marlow overhears between the Manager and his uncle, in Kurtz’s painting and in the report the latter writes for the Society for the Suppression of Savage Customs.

As far as multi-focalization is concerned in HD, we can say that there is no substantial alternation of Marlow’s perspective with any other character. His perspective is certainly the most privileged one, for even the frame narrator, who seems to hold a different opinion from Marlow, appears, at the end of the narrative, to have changed his position and to have joined that of Marlow. This is clear in the shift of his position from the opening of the narrative (cf. his exaltation of the greatness of Britain’s past) to its closing (when he observes that the Thames waterway “seemed to lead into the heart of an immense darkness” (p. 111)).

As the frame narrator does not question Marlow’s discourse, Marlow seems to be the unique holder of point of view in the narrative. Moreover, while his tale comprises many different attitudes towards reality represented by some characters’ reported speeches (the Accountant, the Harlequin or the Intended), Marlow manages to counteract the authority of their voices. This is done through irony, sarcasm and direct criticism. Consequently, the importance of a dialogic relationship between those voices and Marlow’s is reduced, if not completely suppressed. However, the only character whose voice is given some authority is Kurtz. 

But as Kurtz is not allowed much space for direct expression in Marlow’s narrative, his voice is provided, as has been noted earlier, through other characters’ report about him, his painting, or through the report he writes about his experience in the jungle. This is not to say that Kurtz can be considered as another focalizer, as is the case with Ahab or Starbuck in MD, but simply that he is the only character whose voice may be taken as an alternative to that of Marlow.
 In other words, Marlow’s point of view is definitely distinct from Kurtz’s. Reality is thus perceived from more then one point of view in Marlow’s narrative. HD, like MD, may consequently be called a multi-voiced or “polyphonic”
 novel. Thus the interaction or dialogic relationships between voices (mainly those of Kurtz and Marlow) is able to produce meaning or even meanings in the narrative.

Besides this double-voicedness which seems to work against any monologism in the narrative of HD, there is another element which makes its discourse open-minded and anti-totalitarian. This element is the unreliability of Marlow’s voice. One of the factors which account for this unreliability is Marlow’s approach towards reality in his narrative. This approach may be said to lack authority and confidence in itself.
D- Marlow’s Narration and Ishmael’s: “Negative Modality” versus “Positive Modality”
To use more theoretical terms, let us recall that an attitude towards events in any narrative can be referred to as “modality”. According to Paul Simpson, modality “refers broadly to a speaker’s attitude, or opinion about the truth of a preposition expressed by a sentence. It also extends to their attitude towards the situation or event described by a sentence.”
 

If we base our analysis on Simpson’s classification of modal systems, Marlow’s narrative would be ranked in the category called A-Negative (A− Ve) narratives, which “exhibit precisely the sort of epistemic and perception modalities which are absent from A+ Ve.”
 Epistemic modality, Simpson notes, is “concerned with the speaker’s confidence or lack of confidence in the truth of a proposition expressed”.
 Perception modality “is best regarded as a category of epistemic modality. It is distinguished by the fact that the degree of a commitment to the truth of a proposition is predicated on some reference to human perception, normally visible perception.”
 Thus Simpson observes that in an A-Negative narrative, “[e]pistemic modal auxiliaries, modal adverbs, and modal lexical verbs (such as I suppose, I imagine and I assume) are much in evidence, as are the perception adverbs evidently and apparently”. In addition to this, this type of narrative displays “a development of comparative structures which have some basis in human perception (it looked as if…; it seemed…; it appeared to be…)

Almost all of Marlow’s narrative is dominated by this type of modality (while Ishmael’s narrative seems to show an opposite modality). But in order to clearly illustrate the A-Negative modality in HD, let us take the following passage, where Marlow sees Kurtz for the first time, as an example:

The knot of men with the stretcher had stopped, too, halfway to the steamer, as if petrified. I saw the man on the stretcher sit up, lank and with an uplifted arm, above the shoulders of the bearers. “Let us hope that the man who can talk so well of love in general will find some particular reason to spare us this time”, I said. I resented bitterly the absurd danger of our situation, as if to be at the mercy of that atrocious phantom had been a dishonouring necessity. I could not hear a sound, but through my glasses I saw the thin arm extended commandingly, the lower jaw moving, the eyes of that apparition shining darkly far in its bony head that nodded with grotesque jerks. Kurtz – Kurtz – that means short in German – don’t it? Well, the name was as true as everything else in his life – and death. He looked at least seven feet long. His covering had fallen off, and his body emerged from it pitiful and appalling as from a winding – sheet. I could see the cage of his ribs all astir, the bones of his arms waving. It was as though an animated image of death carved out of cold ivory had been shaking its hands with menaces at a motionless crowd of men made of dark and glittering bronze. I saw him open his mouth wide – it gave him a weirdly voracious aspect, as though he has wanted to swallow all the air, all the earth, all the men before him. A deep voice reached me faintly. He must have been shouting. He fell back suddenly. The stretcher shook as the bearers staggered forward again, and almost at the same time I noticed that the crowd of savages was vanishing without any perceptible movement of retreat, as if the forest that had ejected these beings so suddenly had drawn them in again as the breath is drawn in a long aspiration. (pp. 85-86)
 

The passage is in fact a microcosm of the whole narrative because it embodies Marlow’s dominant attitude towards his experience in the jungle. This attitude is mirrored in a language abundant both in epistemic and perception expressions. For the epistemic, there is the use of modal auxiliaries: “I could not hear…”, “I could see…” and “He must have been…”. Perception expressions are all used through some modal lexical verbs: “I saw the man…”, “I could not hear a sound…”, “I saw the thin arm…”, “I could see the cage…” “I saw him open …”, “a deep voice reached me…”, “I noticed…”. There are also some other words related to the faculty of perception, such as: “aspect” and “perceptible”, in addition to some comparative structures (based sometimes on the faculty of perception as well), such as: “as if petrified…”, “as if to be at the mercy…”, “He looked at least…”, “as from a winding – sheet…”, “It was as though an animated image…”, “as if the forest…” and “as the breath is drawn…”. This in addition to some words which Uspensky calls “words of estrangement”
 such as: “absurd”, “phantom”, “apparition” or the modal verb “…don’t it?” 

What such an analysis may add to our discussion of point of view in HD is that Marlow appears to be reluctant to interpret reality. However, whenever he provides an interpretation, he does it through stimuli in the immediate physical environment, for example through sounds, voices, odours, movements or perceptible scenes, showing thus his inability at making any categorical and unambiguous pronouncements. Consequently, throughout Marlow’s narrative, events are imparted to us not without a sense of bewilderment, vagueness and alienation. Marlow communicates the details of his experience in a skeptical uncertain voice, which makes his point of view contestable and his discourse anti-totalitarian. Similarly, Ishmael’s narrative is anti-totalitarian; yet it is a “positive narrative” as we shall see hereafter.  

By contrast to HD, Ishmael’s narrative is rather dominated by what Simpson calls an “A positive” modality (A +ve). This type of narratives, Simpson explains, includes “verba sentiendi”, i.e. words which denote thoughts, feelings and perceptions. An A +ve narrative is also recognized through its use of “evaluative adjectives and adverbs”, which have the effect of assessing objects, individuals or situations. Moreover, the “deontic” (related to duty) and “boulomaic” (related to desire) systems are prominent, foregrounding thus the narrator’s desires, duties, obligations and opinions vis-à-vis events and characters. By opposition to the A –ve narrative, epistemic (the use of possibly, probably) and perception (the use of evidently, apparently) systems are suppressed. There is also an absence of “words of estrangement” (e.g. perhaps, as if) and a presence, by contrast, of generic sentences which proclaim timeless universal truths
 (e.g. “…of all tools used in the shadow of the moon, men are most apt to get out of order”, MD, p. 221).
 
Although MD abounds in passages which illustrate this type of modality more persuasively than the following extract, the selected passage has been chosen as a counterpart to Marlow’s description of Kurtz when he first sees him. Thus Ishmael describes Ahab when he perceives him for the first time:   
So powerfully did the whole grim aspect of Ahab affect me, and the livid brand which streaked it, that for the first few moments I hardly noted that not a little of this over-bearing grimness was owing to the barbaric white leg upon which he partly stood.  […]
I was struck with the singular posture he maintained. Upon each side of the Pequod’s quarter deck, and pretty close to the mizzen shrouds, there was an auger hole, bored about half an inch or so, into the plank. His bone leg steadied in that hole; one arm elevated, and holding by a shroud; Captain Ahab stood erect , looking straight out beyond the ship’s ever-pitching prow. There was infinity of firmest fortitude, a determinate, unsurrenderable willfulness, in the fixed and fearless, forward dedication of that glance. (p. 130)
 

The passage is indeed an instance of A +ve modality as it clearly contrasts with the extract selected from HD. While Marlow’s narrative affects a “negative shading” by foregrounding epistemic and perception systems and by using generalized “words of estrangement”, Ishmael’s narrative has a “positive shading”, which is the result of using verba sentiendi and evaluative adjectives and adverbs. The use of such verba sentiendi words as “affect”, “noted” and “struck” implies that assertions are conveyed through the narrator’s feelings and thoughts and are not supplemented with the epistemic markers which render the events of the narrative less palpable in HD. Furthermore, evaluative adjectives are numerous in this passage: “firmest”, “determinate”, “unsurrenderable”, “fixed”, “fearless” and “forward”. The essential of MD’s narrative is thus based on the narrator’s (Ishmael’s as well as the other minor “characters-narrators’ ”) desires, duties, obligations and opinions vis-à-vis characters and events. By contrast, the narrative of HD consists of Marlow’s un-categorical and ambiguous interpretation of reality which often comes through stimuli in the immediate physical environment. In spite of their contrasting modalities, both MD and HD are nonetheless open-minded and unrestricted.
E- MD and HD: Two Open Narratives

Although Ishmael’s tale has obviously an A +ve modality, it is nonetheless a non-dogmatic or open narrative, just as HD is. While Ishmael’s narrative creates meaning by virtue of its multi-voicedness, multi-focalization (Ishmael and the different characters) and its switching of point of view (Ishmael and Melville), Marlow’s narrative achieves this through a non-categorical or negative modality. Furthermore, the construction of reality in both narratives does not stem from one unique and definite quarter. The voices of both narrators seem to lack authority: while Ishmael allows other voices to replace his own, Marlow is unable to make any definite or solid statement. The result is that the two narratives offer a plurality of world-views, without privileging any one of them, leaving it to the reader to have his/her own point of view. It is therefore, as has been noted earlier, difficult to make out any definite assertion or distinct conclusion about MD and HD.    
In addition to the specific treatment of modality, to point of view and to focalization, the open nature of the two narratives is made possible through the handling of characterization. As we have seen in a previous chapter, the technique of presenting the protagonist through other characters’ view of him (i.e. through reported speech) has the effect of displacing the narrator from his traditional role as the only holder of information, and of allowing for a more varied appreciation of the protagonist. The last effect, in its turn, makes of the narrative a less dogmatic and partial representation of reality, even if not a totally unbiased one.
 What needs consequently to be stressed in relation to characterization in both narratives is that by virtue of all the variety in character presentation and in protagonist assessment a dialogical representation of reality is produced. To use Bakhtin’s terminology, both narratives consist of a “polyphony of voices” which makes them open and unrestricted. 

The absence of an authoritative point of view in both narratives may also be related to the two narratives nature which is based more on fundamental questionings than on assertions. Moreover, as has been underlined in our previous study of themes, since both narratives deal with such profound philosophical subjects as the death theme or human nature, it seems that both writers are unable to face up to the truths their narratives reveal.    
The two narratives’ affinity, which lies in their non-dogmatic nature, should not prevent us however from emphasizing some significant points which set MD and HD apart. We may thus underline the fact that Ishmael may be described as an objective and trustworthy narrator because his narrative is an assertive one (i.e. an A+ narrative). He is a reliable narrator also because he shows a peaceful acceptance of his troubling experience. By contrast, Marlow may be considered as a subjective and unreliable narrator since his disturbed mental state, which is the outcome of his experience, weakens the authority of his narrative. What also accounts for Marlow’s unreliability is the “negative modality” which characterizes his narrative, as we have seen. 
Moreover, our analysis of point of view and narration has also unfolded to us an important discrepancy between the two narrators. The discrepancy lies in the way Ishmael and Marlow impart other characters’ thoughts. In this respect, Ishmael seems to be unable to reconcile himself, in his narrative, as narrator / character with the presence of a multiplicity of inner thoughts (the other characters’), switching thus continuously, and rather awkwardly, from a homodiegetic narrator to an omniscient one. By opposition, Marlow’s narrative seems to overcome the failure by virtue of the presence of the frame narrator and by the use of the painting, the over-heard conversation and the written report as narrative techniques, as has been discussed earlier. The two narratives appear thus to draw close to one another in many ways but to diverge in other significant ways as well. A similar assessment will be made through out the succeeding chapter, which will examine space and time in MD and HD.
  Chapter Four:

                Space and Time

In this chapter, similarities but also disparities in the two narratives’ treatment of space and time will be analyzed. In this sense, we shall discuss the spatial movement from urban space to wilderness represented in both narratives. Wilderness, both on sea and land, will be analyzed on the basis of three component parts suggested through MD and HD respectively: sea and jungle, ship and steamer, and finally whale and that imaginary ichthyosaurus. We shall also analyze the kind of relationship which connects space to the two heroes (Ahab and Kurtz). Moreover, a special narrative device will be analyzed: the painting. Time distortions and spatial sequencing will also be examined in both MD and HD. Finally, we shall draw attention to that artistic phenomenon called “the chronotope”, which Mikhail Bakhtin devises out of a specific conception of time and space, and which operates in a similar way in both narratives.
A- The Dead and Grotesque Cities of Civilization
In MD, the main action takes place at sea. But before taking to sea, Ishmael describes the time he spends on land searching for a ship. Land, or the city, is suggested, through Ishmael’s narration, as a lifeless place which can only lead to the sea. While being in Manhattoes, Ishmael notes that “[r]ight and left, the streets take you waterward” (p. 21). Drawing attention to the opposition between the tediousness of the land and the irresistible call of the sea, Ishmael describes those crowds of “inlanders”, who pace straight for the water getting near to the “extremist limit of the land”. He observes that these inlanders, who came from lanes, alleys, streets and avenues, seemed to be attracted by some magnetic virtue emanating from the compass needles of some ships.

The irresistible nature of the sea or of water is again stressed by Ishmael who ponders for a while upon the meaning of the story of Narcissus. He notes that Narcissus could not resist his image which was reflected by water, thus he drowns. He adds that it is “that same image, we ourselves see in all rivers and oceans. It is the image of the ungraspable phantom of life” (p. 23). The sea is thus, by opposition to the dull city, the reflection of life. 

When he arrives in New Bedford, Ishmael finds himself caught in a dark night. In search of some lodging to spend the night in, he passes by some “dreary streets” which resembled “blocks of blackness”. In these dark and lifeless streets, light looked like “a candle in a tomb”. Then he notices a “wide building, the door of which stood invitingly open”. But entering that door, Ishmael stumbles over an ash box which makes him think of “that destroyed city, Gomorrah” (pp. 27- 28).
 Thus Ishmael definitely sets New Bedford as a place of death.

In New Bedford, Ishmael enters the Spouter Inn which looked like “a condemned old craft”. On the wall of that inn, he notices some monstrous clubs and spears, some of which were “thickly set with glittering teeth resembling ivory saws” while “others were tufted with human hair” (p. 31). In the same city, Ishmael enters another place which suggests a similar atmosphere of death than the Spouter Inn’s: the whalemen’s chapel. There he reads the names of some dead whale men.

While New Bedford is presented as a place of darkness and death, Nantucket, which is almost surrounded by water, is described as “a real corner of the world”. Ishmael thus notes that this city seems to be “without a background”, that it resembles a lighthouse which is only there to serve as a guide to sailors. Nantucket, like Manhattoes, seems thus to be a land which is only there in order push people towards the sea. In that city, Ishmael arrives at the chowder in the entrance of which he sees two wooden pots suspended on a cross trees of an old top-mast, and which “looked not a little like a gallows” (p. 78).

While people in Manhattoes are irresistibly attracted by the sea as if by “magic”, and while New Bedford’s lifeless atmosphere urges Ishmael to leave, Nantucket appears to resemble a temporary harbor from which to sail away. Thus Ishmael illustrates why there was “nothing particular to interest [him] on shore (p. 21) and that staying for long on land would only make him “grow hazy about the eyes and […] over conscious of [his] lungs” (p. 23).   

Marlow too explains that after staying on land for a time, he “did get tired of resting” (p. 11) and so started to look for a ship. He however decides to go on a steamer as he is “charmed” by the African river. Before setting forth to Africa, Marlow has to go to Brussels (unnamed in the narrative) in order to sign a contract. The city makes him think of a “whited sepulchre” (p. 14). There he finds himself in a “narrow and deserted street in deep shadow”. The city, with its high houses, its “imposing carriage archways” and its “grass sprouting between the stones”, lied in “a dead silence”. Arriving to some immense double doors which stood “ponderously ajar”, Marlow slips through one of the cracks and goes up “a swept and ungarninshed staircase” which seemed “as arid as a desert” (p. 14).

Just like New Bedford, Brussels is described as an empty city (“a desert”). It is a place of death (“a whited sepulchre”). Both cities are thus places of immobility, stagnation, ennui and death. In this sense, they appear to repel their visitors (Ishmael and Marlow). They seem to urge them to leave for another space.

The city’s dull atmosphere is again emphasized in Marlow’s narrative when the latter is back from his journey in Africa to Brussels. The deadly and immobile city appears now an empty, insignificant and grotesque place. In that space, Marlow can only see, with resentment, those people “hurrying through the streets to filch a little money from each other, to devour their infamous beer, to dream their insignificant and silly dreams.” What Marlow resents the most in that city is people’s ignorance of the knowledge he acquired in the jungle. Consequently, Brussels is for Marlow a grotesque place because it gives an impression of an “assurance of perfect safety” which was as offending as “the outrageous flauntings of folly in the face of a danger it is unable to comprehend.” (p. 106) Interiors are as dreary in HD as exteriors. Like Brussels, the Intended’s house, which should promise life, is a place of death. There Marlow notices a marble fireplace which “had a cold and monumental whiteness”. He also sees a grand piano which had “dark gleams on the flat surfaces like a sombre and polished sarcophagus.”(p. 106) 

B- The Silence of Wilderness as “Dreamy Quietude” and “Great Muteness”
Leaving this monotonous, grotesque and deadly space which the city represents in both narratives, both Ishmael and Marlow move to wild nature which, although definitely different from the city, is another somber space. Nature is suggested in MD through the sea whose counterpart in HD is the jungle (forest and river). Both sea and jungle are conferred a double significance. While the sea is associated with beauty and danger, the jungle is a sublime threat and mystery. However, a more significant difference between the representation of sea and jungle will be revealed in this analysis. 
As he sets sail, Ishmael leaves the unwelcoming and uncongenial land to go and find out what the “watery side of the earth” has in store for him. The sea, in MD, is presented as having a double significance. On the one hand, it is a place of serenity, beauty, confidence, meditation and reverie; and on the other hand, it is described as hiding mysterious creatures and terrific monsters that can emerge from the depths at any moment. 

More than once, Ishmael focuses on the sea’s arresting capacity for representing perfect safety and impending danger at the same time. Thus he notes that the “times of dreamy quietude when beholding the tranquil beauty, and brilliancy of the ocean’s skin” should not make the sailor forget that the sea’s “velvet paw but conceals a remorseless fang” (p. 463). Elsewhere he observes that during “a clear steel-blue day”, when the sea was so calm that it was hardly separable from the sky, where snow-white wings of small birds glided high, “to and fro in the deeps, far down in the bottomless blue, rushed mighty Leviathans, sword-fish, and shark” (p. 505).

The double significance of the sea, which refers at times to peace and beauty and at others to danger and terror, suggests also the contrast between appearance and essence, or on a deeper level, the conscious and the unconscious. Thus Ishmael also associates the beauty and serenity of the calm sea with the brightness and security of the land and contrasts it with the dreadfulness of the tormented sea. He observes in this respect that “as this appalling ocean surrounds the verdant land, so in the soul of man there lies one insular Tahiti, full of peace and joy, but encompassed by all the horrors of the half known life” (pp. 270-271).  

Whether between the sea surface and its depth, or between the sea and the land, it is clear that what Ishmael intends to emphasize is the contrast between what is known and what is unknown. This opposition may also suggest other dichotomies such as those of the physical and spiritual, the secular and divine or the civilized and primitive. In this sense, Ahab’s sea quest for the depth-gliding whale may represent his endeavour to take revenge from and control over those powers which are beyond him, and which might be the unconscious, divine or primitive powers.

In addition to these observations in relation to the representation of the sea in MD, we may note that the sea is also conferred some magical and bewitching powers. This is particularly obvious of we consider the extraordinary nature of the white whale, which is suggested to be immortal, unnaturally malicious and ubiquitous. The magical nature of the sea is also expressed in Ishmael’s descriptions, as when he draws attention to the sea’s “dreamy quietude” and “sweet mystery” (p. 463).  
Whereas Ishmael draws attention to the complex and ambiguous nature of the sea, Marlow presents the jungle as an incomprehensible awe-inspiring place. Thus he observes that the wall of matted vegetation stood “higher than the wall of a temple” and that the river was “great”. He adds that the jungle seemed “expectant” and “mute”; he then wonders “whether the stillness on the face of the immensity looking at [them] was meant as an appeal or as a menace […] Could [they] handle that dumb thing, or would it handle [them]”. He consequently realizes how “confoundedly big was that thing that couldn’t talk, and perhaps was deaf as well.” (p. 38) The forest, mysterious and enigmatic, seemed to invite Marlow to discover its secret (p. 19). Similarly, the river dwarfs and paralyses him. In this sense, he describes the river’s “dumb immobility” and silence, which “was not sleep” because “it seemed unnatural, like a state of trance”. This state is so august, Marlow notes, that one begins to suspect oneself of being deaf and blind as well (p. 56).

Both forest and river are presented as having a powerful hypnotizing effect on man. Moreover, Marlow describes the jungle as belonging to another dimension, as if Marlow had traveled not only through space, but through time as well. He observes that “[g]oing up that river was like traveling back to the earliest beginnings of the world”. Marlow adds that the air of the jungle is so alien that one thought oneself “bewitched and cut off forever from everything [one] had known once – somewhere – faraway – in another existence perhaps.” (p. 48)

For Marlow, the jungle stands for primeval times; not only because of its fauna and flora, but also because of the air, the atmosphere it diffuses which had a magic effect on Marlow. Furthermore, the jungle is the place of the Absurd. While making his way at the Outer Station, Marlow notices an artificial hole that has been dug for no particular purpose. In the same station, he sees a black native with a bit of white worsted round his neck. Marlow wonders about the origin and meaning of that thread: “Was there any idea at all connected with it?” (p. 25).

A similar sense of the Absurd is expressed through the character of the Company’s chief accountant whom Marlow describes as “a sort of vision” or “miracle”. The absurdity of the man lies in his capacity to keep “an unexpected elegance” in the middle of the hurly-burly which prevailed in the station. 

We may thus note that while the sea suggests beauty and danger at the same time, the jungle expresses greatness, mystery and peril as well. What differentiates MD’s nature from HD’s is consequently beauty and quietude which seem to have no place in the African jungle. 
C- Crossing and Filling up the Wilderness: Harmony on the Ship versus Frenzy on the Steamer
The ship (MD) and the steamer (HD) constitute another element belonging to nature in both narratives, as they are the essential means which lead Ishmael and Marlow to this wild nature. They represent an important means but an important space as well. Both are thus made to convey such significant notions as work and duty, but not without some consequential divergence. Wild nature is also suggested through the animal world. While the whale is the most obvious emblem of this world in MD, it has no substantial counterpart in HD. Some sea creature is however hinted at in Marlow’s narrative but for a purpose different from that accounting for the presence of the whale in MD, as the following analysis will show.      

The ship which is an important part of the sea is a significant space in MD. The Pequod is presented like a microcosm of the world. Its crew is composed of various races and nations. All the crew-members are made to work and live together, on the ship, in perfect harmony. The Pequod is the name of an extinct Indian tribe and its external appearance, according to Ishmael’s description, bears the same sense of medieval and exotic gothicness. It is “a ship of the old school […] with an old fashioned look about her”. Moreover, “[s]he was apparelled like any barbaric Ethiopian emperor, his neck heavy with pendants of polished ivory. She was a thing of trophies.” (p. 82)

The Pequod seems to be a relic from the past, an old surviving hunter. Wrinkled, worn, having lost its original masts and “tricking herself in the chased bones of her enemies”, this ship looks like its captain, who has a whalebone leg. The Pequod seems thus to embody Ahab’s personality. Like him, it gives the impression of standing against time and against harsh nature.

Furthermore, the Pequod is a space of its own. Aboard it, Ishmael experiences the joys of work and solidarity. This is obvious in such scenes as that showing him squeezing whale oil. In that scene he declares that he “forgot all about [the crew’s] horrible oath” and that he “felt divinely free from all ill will, or petulance, or malice, of any sort whatsoever.” (p. 398) There is also the scene in which he performs the operation of the “monkey-rope”. Describing how he is tied to Queequeg with a rope in order to reach the water-submerged whale, Ishmael realizes that his “own individuality was now merged in a joint stock company of two” (p. 310). 

The Pequod is consequently a significant space in the narrative of MD. Being a place where many people from different origins come to work and live together, the ship may be a representation of life in MD. It may equally be a personification of Ahab, as has been noted earlier. As for HD, the obvious counterpart of the ship is the steamer.
The ship and the steamer share the notion of work as a saving value, as has been thoroughly discussed in our study of themes. However, the steamer, in Marlow’s narrative, stands in sharp contrast to the Pequod. While the Pequod is suggested as a place of harmony, solidarity, peace and social exchange (despite its being governed by a monomaniacal captain), the steamer is presented as a space of frenzy, solitude and isolation, which Marlow’s narrative generally convey. By contrast to those scenes presenting Ishmael and Queequeg in perfect harmony and communion, the steamer is the place where the most confusing scenes of panic, turmoil and incomprehension take place. 

Thus unlike Ishmael’s and Queequeg’s peaceful company and harmonious exchange while performing their duties aboard the Pequod, Marlow and the Helmsman are shown in total discord and incomprehension on board the steamer. Their lack of communication is clearly rendered in that scene where the Helmsman gets speared. Having thoughtlessly thrown the steamer’s shutter open in spite of Marlow’s several instructions to control himself, the Helmsman gets consequently speared. The two men’s discord and absence of communication is thus obvious in their failure to work as a team (as their counterparts in MD do) and in Marlow’s inability to understand the Helmsman’s look when this latter is about to die. The steamer in HD provides, however, an affinity between the two narratives as it suggests a sea beast.  
D- The Whale and the Imaginary Ichthyosaurus: The Guardians of the Wilderness 

The whale is a major symbol in MD but it is an important spatial element as well since it closely belongs to the sea. Consequently, the white whale is made to possess some of the characteristics of the sea. Moby Dick is described as a powerful, mysterious and dangerous creature. 
While it shares many features with the sea, the white whale is moreover suggested as a mighty and even sacred entity that may represent the divinity. In this sense, Ahab sees it as the “unreasoning mask” which conceals some “reasoning thing” (God). Ishmael too seems often to share Ahab’s view. This is particularly obvious in his description of the whale using some divine qualities. For instance, Ishmael observes that the “great” whale’s “high and mighty god-like dignity” which was revealed in his brow makes one feel “the Deity and the dread powers more forcibly than beholding any other object in living nature.” (p. 334) 

Furthermore, the white whale is presented as the central symbol of danger and terror in Ishmael’s narrative. Thus it is affirmed to be particularly ferocious and malicious (ch 41). Besides, it is not only metaphorically but often literally suggested as a supernatural creature owing to its ubiquity and immortality.
 Ironically enough, Ishmael often attempts to explain these supernatural attributes on some scientific facts. The whale in MD is consequently more than figuratively portrayed as supernatural; it is literally represented as an actual magical creature.     
Considering these observations, the African jungle seems to be the true counterpart of the whale. As we have observed earlier, the jungle is often endowed by Marlow with divine qualities. Moreover, its river is symbolically associated with the legendary mighty, mysterious and perilous reptile. However, the white whale may also be significantly juxtaposed with some water creature in HD. While there is no real leviathan which may emerge from the river waters, Marlow only suggests such a water monster by noting that the “unnatural silence” of the river could sometimes be interrupted by some splashes “as though an ichthyosaurus
 had been taking a bath of glitter in the great river.” (p. 43) The aquatic animal monster is also interestingly replaced in HD by the steamer. Thus Marlow observes that, in the eyes of the black natives, the steamer looked like a “fierce river-demon beating the water with its terrible tail and breathing black smoke into the air” (p. 96). 
Space is, consequently, conferred a considerable significance in both narratives. In MD, there is an important spatial movement from land to sea whose equivalent is the shift from “civilized” land to jungle, in HD. Land, or the city, in both novels, is a place of death, ennui and apathy which pushes them towards savage nature. The sea and the jungle, by opposition, seem to open their arms wide and welcome them. 

However, this wild nature, with its components represented in the two narratives, is presented as complex and ambiguous. It is also sometimes different from one narrative to the other, as we have seen. Thus while the sea and the jungle share the qualities of mystery and danger, the attribute of beauty and quietude separates them. Whereas Ishmael meditates lengthily on the sea’s arresting splendor and heavenly peacefulness, Marlow associates neither the forest nor the river to beauty. In HD, the jungle can only be mysterious and menacing.
Besides those notable divergences in the representation of space in MD and HD, we should also observe that while savage nature is made to represent primeval times in both narratives, there is a significant discrepancy in that same representation. Whereas the sea in MD is said to affect a state of “dreamy quietude” with its “smooth, slow, heaving swells”, the river could only provoke “a state of trance” with its unnaturally “dumb immobility”, in HD. 

Moreover, Ishmael talks about the “eternal August” sea of the tropics, about the Pacific' “ever-rolling” waves which “ebb and flow unceasingly” to carry the dreams and lives of millions of men (p. 456), and about the sea which swallows the Pequod, then rolls on “as it rolled five thousand years ago.” (p. 535) The sea stands, in this sense, for primitive times, but also for ever-lasting primitive times. The Pequod, as has been pointed previously, is also an attempt at reviving this past. Marlow, for his part, describes the jungle as another “unknown planet” where he and his companions are unable to understand the human sounds around them “because [they] were too far and could not remember” (p. 51). Consequently, unlike Ishmael’s eternal primeval sea, Marlow’s jungle is only a distant past.

Similarly, the ship and the steamer are represented differently in the two narratives, respectively. Despite the fact that they draw near each other in their being associated with work and duty, they nonetheless diverge importantly. While the ship in MD is a place of communion, social harmony and peace, the steamer is rather a place of discord, isolation and chaos.
The whale, for its part, is another significant spatial component. It is made to represent, in Ishmael’s narrative, danger and brutality but it may also symbolize the divinity. However, the most significant attribute related to the whale in MD is its supernatural nature. By opposition, HD is devoid of such a monster. The only leviathan that Marlow’s narrative refers to is the steamer, which looked like a terrific water creature.        
Space is not only significant in both narratives in the sense that spatial movement represents the two narrators’ shift from a sterile environment to an active, even if ambiguous, one, but because it is related to the two heroes’ natures, as well. While the sea seems to be a personification of Ahab, the wilderness, in HD, shapes and models Kurtz’s personality. Thus like the sea, Ahab has his “spiritual terrors” (p. 123) and has also a “tormented spirit” that could glare out of his bodily eyes” (p. 202). And like the sea too, Ahab has a monstrous creature inside him, “a vulture [which] feeds upon [his] heart for ever; that vulture the very creature he creates.” (p. 202) The same observation may be made in relation to the ship. As has been noted earlier, the Pequod, which is an important part of the sea, equally embodies Ahab’s personality.

Ishmael implicitly draws an analogy between the sea and Ahab through a parallel between the sea and human nature in general. In this respect, he observes that  “as this appalling ocean surrounds the verdant land, so in the soul of man there lies one insular Tahiti; full of peace and joy, but encompassed by all the horrors of the half-known life.” He then warns: “Push not off from that isle, thou canst never return.” (pp. 270-271) So, like the ocean, man has somewhere inside him, some terrible aspect. This is particularly true for Ahab because it is him who will push off “from that isle” and never return.
 In HD, space is not only the personification of the hero; it is the maker of the hero. Kurtz’s personality is shown to be so affected by the wilderness, that he becomes part of it. Marlow observes that “[t]he wilderness had patted him on the head; and behold, it was like a ball – an ivory ball; it had caressed him”. He adds that this wilderness “had taken him, loved him, embraced him, got into its veins, consumed its flesh, and sealed its soul to its own by the inconceivable ceremonies of some devilish initiation.” (p. 69)

Consequently, we may sustain that both Ahab and Kurtz, who represent two human experiences, are closely related to the sea and the jungle, respectively. This representation is realized either by way of identification (Ahab) or assimilation (Kurtz). This leads us to note that the two narrators’ movement towards wild nature is actually itself a movement towards Ahab and Kurtz’s experiences. Thus the passage from land to sea and jungle is in fact a passage from innocence to experience or knowledge. 

In other words, the physical quest can again be said to correspond to a philosophical and psychological one since both Ishmael and Marlow move towards Ahab and Kurtz, who represent knowledge, but who are also so closely related to their physical environments. Space is equally significant in both MD and HD if we consider another common feature between the two narratives: the use of the tableau.

E- The Tableau as Spatial Narration  

Indeed, the tableau has an important spatial significance, since it is, in essence, a kind of spatial narration. The observer of a painting comes to understand its meaning not through chronology, i.e. in the course of time, but through space. Thus the painting is understood by moving one’s eye all over the tableau. Offering another type of narration, besides the classical one which is done through words, the use of the painting has consequently a considerable importance in the process of narration. 

In MD, and in a chapter entitled “The Spouter Inn”, Ishmael comes across a painting representing a whale in the act of springing over a craft. In HD, while being at the Central Station, Marlow notices a painting by Kurtz. The tableau represents a blindfolded woman who carries a lighted torch. The striking similarity between the two paintings is that both scenes affect a strong sense of the paradoxical or of the Absurd. While trying to save himself, the whale, on the inn’s painting, kills himself by jumping, in an awkward and quasi-suicidal move, over the craft’s mast-heads. The same absurdity springs out of Kurtz’s painting. The torch that the woman holds and which is designated to light up the place further accentuates the darkness around her and makes her expression “sinister”. In addition to the narrative quality of the painting, there is the viewer’s position in relation to the scene which seems to be significant in both MD and HD.  

In MD, Ishmael does not give the meaning of the painting at first. He starts by describing at length his first reaction to it and his various attempts at distinguishing its defaced forms and shades. He explains the exceptional attractiveness of the tableau which had “a sort of indefinite, half attained sublimity about it that fairly froze you to it, till you involuntarily took an oath with yourself to find out what that marvellous painting meant”. The picture, Ishmael ponders, could well represent “the Black Sea in a midnight gale”, “the unnatural combat of the four primal elements” or “the breaking-up of the ice-bound stream of time”. He then explains that it is only after “systematic visits to it, and careful inquiry of the neighbors”, and after “throwing open the little window towards the back of the entry” that he is able to clearly understand the forms of the painting. 

In HD, it is not Kurtz’s painting that Marlow takes time to decode, but another scene, which resembles a painting. The scene has much affinity with a painting because of the lack of physical movement in it. The painting-like scene is that of the human heads on the stakes which Marlow perceives near Kurtz’s house. Just like Ishmael, Marlow does not identify at first the forms on the stakes as human heads. Through his glasses and while being still on the river, Marlow can only see “half-a-dozen slim posts” which were “roughly trimmed, and with their upper ends ornamented with round carved balls”. He adds that “[t]he rails, or whatever there had been between, had disappeared” (p. 75). 

A few pages later, Marlow arrives on shore, and meets the Harlequin. He then decides to use his binoculars to see the place better. While observing the ruined house, Marlow makes a brusque movement, and one of those remaining posts that he noticed previously leaps up in the field of his glass. Now that he “had suddenly a nearer view”, Marlow’s first reaction is to throw his head back “as if before a blow”. He then goes “carefully” from post to post with his glass. Then he sees his “mistake”. Even here, Marlow delays the real rendering of the scene in favour of some meditations. He notes at last: “They would have been more impressive, those heads on the stakes, if their faces had not been turned to the house”. He adds that the only head which was facing his way was “black, dried, sunken, with closed eye-lids”  (p. 82). 

Just like Ishmael, Marlow describes the scene in a step by step manner, focusing not so much on the scene itself as on his own attempts at making sense of it and responding to it. While Ishmael lingers on his trials at deciphering the meaning of the painting over a whole page, Marlow does more than that. He gives an erroneous description of Kurtz’s house, as he first sees it. Then he corrects his “mistake” only some pages later.

What is also significant in the use of the tableau as spatial narration is the freezing of the time dimension. In other words, time becomes insignificant in a description of a painting or of a scene which resembles a painting. This is in fact a general remark which is valid for both narratives. Thus, as has been noted in an earlier chapter, chronological succession in the relation of events, in both MD and HD, is not respected. The time sequence is distorted mainly through two types of “anachronies”, 
 i.e. time distortions: anticipations and pauses.  Time reference as a narrative organizer seems therefore to be replaced by a reference to space in both narratives. The relevance of space as a structural organizer in both narratives is provided by our previous assessment of the physical movement from civilized land to primitive nature which the two narratives represent. Consequently, hours, months and years are replaced in MD by oceans crossed
 and ships encountered. Similarly, time sequencers are replaced in HD by a shift from city to jungle and then a return to city again, and also by stations passed. Both in MD and HD, spatial organization therefore replaces, or at least to become more important than the temporal one. However, while time and space seem to part from each other in the above study, temporal and spatial dimensions may also be considered as merging into one unity, as we shall see.               
F- Chronotopes: The Voyage, the Escape, Fate and the Meeting 

Thus space and time may be analyzed as distinct and competing dimensions, but they may also be considered as intermingling and uniting in one whole that Mikhail Bakhtin calls “a chronotope”.  The chronotope is thus defined as referring to the “intrinsic connectedness of temporal and spatial relationships that are artistically expressed in literature. […] In the literary artistic chronotope, spatial and temporal indicators are fused into one carefully thought-out concrete whole. Time as it were thickens, takes on flesh, becomes artistically visible; likewise, space becomes changed and responsive to the movements of time, plot and history. This intersection of axes and fusion of indicators characterizes the artistic chronotope.”
  The comparative analysis of this artistic phenomenon in MD and HD reveals that four types of chronotope seem to be operating in both narratives: the voyage, the escape, fate and the meeting. 
As we have seen earlier, spatial movement has a substantial significance in both narratives. This movement can also be connected to the general and old theme of the journey, which is also, according to Bakhtin, a “chronotopic manifestation”.
 Bakhtin explains that “[t]he chronotope in literature has an intrinsic generic significance. It can even be said that it is precisely the chronotope that defines genre and generic distinctions […] The chronotope as formally constitutive category determines to a significant degree the image of man in literature as well. The image of man is always intrinsically chronotopic.”
 Bakhtin also adds that all types of chronotope are in fact

… the organizing centres for the fundamental narrative events of the novel. The chronotope is the place where the knots of narrative are tied and untied. It can be said without qualification that to them belongs the meaning that shapes narrative. We cannot help but be strongly impressed by the representational importance of the chronotope […] Thus the chronotope, functioning as the primary means for materializing time in space, emerges as a centre for concretizing representation, as a force giving body to the entire novel. All the novel’s abstract elements – philosophical and social generalizations, ideas, analysis of cause and effect – gravitate towards the chronotope, and through it take on flesh and blood …
  

As we have explained earlier, spatial movement or the journey is given so much importance in both narratives that it seems to transcend its primary function as representing the background. The journey becomes consequently an intrinsic organizer inside the two narratives, as is shown through our analysis of encountered ships, crossed oceans and stations. Voyage is also “representational” in MD and HD, for it “determines the image of man”, i.e. the image of both Ishmael and Marlow as “voyagers” or adventurers in the unknown regions of the earth. Finally, we have already observed that the two voyages serve at expressing and organizing the two novels’ “abstract elements”, i.e. their philosophical, political and social meanings. 

Closely related to the voyage, there is another chronotope which seems to have a relative significance in the two narratives. This chronotope is that of the escape. Both Ishmael and Marlow embark on their voyage in order to escape from a state of apathy and ennui. While Ishmael affirms that going to sea was his “substitute for pistol and ball” and his remedy for “driving off the spleen, and regulating circulation” (p. 21), Marlow explains that when he got “tired of resting” (p. 11), he “felt somehow [he] must get [to the Congo] by hook or by crook” (p. 12).

Thus despite the absence of any real danger forcing the two narrators into escape, one feels nonetheless that their voyage is a vital escape. It is also interesting to note that “Ishmael” is, according to the Bible, the name of the half–Egyptian son of Abraham and Hagar, who was driven from home and wandered in arid lands. Besides, the theme of escape is significantly present in the two narratives. Both Ishmael and Marlow escape from near death. While the former is miraculously saved from drowning, the latter also amazingly recovers from a deadly illness. Escape may thus be considered as a minor chronotope, which is related to the chronotope of the voyage.

Fate may also be considered as another chronotopic manifestation operating in both narratives. Fate, or the factor of the impersonal or the irrational, proves to be an important element which has an important effect on the plot line of both narratives. While this factor is overtly mentioned in MD, which may be explained by the Gothic and Romantic influence on Melville, as well as his drawing from the Greek tragedy, HD only alludes to it.

As he opens his narrative, Ishmael observes that besides the rational explanations justifying his decision to go on a whaling voyage, there was “the invisible police officer of the Fates, who has the constant surveillance of [him], and secretly dogs [him], and influences [him] in some unaccountable way” (p. 25). The same idea of inescapable destiny is expressed by that queer character Ishmael meets before sailing (Elijah), who observes that “[w]hat’s signed is signed; and what is to be, will be” (p. 105). The fulfilment of the Parsee’s prophecy about the death of Ahab is another element which conveys the significance of Fate in MD. 

Later, Ishmael refers again to Fate in that scene showing him weaving a lashing for the ship. Describing this scene, he notes that he felt as though he himself was “a shuttle mechanically weaving and weaving away at the Fates”. He adds that even if necessity and free will participate in that weaving, “chance” or Fate “has the last featuring blow at events” (p. 214). The scene is borrowed from the Greek myth of the Moira, who were divinities supposed to distribute men’s destinies by weaving their lives’ threads. This scene is thus meant to suggest that part of the factors which triggered off Ahab’s voyage, i.e. the main action of the narrative, there was that mysterious and inexplicable factor called “Fate”. 

In HD, as if signing a pact with his destiny, Marlow has to sign a contract with the Company, just like Ishmael who signs with the Pequod. Besides, the idea of inexorable destiny is suggested by the characters of the two women knitting black wool whom Marlow sees in the Company. One of the two women, who seemed to guard “the Door of Darkness”, looked “uncanny and fateful”. Marlow observes that while one of these women gave the impression of “introducing continuously to the unknown”, the other “scrutiniz[ed] the cherry and foolish faces with unconcerned cold eyes.” (p. 16)   

Like the scene showing Ishmael weaving, this scene is taken from the myth of the Moira. It suggests thus the presence of an irrational and inscrutable power which participates in the course of events. Being thus related to the two narrators’ voyage, on which their two narratives are based, Fate may consequently be regarded as a chronotopic manifestation in both MD and HD.

While it is related to the chronotope of the voyage, the significance of the meeting stems from the fact that it is traditionally used as the main knot of the plot, as Bakhtin notes that “[t]rès souvent, en littérature, le chronotope de la rencontre remplit des fonctions compositionnelles: il sert de nœud à l’intrigue, parfois de point culminant ou de dénouement (de finale) à l’histoire.”
 

This seems to be the case with both MD and HD. The meeting is indeed the culminating point and the knot of the two narratives. In MD, Ahab’s meeting with the white whale marks the end of the narrative, while in HD, Marlow’s meeting with Kurtz is “the culminating point of [his] experience” (p. 11). The two meetings can be considered as knots for the two plots because all events, comments and reflections are connected to them.

Besides those two major meetings, there is a number of minor meetings which have an effect on the progress of events and on the import of these events on the two narratives. In MD, Ishmael’s meeting with Queequeg is presented as a significant encounter as it represents the encounter of two cultures or two ways of life. There are also the nine encounters with ships the importance of which we have brought to light previously.

What is also worth stressing in relation to this chronotope is that the two main meetings in MD and HD are not significant as physical encounters. As the most significant parts of both narratives precede the actual meetings, these two encounters seem to be meant as a pretext for the two narratives. The chronotope of the meeting is significant however in the sense that it heightens suspense and forms a physical representation of the opposition between speculations and reality (MD), and between appearance and essence (HD).

Conclusion
Both narratives show an important number of similarities as well as divergences in the treatment of space and time. Thus we notice a similar movement from a sterile and boring city to an active and rich, even if mysterious and ambiguous, wild nature. The two narratives share also the use of the tableau as a spatial narration. 

Moreover, we have drawn attention to time distortions and temporal irrelevance in both MD and HD. We have thus observed that both narratives abandon the traditional narrative linearity and replace it by a spatial stratification. Spatial sequencing is MD is thus based on oceans passed and ships encountered. In HD, spatial organization is represented by a shift from city to jungle and then a return to city. Considering this important artistic phenomenon in which time and space blend in one harmonious unity, which is the chronotope, we noted that chronotopic manifestation is another important affinity between the two narratives. Thus four chronotopes seem to operate in MD and HD: the voyage, the escape, fate and the meeting.       
Besides these affinities, it is essential to put stress again on some significant disparities in relation to the spatial and temporal analysis of the two works. While both narratives present a significant movement from a dull urban space to an ambiguous but appealing wild nature which represents the primitive world, this world is not nonetheless the same in MD and HD. The three identified elements which constitute this savage world, where the two adventurers move, show significant disparities. In this sense, whereas the sea symbolizes a peaceful (even if sometimes perilous) eternal past in MD, the jungle alludes only to a distant, sombre and incomprehensible past. Thus we may deduce that while MD’s past is myth, a bright, Dionysian myth, HD’s is rather a dark history. 

Likewise, in spite of their being places of work and duty, ship and steamer diverge importantly. Ishmael’s ship is a space for communion and peacefulness, while Marlow’s steamer is a place of isolation, incomprehension and frenzy. Besides, whereas MD’s whale is a mysterious and literally supernatural monster, HD is significantly devoid of such a magical creature. Indeed, both forest and river, which may be seen as counterparts to the whale in many ways, are suggested as having some magical power, but the suggestion is just metaphorical. Marlow accentuates even more the significance of the absence of a monstrous creature in his narrative by comparing the river splashes to splashes caused by a nonexistent ichthyosaurus, and by ironically observing that the steamer looked like a water monster in the eyes of the natives. Furthermore, the two narratives show a disparity in the use of space as personification of characters. While nature is suggested to be analogous to man in MD (the sea and Ahab), it is implied as the maker of man in HD (the jungle and Kurtz). 
Thus resemblances as well as discrepancies in the use of time and space lead to important considerations, for they shed light on the process through which MD is transposed into HD. In this sense, both similarities and differences between the two narratives’ treatment of space and time reveal to be closely related to point of view, narrative structure and themes. We may, for instance, perceive the connection of space to themes when we consider our observations on the significance of savage nature in MD and HD and our discussion of the two narratives’ approach to the Oriental primitive world in the chapter devoted to race. The significance of space in the unfolding of the relationship between the two narratives will again come out in the next chapter, which is devoted to language, when 

we shall pay attention to the city and savage nature as symbols.   
                    Chapter Five:

         Symbols and Language 
The present chapter deals with the analysis of the two narratives’ symbols and language. Thus the poetical or lyrical character of MD and HD will be paid some attention to. Disparity in style between the two narratives will also be discussed. Thirdly, we shall discuss this resemblance which we have already noticed in an earlier part and which concerns the representation of the city in both works. In this part however, the city will be analyzed from a symbolical point of view. Then we shall observe how both Melville and Conrad resort to the same type of symbols, although with some significant difference. This set of symbols, which represent the primeval world is referred to by James Baird as symbols of the “Urwelt”, or the original universe.

Afterwards, we shall notice that there is another resemblance in the handling of symbols in both narratives related to some polarity or indefiniteness in the use of these symbols. The same indefiniteness and ambiguity will finally be identified and analyzed in style. The return of discussion to style aims at a meaningful progress of discussion which will elucidate Melville and Conrad s’ artistic personality. The analysis of the two writers’ personality aims, in its turn, at highlighting a desire for precision and clarity that Melville and Conrad show in their style, but which proves to conceal some deep inner inarticulateness and doubt in their description of reality. 

A- MD and HD: Two Poems 

MD, like HD, is often described as a lyric or as a poem. This frequent assessment of the two novels as poems may be explained by their stylistic unity (i.e. in mood and atmosphere) –except for the excessive use of cetological digressions in MD which is often thought by critics to have caused a fracture in the narrative unity of the novel. The poetic quality of MD and HD may also be accounted for by their large use of symbolism, i.e. the symbolism of their two central themes. The white whale quest can be given many interpretations, but the most important one is that of man’s search for his true relation to God. Likewise, Marlow’s voyage may be seen as a voyage into the inner self. Here, we can notice that while Ahab’s quest is the central theme in MD, the main theme in HD is Marlow’s voyage. However, the difference is only a matter of focus. For Ishmael’s sea voyage may equally be read, just like Marlow’s, as a journey into man’s inner nature, while Kurtz’s search for ivory can be understood as man’s pursuit of ideals. Consequently, whether we read the two narratives realistically or symbolically, we come to the conclusion that both Melville and Conrad’s narratives are allegorical. This metaphoric nature of the two narratives makes both of them resemble two metaphysical poems.   
Both MD and HD contain some rhythmic movement. As we have already noticed when analyzing their structure, the arrangement of both narratives produces a kind of regular and rhythmic development that goes from the general to the particular and back. Moreover, both narratives show a recurrent use of some sound devices, which lends them a musical quality, as the repetition of “g” and “y” in the “boggy, soggy, squitchy” (p. 30, MD) and of “s” in the “slimy swell swung” (p. 20, HD) suggest. 
But most of all, the poetic nature ascribed to both narratives derives from their constant and intensive use of poetical imagery and description, especially when dealing with the sea (MD), the river or the forest (HD). Countless are the lyrical and flowing passages which depict the sea in MD. But for convenience sake, we shall select just this passage that describes the Pequod’s first lowering for a whale:

 The vast swells of the omnipotent sea; the surging, hollow roar they made, as they rolled along the eight gunwales, like gigantic bowls in a boundless bowling-green; the brief suspended agony of the boat, as it would tip for an instant on the knife-like edge of the sharper waves, that almost seemed threatening to cut it in two; the sudden profound dip into the watery glens and hollows; the keen spurrings and goadings to gain the top of the opposite hill; the headlong, sled-like slide down its other side […] – all this was thrilling. (p. 223)                 

A similar poetic quality is to be felt in HD, as the following passage illustrates:

 The moon had spread over everything a thin layer of silver –over the rank grass, over the mud, upon the wall of matted vegetation standing higher than the wall of a temple, over the great river I could see through a sombre gap glittering, glittering, as it flowed by without a murmur. (p. 38) 

 The poetic tendency is so effective in both narratives that the reader is still impressed by a kind of musical resonance after closing the two books. Exactly like after reading a poem, or listening to a song, the reader will still recall the rhythmic and melodic vibrations emanating from the two narratives. This lyricism of the two novels strengthens further an important remark we have previously made in the structural analysis of MD and HD. It is the priority which both Melville and Conrad seem to confer to language and text over plot.
 In addition to these observations related to style, our analysis of language in the two narratives also includes the study of symbols. In this sense, we shall identify similar symbols in both MD and HD. Thus the symbolical representation of the city will be examined hereafter. 
B- Symbols in MD and HD
 B-1- The Infernal City
   
Being a centre of the white Christian faith and materialist culture, the city in MD as in HD is the symbol of spiritual death. It is what Émile Verhaeren, another opponent of the metropolis, calls the “[tomb] of evening”.
 Certainly Melville’s and Conrad’s visions do not perfectly meet in relation to this subject. As we have seen in our study of race, while Melville totally rejects this emblem of the white Christian civilization, which can be deduced not only from MD, but from his other works as well, Conrad only questions it. Thus Marlow does not go ashore for a dance and a howl with the natives and does not die like Kurtz, but returns to “the city”. By contrast, Ishmael is saved by the coffin-life-buoy of Queequeg, the non-Christian black cannibal. Moreover, unlike Marlow, Ishmael does not return to “the city” as the narrative ends only with his being rescued by a ship. Consequently, the Infernal City drives both Ishmael and Marlow away, far from its spiritless and meaningless existence; from its sick and deadly atmosphere. 
In this sense, the two narrators will have to search for another kind of existence, with another set of symbols, purer and more innocent. Just like Ishmael who will visit the very “foundations, ribs, and very pelvis of the world” (p. 139) and slide along its “wondrous depths, where strange shapes of the unwrapped primal world glided (p. 396), Marlow will have to go to the “earliest beginnings of the world” (p. 48), “to the night of first ages” (p. 51). Thus both sailors will visit the primeval world, the “Urwelt”.   
B-2- Symbols of the “Urwelt”

The alternative to the Infernal City for Ishmael and Marlow is the sea and the jungle, respectively. Both sea and jungle represent the primeval world, or, to use a German term employed by James Baird, the “Urwelt”, i.e. “the original world shaped from the original universe”
. The sea and the jungle are symbols because they are repeated several times in both narratives, and because they are clearly linked with the central themes of these narratives (like the quest for truth theme). But they are also “archetypes” because they do not recur only in MD and HD, but in many other works of literature.

The sea and the jungle (or the forest) are the most substantial and significant symbols long meditated upon by Melville and Conrad. Both writers have frequently and generously used those two figures in their writings. As we have previously alluded to the two writers’ relating of the sea and the jungle respectively to spiritual and philosophical maturity, i.e. to truth, what is also important to underline with respect to those two natural settings is that both are in fact obvious emblems of the original world. Their purity, immensity and ability to preserve a genuine animal and plant life make them consequentially archetypes of the primeval world. Melville, in his Pierre, clearly points to this affinity between the two symbols: “primeval forests […] with the eternal ocean, are the only unchanged objects remaining to this day, from those that originally met the gaze of Adam.”
 

  Depicting it as concealing remorseless and unknown creatures, Melville’s sea is clearly primeval. However, it is also linked with timelessness and eternity, as has been noted in our analysis of space in this study. In MD, it is the “eternal August” sea of the tropics. It is also the Pacific whose “ever-rolling” waves “ebb and flow unceasingly” carrying the shadows, dreams, lives, and souls of millions of men (p. 456). It is finally the sea which swallows the Pequod, then rolls on “as it rolled five thousand years ago.” (p. 535) 

In HD, the symbolical equivalents of the sea are the river and the forest, and they are likewise emblems of the primitive world. Marlow feels that “[g]oing 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” (p. 48) and that he was a wanderer “on prehistoric earth, on an earth that wore the aspect of an unknown planet”. Accordingly, the jungle, with its forest and river, is a symbol of the primitive world but not of the eternal timeless world, as is the sea in MD. It rather represents another “unknown planet” where Marlow and his companions are unable to understand the human sounds around them “because [they] were too far and could not remember” (p. 51).              

Again, while Melville’s Urwelt is eternity, Conrad’s is only distantly primeval. Besides our previous observations in relation to the treatment of time and of the theme of race in the two narratives, this leads us to reflect on the two writers’ significant divergence in symbolization. This divergence lies in the treatment and origin of symbols used by the two writers, and which is already commented upon in Baird’s study of Melville’s symbols
. 
The snake is another significant symbol as it is referred to several times both in MD
 and HD. In MD, apart from some insignificant instances, the image of the snake or the serpent is used meaningfully three times. First Pip calls Ahab “that anaconda of an old man” (p. 179)– the anaconda being one variety of snakes. Then Ishmael describes the Pequod as “booming through the mist, the waves curling and hissing around us like the erected crests of enraged serpents” (p. 224). Finally, Flask describes Fedallah’s one protruding white tooth as “that tusk of his … carved into a snake’s head” (p. 315). Thus the snake figure is associated to the primitive sea and to the primitive Parsee. 

  In HD, the only metaphor related to this creature and which seems to be fused with meaning is that of the African river. Marlow explains how he was “fascinated” and “charmed” like a little bird by this river which resembled “an immense snake uncoiled, with its head in the sea, its body at rest curving afar over a vast country, and its tail lost in the depth of the land” (p. 12).  

Melville‘s obsession with the snake, revealed not only through MD but through his other works as well
, and Conrad’s significant use of this creature’s image can only lead us to deduce that this animal is used as a substantial symbol by both writers. According to Jungian theory, the snake “is an atavistic symbol of man’s psychic totality, wherein he carries the whole history of the race and through which he can return to the religion of primitive animism.”
  However, Baird, who does not deny the plausibility of this psychoanalytical explanation, but only sees that animal as an artistic expression, asserts that the snake is one of the emblems of the Urwelt. To support this assumption we can only refer to the Original Sin.                

In his study, Baird draws attention to the several analogies between Melville’s primitive man, his sea, forest, snake, and city, on the one hand, and Conrad’s, on the other. But besides all these analogies, Baird clearly notes that while Melville is a “symbol-maker”, i.e. he is able to create complex personal symbols out of his own emotions and experience, and fuse these symbols with “religious sensibility”, Conrad’s “simple representational” symbols  reveal “the limitations of a lesser symbolistic imagination”.
 Nevertheless, Baird equally points out that “[i]f Conrad is not the maker of primitivistic symbols [as Melville is], he is in this instance [in the province of original nature], if no other, the sharer of Ishmael’s journey toward the Urwelt.”
 Consequently, and just as we have noted in our distinction between Melville’s “Primitivism” and Conrad’s “Exoticism”, since Marlow is only a visitor of the Urwelt, he cannot embrace its symbols, as Ishmael does. His jungle cannot be timeless or eternal; it is just another “planet”. In addition to those symbols belonging to the primitive world, there is another set of symbols that appears in both narratives, and which expresses a kind antagonism or polarity in the way both writers handle symbolism.
B-3- Symbols in Contrast
Both MD and HD show a significant antagonism in the treatment of a number of symbols. This antagonistic kind of symbols is referred to by Northrop Frye as the “heraldic symbol” which is often found in modern literature. Frye explains that contrary to the symbols of Spencer, for instance, which maintain a logical relationship between the narrative and meaning (nature), there is “no continuous relationship between art and nature” in “the heraldic emblematic image”. He adds that this type of symbols “combines the quality of Carlyle’s intrinsic symbols with significance in itself, and the extrinsic symbol which points quizzically to something else”. 

As examples of this heraldic symbol, Frye refers to Hawthorn’s scarlet letter, Melville’s white whale (precisely) and Virginia Woolf’s lighthouse. These symbols differ from the formal allegory in that they stand “in a paradoxical and ironic relation to both narrative and meaning”. Then he concludes that this technique of symbolism is based on a “lurking antagonism between the literal and descriptive aspects of symbols”
. Another identification of this type of symbol may be found in Baird but under another name. Baird calls this symbol a “crossed symbol” and defines it as “an art from which the “interplay” of opposed values is preserved”, “as though there were at least two intersecting planes in the symbol.”
           

Either called “heraldic symbol” or “crossed symbol”, this kind of emblem is definitely used both by Melville and Conrad, and this use of opposed symbolization has some significant implications which we shall elucidate after analyzing these symbols. Most eminent of these symbols is the play of light and darkness. Whiteness equally expresses opposed meanings. Finally, some emblems of technology and science will reveal to have divergent implications both in MD and HD.

B-3-a- The Light of Darkness versus the Darkness of Light
  
Darkness-and-light exemplifies another important symbolic affinity. The analysis of the interplay between darkness and light in the two narratives shows that they are used both as conventional symbols representing evil and good respectively. But they allude to other notions as well, which are at the opposite end of their conventional significance.  

In MD as in HD, the significance of the image of darkness is announced from the very beginning. In chapter two, looking for some lodging in New Bedford, in “a very dark and dismal night”, Ishmael compares “the gloom towards the north with the darkness towards the south” (p. 27). Then he enters a “negro church” where he sees “a black Angel of Doom” preaching about “the blackness of darkness” (p. 28). The image of darkness used thus at the beginning of the narrative has clearly an ominous suggestion of the events awaiting Ishmael. Consequently, it is used as a traditional representation of unpleasant events. Likewise, it symbolizes mystery and danger, when it is linked to the sea (“the wild ocean darkness was intense” p. 403), but more specifically when associated to Ahab. The latter is often qualified as “dark Ahab”. Darkness in MD is equally related to the black race, and is given the traditional meaning of danger and devilishness. Thus Queequeg is first described by Ishmael as having “a dark purplish yellow color” with “blackish looking squares” (p. 39). Similarly, Fedallah’s clothes are of a “dark stuff” (p. 216). Some Spanish sailor even shouts to Dagoo that his race “is the undeniable dark side of mankind — devilish dark at that” (p. 178). 

However, and as a “crossed symbol”, the image of darkness is granted an opposite meaning, that of goodness, authenticity, and truth. First, Ishmael discovers that “dark” Queequeg is a good fellow. Then “dark”Ahab is described as “a ray of light, to be sure but without an object or color, and therefore a blankness in itself” (p. 202). Thus light too is made to be an ambiguous symbol, for it conventionally represents good, truth and knowledge, while it is, in this instance, made to allude to emptiness and immorality. Elsewhere, Ishmael reflects on the fact that we come to know ourselves best only when we close our eyes, “as if darkness were indeed the proper element of our essences, though light be more congenial to our clayey part” (p. 69). This antagonism in the import of darkness is raised to the level of ambiguity when Ahab addresses to thunder (God, in fact): “Light though thou be, thou leapest out of darkness; but I am darkness leaping out of light, leaping out of thee” (p. 477). The same ambiguity emerges from that scene where Queequeg holds a light in one hand, and a New Zealand head in the other (p. 39). The incident is almost repeated when Queequeg, again, is shown to hold a candle in the middle of a dark ocean. Ishmael describes him as “the standard-bearer of this forlorn hope […] holding up that imbecile candle in the heart of that almighty forlornness” as if he was “the sign and the symbol of a man without faith, hopelessly holding up hope in the midst of despair” (p. 224). The scene reminds us thus of an identical one in HD.    

As its title shows, HD is a novel which deals mainly with darkness, either in the literal or in the figurative meaning of the term. Like MD, the narrative opens with this image of light and darkness when the unknown narrator describes the estuary perceived from the Nellie. Thus the estuary is described as “luminous”, while behind, above Gravesend, darkness “condensed into a mournful gloom” (p. 05). The image of darkness is first linked with the stereotypical notions of ignorance and backwardness. In this sense, Marlow associates it with England before the arrival of the Romans. He also links it with Central Africa before the white man’s coming (p. 12). 

Darkness is equally used as the symbol of mystery and the unknown. This is especially clear when Marlow describes the two women he sees in the company’s office “guarding the door of Darkness” (p. 16). However, Marlow employs this image mostly when he depicts the African jungle as a place of mystery and evil (pp.  18, 22, 26, 47, 50, 68, 79, 85, 87, 89, 91), and also when he describes Kurtz (pp. 98, 99). Darkness is equally significantly present in the Intended’s house (pp. 106, 108, 109, 110). 

While the figure of darkness seems to be associated with evil, mystery, and savagery, light is not used in HD as the opposite symbol of darkness, as convention will have it. Light, in Marlow’s narrative, is rather presented as “blinding” (p. 23) and depressing (“There was no joy in the brilliance of sunshine”, p. 48). At the end of the narrative, the estuary that was “luminous” at the beginning becomes “sombre” and “leading into the heart of an immense darkness” (p. 111). This ambiguity is even more apparent in Kurtz’s painting, which stands in striking resemblance with the scene showing Queequeg holding a candle. The tableau represents a woman holding a lighted torch. The light of the torch, however, has a “sombre” effect on the background, and only makes the woman’s face look “sinister” (p. 36). A similar confusion may be noticed in Marlow’s describing Kurtz’s eloquence as “the pulsating stream of light, or the deceitful flow from the heart of an impenetrable darkness.” (p. 68) 

Thus while darkness is presented as a symbol of mystery and evil in both narratives, it may equally be a hidden but real symbol of civilization, whose emblem is traditionally the light. Darkness is more present in New Bedford than in the sea in MD, whereas the luminous estuary in HD finally becomes sombre. Similarly, light is also a confusing emblem. As a conventional symbol, it is meant to make things clearer, but it seems, in the eyes of both Ishmael and Marlow, only to accentuate darkness, or to embody hollowness and vacancy. Consequently, the antagonism that emerges from the symbols of light and darkness used in both narratives is in fact never resolved. Both light and darkness are sometimes employed in their conventional meaning, but are then reversed, and even questioned as consistent tropes.                            

B-3-b- Whiteness as both Good and Evil 
In addition to light and darkness, MD and HD share the symbol of whiteness which is also as ambiguous and paradoxical as the previous ones. Whiteness in both narratives is first used in its conventional meaning, i.e. as representing goodness. But this symbolization is soon put into question, and then completely destroyed, giving whiteness thus the opposite meaning; that of evil.

  In MD, whiteness as a symbol is linked to the whale, which is in itself another important emblem. Whiteness is also related to the white race, since the racial issue figures as an important topic in the novel. Moreover, the white colour is linked to the vortex which engulfs the Pequod at the end. Associating whiteness to all these central themes, Melville seems to confer to it a significant position in the narrative. The suspicion however becomes a certainty with that chapter entitled “The Whiteness of the Whale” (p. 189) where Ishmael overtly analyzes the significance of whiteness. In this chapter, Ishmael considers the white colour from the traditional point of view. Whiteness enhances goodness and beauty (marbles, pearls). Its “pre-eminence” also “applies to the human race itself, giving the white man ideal mastership over every dusky tribe” (p. 189). Nonetheless, whiteness can also be a symbol of terror and death (the polar bears, the sharks of the tropics, phantoms) and weirdness (the Albino). It is an emblem of dread and of “spiritual wonderment” at the same time (the albatross). Ishmael then attempts to find some spiritual meaning in the ambiguity of whiteness, speculating: 

 Is it that by its indefiniteness it shadows forth the heartless voids and immensities of the universe, and thus stubs us from behind with the idea of annihilation, when beholding the white depths of the milky way? Or is it, that as an essence whiteness is not so much a color as the visible absence of color, and at the same time the concrete of all colors; is it for these  reasons that there is such a dumb blankness full of meaning, in a wide landscape of snows― a colorless, all-color of atheism from which we shrink? (p. 196)

In other words, Ishmael wonders whether whiteness is the symbol of God or, on the contrary, of the absence of God; if it is the symbol of life or of nothingness and death. The answer to this last question is as confusing as the last scene of the narrative suggests. When the ship sinks, Ishmael is saved by Queequeg’s coffin life-buoy (another ambiguous symbol) which springs out of the white vortex (“creamy pool”) like a “black bubble”. Consequently, the white vortex which swallows up the ship provides Ishmael with a life-buoy, and becomes then a “vital centre”. Thus exploring the several and often conflicting meanings of the symbol of whiteness in MD can only be abortive, as Ishmael himself resolves: “To analyse it, would seem impossible.” (p. 193)

It seems that it is equally impossible to define the meaning of the white colour in HD. Whiteness, like light, is linked with negative notions in Marlow’s narrative. One of the two women who seemed to “guard the door of Darkness” wore a “white affair on her head”. In the Outer Station, Marlow sees a black man with “a bit of white worsted round his neck” which looked “startling”. The Accountant too, with his “starched collars” and “white cuffs” resembled a “vision”. 

In addition to being associated to mystery and unreality, whiteness is linked with ignorance and loss. Marlow hints to this when he observes that the “white fog” was “more blinding than the night” (p. 56). Moreover, the comparison of Brussels to a “whited sepulchre” suggests that the white colour is also a symbol of death. Whiteness as a symbol is equally well present in the Intended’s house. Used in this instance, the white colour may be an emblem of love, innocence and belief. Marlow observes that the Intended’s forehead was “smooth and white” as if “illumined by the unextinguishable light of belief and love” (p. 107). In the same instance, whiteness may also symbolize emptiness and sterility. The marble fireplace in the Intended’s “had a cold and monumental whiteness” (p. 106). Besides those instances where whiteness is clearly made to represent mystery, confusion, unreality, emptiness, and death, the white colour is, in Marlow’s narrative, representative of the white race, but it is also the colour of ivory, just as it is the colour of the whale in MD. 

Consequently, through the symbol of whiteness, both the white race and ivory are implied as confusing, indefinite and obscure entities. They are in fact as obscure as darkness, and this is even more obvious through the several references to whiteness as having a close relationship with darkness. The woman who had a white affair on her head knitted black wool, while the white thread is worn by a black man, and the white fireplace stands near a piano that had dark gleams. Thus whiteness is made so ambiguous and conflicting that it seems to be another version of darkness. As is the case in MD, the paradox which lies in the meaning of this symbol is never resolved, as the last scene in the Intended’s house shows.                           

B-3-c- Modern Technology as Symbol: The Glorious but “Foolish Toys” 
 There appears in MD and HD another type of cross symbols or contradictory symbols related to technology and science. Before analyzing this type of emblem, we have to observe that the nineteenth century as a whole witnessed a huge scientific and technological development in America and Europe. Consequently, the handling of the symbols of science and technology in the two narratives is related to the attitude of Melville and Conrad towards this development. 

In MD, Melville’s handling of the symbols of science seems to be as ambivalent as his treatment of the other symbols. He appears thus, in some instances, to approve of technology and science. This is especially obvious when he describes lengthily, and not without pride, the various tools and equipments used in the whaling industry, or when he expands on those scientific passages related to the whale (cetology). Moreover, there are some particular instances in the narrative which show that science and technology are positively considered by Melville. One of these instances is when Ahab is shown to study sea charts (The Chart), with the help of some books in order locate the whale. Ishmael’s comment on this point is that the use of scientific methods in whaling can be fruitful. In another instance (The Needle), Ahab re-magnetizes the Pequod‘s needle previously damaged during a storm. The procedure, which is a simple scientific technique, impresses to a great extent the ignorant crew. 

In spite of these various instances where Melville discloses some consent for science and technology as positive means in the pursuit of power (in industry in general or in Ahab’s quest particularly), there are other passages in the narrative which show an adverse attitude emanating from a contradictory handling of their symbols.
Among these instances, Ahab’s rejection of some scientific emblems, like the quadrant, stands out. He dashes this instrument against the deck because it tells him nothing of the sun’s “unknown thither side”, calling it: “Foolish toy! babies’ plaything” and shouting “Science! Curse thee, thou vain toy” (The Quadrant). Elsewhere, in a chapter called “Ahab and the Carpenter”, Ahab shouts at the carpenter: “Cursed be that mortal inner-indebtedness” that makes him need the carpenter’s craft to provide him with a bone leg; a symbol of man’s technological substitution of the natural human constitution. This instance can also be taken as another proof of Melville’s criticism of science and technology for their being symbols of man’s weakness and physical dependency. In addition to this, Ishmael too openly criticizes science when he observes that “[p]hysiognomy, like every other human science, is but a passing fable.” (p. 335)
     

Again, Melville’s symbolization reveals contradiction and even ambiguity. While the charts, needle, books, harpoons and the many other technical objects used in the whaling industry are presented not only as necessary, but as honourable objects ( “the honor and the glory of the whale-ship”, p. 118), the quadrant and the bone leg are described as useless or insulting to man’s dignity. Thus scientific and technological symbols are given opposed meanings. We may even say that science and technology are presented themselves as a conflicting symbol. On the one hand this symbol stands for man’s knowledge, power and glory; on the other hand it indicates his weakness, dependency, and triviality. 

A similar confusion in the handling of science and technology may be recognized in HD. In Marlow’s narrative too, some technological emblems are presented as futile and grotesque. Before Marlow enters the African jungle, he comes upon a man-of-war firing with his “six-inch gun” into the continent. Marlow finds out that this had “a touch of insanity”, “a sense of lugubrious drollery” (p. 20). Entering the jungle, he comes upon “a boiler wallowing in the grass”; then he notices “an undersized railway-truck lying there on its back with its wheels in the air” (p.  22). He nearly falls in “a vast artificial hole” dug for no particular purpose. In the same place, he notices a lot of drainage-pipes, all of them broken. Technology seems, in those scenes, absurd, futile and ugly.       

Up to this point, Conrad’s attitude towards technology seems to be one of antipathy. However, his sarcasm will gradually give way to some kind of serious interest and even admiration for scientific ideas. When Marlow reads Kurtz’s report, he describes it as an “eloquent”, “beautiful piece of writing” that makes him “tingle with enthusiasm”. Thus Kurtz’s report, the fruit and the emblem of the scientific white civilization, is said to be “luminous”, still “terrifying”. 

Besides suggesting that those symbols of science and technology are futile, then impressive but terrifying, Marlow handles some other tropes related to the same field with an obvious approval and agreement. One of the instances showing this positive rendering of science and technology in the narrative is Marlow’s description of that book on the science of navigation as an “extraordinary find”, written with a “singleness of intention” and an “honest concern for the right way of going to work” (p. 54). Another instance of this approval is that of Marlow’s explaining his capacity of resisting the call of the wilderness by the necessity of taking care of the steamer (a symbol of technology), of running it, steering it, “circumnavigating those snags” and getting “the tin-pot along by hook or by crook” because there was “surface-truth enough in these things to save a wiser man” (p. 52). Technology is, consequently, what saves Marlow from yielding to the wilderness.    

This ambiguity related to the symbols of science and technology is explained by some critics as stemming from Marlow’s idea that science and technology are beneficial and necessary; but they can be subverted in the wilderness, and so become trivial and even dangerous, because the white man himself is subverted in that primitive environment. This explanation may be exact, but Marlow never makes a definite or overt pronouncement on the true import behind the different symbols of science and technology. Science and technology, in Marlow’s narrative, represent futility and danger, but they also suggest high moral ideals and intentions, which are able to protect man from his wild instincts. They are consequently ambiguous symbols, just as they are in Ishmael’s narrative. Likewise, the use of language shows a similar ambiguity in both narratives, as we shall see. But before this affinity, we should consider a difference between MD and HD related to the use of words.  
C- MD and HD: Verbosity versus Conciseness 

While both MD and HD show a significant similarity in their use of poetic language, they also meaningfully and visibly differ in their use of words. Melville uses thus a verbose and extravagant style in MD. In this sense, his descriptions and reflections are formulated through excessively long sentences and a remarkably rich and pompous vocabulary, as the following passage shows:

Is it that by its indefiniteness it shadows forth the heartless voids and immensities of the universe, and thus stabs us from behind with the thought of annihilation, when beholding the white depths of the milky way? Or is it, that as in essence whiteness is not so much a color as the visible absence of color; and at the same time the concrete of all colors; is it for these reasons that there is such a dumb blankness, full of meaning, in a wide landscape of snows- a colorless, all-color of atheism from which we shrink? (p. 196) 

By opposition, Conrad opts for a concise, concentrated and controlled mode of writing in HD. Assuming a similar attitude of meditation and cogitation than Ishmael’s in the precedent passage, Marlow conveys his questionings related to the natives’ restraint through short sentences and simple vocabulary:

Restraint! What possible restraint? Was it superstition, disgust, patience, fear- or some kind of primitive honour? No fear can stand up to hunger, no patience can wear it out, disgust simply does not exist where hunger is; and as to superstition, beliefs, and what you may call principles, they are less than chaff in a breeze. Don't you know the devilry of lingering starvation, its exasperating torment, its black thoughts, its sombre and brooding ferocity? Well, I do. (p. 60)

Indeed, this flagrant discrepancy in the use of language, which the formats of the two books concretely disclose, may be justified by the two artistic traditions that influenced Melville and Conrad respectively: Romanticism and Modernism. However, we should also note that Melville’s writing is commonly assumed to be “purposefully old-fashioned”.
 In other words, the verbose and excessively rhetorical style of MD is also the result of a deliberate choice of the writer. Thus Melville and Conrad significantly diverge in their use of two divergent styles. Whereas the former uses an extravagant and rhetorical style, the latter opts for a concise and economical style. 
  D- Stylistic Ambiguity
Melville and Conrad’s ambiguity displayed in their tendency towards contradiction in symbolization, is supported by another kind of indefiniteness; that of style. Both writers present a style which is rich in deep considerations and reflections, but which proves, however, to hide some inner blurriness and hesitancy. This may be discerned in the many instances where the two writers use repeated structures and eye-catching phrases, but end with ambiguous and confusing meanings. 

As has been noted earlier in this chapter, unlike HD, MD may be said to have a rich vocabulary. Despite this abundance in words, Ishmael’s narrative expresses a certain sense of indistinctness. Thus Melville’s stylistic vagueness is conveyed through his frequent use of such words as “mysterious”, “indefiniteness”, “invisible”, “profound”, and “dark”. His narrative abounds also in a structure in which he combines polar opposites, for instance “ungodly, god-like”, “personified, impersonal” or “hopelessly holding up hope in the midst of despair.” (p. 225) Moreover, there is a frequent use of a succession of equivalents as in “speechless, placeless”, “undeliverable, nameless” or “unearthly, formless, chance-like apparition”. Likewise, there is equally in MD an important use of the interrogative form, as in “is it, that as an essence whiteness is not so much a color as the visible absence of color…?”  

Although with a lesser degree owing to its concise form, similar techniques are used by Conrad in HD. Despite its controlled style, Marlow’s narrative shows nevertheless a noticeable recurrence of adjectives such as “impenetrable”, “inconceivable”, and “inscrutable”. Moreover, just like Melville, Conrad tends to reconcile repeatedly some opposites, for example in “the earth seemed unearthly”, “like evil or truth”, “savage and superb”, or “his abject pleading, his abject threats”. Moreover, as in MD, the interrogative form is substantially employed in HD, for instance in “Could we handle that dumb thing, or would it handle us?” (p. 38)   

Again, while the two narratives diverge in style in the sense that MD’s style is excessively verbose whereas HD’s is more controlled and less wordy, both narratives show a similar desire for fluency and consistency in narration. This desire is apparent in the succession of synonyms and equivalents in both MD and HD. However, this preoccupation with clarity and precision in both narratives is opposed by a frequent and successive use of such vague words as ‘inscrutable”, “dark” and “mysterious”, a recurrent combination of opposites and a noticeable use of the interrogative form. All this contributes to form a style which can be described as ambiguous and vague. 

Conclusion

Thus both Melville’s and Conrad’s style is ambiguous and their symbols are confusing. Similarly and as we have seen in the discussion of themes, their handling of the different issues discloses an indefinite approach towards the various subjects. This general ambiguity and lack of precision reveal the two writers’ inarticulate and uncertain attitude towards reality. Neither of them is able to clearly state his stand vis-à-vis the different issues, or to definitely articulate his views. Both of them seem rather to find refuge in a kind of nebula where nothing can be seen. 

This general ambiguity revealed through both narratives may be explained on the basis of some biographical facts.
 It may also be noted that a similar haziness characterizes an important number of artists (Hawthorne, for instance).
 What is however more significant to underline in this study is that besides this shared ambiguity in symbols and in style, we should consider at the same time the differences in language and in style to which we have pointed out in this chapter. In other words, the significance of the noted affinities in style, as in other narrative spheres, lies in considering them in relation to the discrepancies. 

In this sense, in addition to what was noted on, we may point up again to the two narratives’ poetic aspect which is achieved through rhythmic movement, poetic imagery and elaborate sound device. Furthermore, MD and HD meet in their use of symbols. Both narratives present an affinity in their handling of the city as a symbol of the dead metropolitan and savage nature as a symbol of the original world. They also draw near one another in their antagonistic use of symbols, such as darkness, light or some emblems of technology and science.     
Similar elements of resemblance and discrepancy in language can be pointed out in style. MD’s excessively verbose style is countered by an extremely concise style in HD. Moreover, the city which is presented as the emblem of the sterility of civilization seems to be totally rejected in MD, while it is only partly condemned in HD. In addition to this, while both narratives refer to savage nature as representing the Urwelt, their approach to this world is different. While Melville’s Urwelt is eternity, Conrad’s is only a distant primitivism. 
The import of affinities as well as divergences between the two narratives lies, as we have said earlier, in considering them concurrently. Their meaning in this comparative study can only be grasped if they are taken into account jointly, as should be the case for all the previous chapters. In this respect, the forthcoming concluding chapter aims at bringing together the most important similarities and differences which have been identified along this comparative study and attempts to interpret them. It will do its best to shed light on the relationship between MD and HD, which constitutes the core of this dissertation.      
                Conclusion
        Completion and Antithesis: Conrad Re-writing and                 

                            Completing Melville
A good part of the similarity between MD and HD may be explained by the fact that both Melville and Conrad were sailors and also writers of sea novels. Moreover, as is noted in a number of chapters in this study, biographical facts related to the two writers may sometimes be seen as plausible justifications for the affinity between the two narratives. However, the most significant aim of this comparative study is not biography or ideology, but the texts themselves and the relationship they hold with one another.  Furthermore, and as has been presented in the preceding comparative analysis, the nature of these similarities and the process through which these similarities work in the two narratives lead us to assume that the narrative of HD is actually a “revision” of MD. As has been noted in the introductory chapter of this dissertation, the relationship which may be seen best to connect HD to MD is that of a revision through antithetical completion, or what Harold Bloom calls a “Tessera”.      
In his The Anxiety of Influence,
 Bloom analyzes the anguish that all poets, and so writers, feel about being influenced by their predecessors. He defines this anxiety as the “melancholy of the creative mind’s desperate insistence upon priority”.
 A poet or a writer is in this sense horrified at the idea of being contaminated by his precursor. The new work may be thus seen as the result of this melancholy. However, Bloom draws attention to the fact that it is not anxiety about being influenced which precedes the act of producing the new work. On the contrary, the act of “misprision” or “misreading” of the parent work, which Bloom defines as “a creative interpretation”, occurs spontaneously. This is followed by the production of the new work which is the “achieved anxiety”. Consequently, Bloom adds, this anxiety does not so much concern the forerunner but is rather a melancholy which “is achieved in and by the story, novel, play, poem, or essay”. In other words, what “writers may experience as anxiety, and what their works are compelled to manifest, are the consequence of poetic misprision rather than the cause of it .” Thus what is more significant is this “strong misreading” of the parent-work, this “poetic misprision” and which is at the root of this anxiety.

Bloom then identifies six revisionary movements in the strong poet’s life-cycle, i.e. six forms of the manifestation of poetic influence: Clinamen, Tessera, Kenosis, Daemonization, Askesis and Apophrades. As the subsequent analysis will show, the second form of influence sorted out by Bloom seems to best fit in our approach in this study.
 As is put by Bloom, Tessera is “completion and antithesis”. In this movement, a “poet antithetically completes his precursor, by so reading the parent-poem as to retain its terms but to mean them in another sense, as though the precursor had failed to go far enough”.

Bloom notes that while the anxiety of influence concerns mostly poets’ influence by their favourite authors, the case is not always true. Bloom thus cites many examples of poets who reject the idea of owing anything to precursor authors but who produce nonetheless works which resurrect their predecessors. He gives the example of Wallace Stevens who refuses to acknowledge his indebtedness to his reading of precursor poets, but whose works echo those of Walt Whitman, whom he was given to scorn.
 

As we have evidence that Conrad did read MD and that he did not like it,
 we may assume that his dislike of Melville’s work may partly express what Bloom also calls “the anguish of contamination”,
 i.e. the poet’s fear of being annihilated by his predecessor, who may represent his superego. HD is in this sense the “achieved anxiety” which takes the form of a Tessera, i.e. of an antithetical completion, since Conrad rejects his being influenced by Melville by opposing him. However, the consequence of this influence is that Conrad uses his precursor’s own “terms”, which are the different literary devices and the different issues that are analyzed in this study, in order to oppose Melville and thus complete him.  Our analysis of metaphysics and religion in both narratives leads us to assume that HD is an antithetical interpretation of MD. The reason of this difference lies in the way the two writers devise two philosophies to resist the blankness and evil of the universe, and also to replace the inefficiency of conventional codes in their novels. 
As was stated in our previous analysis, both writers seem to formulate, through their respective narratives, some set of metaphysical or moral values as a substitute for the existing religious and moral codes. Whereas Melville endorses a set of values which we have collected under the title of “universal religion”,
 Conrad’s set of values may come down to what Conrad himself calls “moral conduct”.
  The opposition between the two “creeds” lies in the sense that Conrad disagrees with Melville’s idealistic metaphysical view of man’s recommended attitude towards life. While Melville believes in the validity of all religions, Conrad is rather critical about all suchlike beliefs. Conrad doubts thus the power of any religion to solve man’s spiritual dilemmas. For him, man can be saved only through moral values which should be more material than spiritual. The same antithetical reading of MD may be found in Conrad’s treatment of race in his narrative.
This is perceptible in the opposition between the two writers’ attitude towards the problematic link between civilization and savagery or what is called “cultural failure”. As observed earlier, both writers portray in their two narratives the cultural failure of the white Christian culture. Both also illustrate the escape from the sterility of civilization through the shift from the centre of civilization, which is the city, to the peripheral savage primitive world of the sea (MD) or the jungle (HD). However, the two narratives disagree significantly in the sense that Ishmael rejects totally the city and embraces the primitive oriental culture, whereas Marlow, far from rejecting the city (even if he criticizes it), never espouses the African primitive culture. In other words, while Melville may be described as a “primitivist” in the sense that he positively internalizes oriental culture, i.e. its set of symbols, Conrad is an “exoticist”
 because he actually refers to these same symbols in his art but clearly rejects them as possible substitutes for the original ones. Conrad’s re-writing of Melville is also related to the treatment of women characters.
As regards gender, we noted that the two writers had much in common in their approach to female characters. We have thus observed that the treatment of women in MD as well as in HD can only be described as misogynistic, since they are handled very superficially and negatively in both narratives. We have also noted that while women are not strongly present in both narratives, femininity is suggested through wild nature. Besides, the two narratives’ substitute for men-women relationships, which they present as destructive, painful and short-lived, is a sort of unity among men, a fact which suggests a repressed homosexuality.   
However, even if we have drawn attention to the lack of female figures in both narratives, HD may be said to possess more female characters than MD. This leads us to deduce that while Melville expresses his misogyny through a completely womanless narrative in which he seems to totally deny women’s existence; Conrad’s attitude to women is more ambiguous. Thus, at the same time as he recognizes women’s existence by placing his female characters at the centre of his narrative problematic (the Intended, the Black Mistress), Conrad accepts them only as figurines. Moreover, he undermines the significance and validity of these figures by criticizing them openly.
This is even more significant when we consider the difference of age between Melville’s women and Conrad’s. As has been pointed out previously, MD’s women are middle-aged while HD’s are young. Thus while Melville presents the woman as a simple loving mother (Aunt Charity), Conrad presents her mainly as a silent if not mute lover (the Black Mistress) or of the naïve fiancée (the Intended). In other words, Melville seems to avoid an open dismissal of women whereas his successor boldly faces it. In this sense, Conrad’s misogyny appears to be stronger than Melville’s. 
 Conrad thus oppositely revises and completes Melville’s negative attitude towards women, which is concealed behind his rejection of women and some covert criticism, by boldly and openly subverting them at the same time to mere figurines. Likewise, HD holds a relationship of opposition but of accomplishment as well with MD in relation to the discussion of imperialism.
We have thus established in this study the fact that MD and HD deal with imperialism in a similar way. We have assumed that both narratives contest the cruel reality of imperialism. But they also approve of the ideal values which underlie this institution. Conversely, the two narratives differ in the sense that while MD is only an implicit commentary on imperialism, HD is an explicit one. Melville introduces his views on imperialism very obliquely through his handling of the whaling industry, and only metaphorically through Ahab’s quest. By contrast, Conrad’s opinion in relation to the imperial issue is overtly and boldly expressed in his narrative. In this respect, and just as it is with the gender question, Conrad appears to contest his precursor’s metaphorical and covert review of imperialism, and to correct it by opting for a crude and candid treatment of the issue.
As is observed in the chapter devoted to characterization, characters of both narratives seem to work in pairs. We have equally noted that each pair represents some ideas or some views. The pair composed by the figures of Ahab and Kurtz, for instance, personifies notions of dictatorship and egocentrism. Moreover, we have pointed out the fact that while non-white characters are definitely disparaged in both narratives, they are nonetheless made to represent some philosophy in MD. This is especially clear in the figure of Queequeg who represents the “man of wisdom”.
 This is however not the case with HD. In his treatment of characters in HD, Conrad deprives his non-white characters of any philosophy whatsoever. The only notion they may be seen to represent is that of raw physical force. Thus the Helmsman, who is assumed to be Queequeg’s counterpart in our study, is only “an instrument” for Marlow. Moreover, while Queequeg represents the “wise man”, the Helmsman stands only for some incomprehensible, disturbed and “frenzied” existence, as is revealed in the two scenes describing their death. 
In this sense, HD may be said to complete MD by opposition. While Melville‘s  non-white figures are able to convey sound, serene and wise worldviews, even if these characters are fundamentally associated with physical force, Conrad’s non-white figures represent an insignificant and meaningless energy which, if ever carrying any meaning, is “incomprehensible” anyway. 

The antithetical revisionism which HD makes of MD in relation to characters is also noticeable in the figures of the Manager, his uncle, the Accountant and the Brickmaker who are the counterparts of Melville’s Parsee fortune-teller. While we have noted in our analysis of these characters that they are associated with trivial and meaningless evil, it is also significant to draw attention to their important difference. Whereas the Parsee is presented as a fabulous or supernatural creature, Conrad’s “evil” characters are realistic plausible figures (though the Accountant is said to resemble “a vision”). Thus Conrad reproduces MD by devising such figures representing futile evil as the Accountant and the Manager, but he also antithetically completes it by conceiving them as likely and ordinary characters. Conrad seems thus to oppose Melville’s belief in the supernatural and his over-drawing from stories of magic.

HD is also a Tessera of MD because it contests Melville’s optimism expressed in his characterization. While we have observed in this study that virtuous Starbuck is the only positive white character in MD, we have also noted that he has no counterpart in HD. This implies that if Melville assumes that there is some possible positive attitude towards reality, expressed mainly through virtue and morality, Conrad denies it. A similar amendment is brought about as far as narrative structure is concerned.   
Conrad equally corrects his predecessor’s plot structure. Whereas MD’ structure is set up through chapters division and long pauses, Conrad’s narrative is a fused continuum of ideas rather than a fragmented text. The association of ideas in HD may again be perceived in the narrative’s breaking of chronology through the use of flash-forwards. The excessive use of omens in MD seems thus to be replaced by direct flash-forwards. In this sense, Conrad seems to affect the desired association of ideas through textual techniques, i.e. through explicit digressions over the text’s temporal linearity. Melville, for his part, affects this association of ideas through a rather forced use of omens, which are implicit anticipations in the story (and not in the text), which confers to the events of this story an artificial quality. Consequently, Conrad corrects his precursor’s use of awkward anticipation (excessive use of omens) by applying a skilful technique of anticipation (direct flash-forwards). Point of view is similarly another aspect of Conrad’s re-writing and completing Melville. 
Just as it is with the fragmented nature of MD’s form which is opposed by HD’s more united and compact form, the treatment of point of view in the two narratives seem to reveal similar features. While we have established in our analysis of this device that both narratives do not construct reality from one unique point of view but rather seem to offer a plurality of world views, it is also important to emphasize their point of divergence within the same discussion. 
As we have noted earlier, Ishmael opens his narrative to various world views by virtue of his use of multi-voicedness, multi-focalization and of a shifting point of view. A similar effect is produced in HD but through a non-categorical or negative modality. In other words, while Melville opts for a plurality of voices in order to generate a versatile meaning in his narrative, Conrad silences all voices and all points of view in his narrative (by way of sarcasm) but also negates or undermines Marlow’s point of view by techniques we have highlighted in that part of the study. Conrad’s correction of Melville lies consequently in his refusal of any definite or assertive point of view in the construction of reality. 

MD’s handling of point of view also differs from HD’s in the sense that, in order to convey the inner thoughts of the other characters, Ishmael often turns awkwardly to an omniscient narrator, while he is supposed to participate in the events. By opposition, Marlow’s narrative seems to overcome this failure by virtue of the presence of the frame narrator and by the use of the painting, the over-heard conversation and the written report as narrative techniques, as we have seen in our study. As is the case with the narrative plot, Conrad thus corrects his forerunner’s techniques of narration which may sometimes prove to be incompetent.
Furthermore, we have also pointed out in our analysis of point of view that despite the important number of similarities between them, Ishmael and Marlow diverge in some significant way. Ishmael’s serene and peaceful acceptance of his experience is opposed by Marlow’s deep disturbance which he shows when he returns from his voyage. The divergence is significant for it emphasizes again MD’s clumsiness which is countered by HD’s skilfulness. Ishmael’s calm and objective reaction to his experience reveals the lack of his involvement in the story and also weakens the intensity and significance of events. Marlow, conversely, seems to be remarkably involved in the related experience which appears thus to be more forceful and authentic than Ishmael’s. For their part, the spatial and temporal aspect of HD equally highlights Conrad’s negating revision of MD.        
HD’s antithetical reconsideration of MD’s space is particularly obvious in his treatment of the natural environment. As we have noticed in our analysis of this subject, space in both narratives is definitely related to the central characters. Thus we have set the relationship between the natures of both Ahab and Kurtz with the natural settings they move in. However, we have also observed that while Ahab’s relationship with the sea is that of identification, Kurtz’s association with the jungle is rather that of assimilation. To put it differently, Melville seems to tackle the subject of man’s relationship with nature only slightly, since he simply meditates on this analogy: “consider them both, the sea and the land; and do you not find a strange analogy to something in yourself?” (p. 270). Conrad, by contrast, goes farther than his precursor by affirming that nature is not arbitrarily analogous to man, but actually makes or crafts man. Nature and man are in this sense organically related. This organic relationship explains how that the jungle got into Kurtz’s veins, “consumed his flesh, and sealed his soul to its own” (p. 69).
In addition to this, HD is an antithetical revision of MD in the sense that wild nature, with its components (identified in this study) is not similar in both narratives. Despite the fact that both the ship and the steamer, which are significant parts of nature in the two narratives, are associated with duty, they diverge in an important way. While Ishmael’s ship is a space for communion and harmony, Marlow’s steamer is a place of isolation, incomprehension and frenzy. 
Furthermore, while the whale is in MD a literally supernatural monster, HD is devoid of such a magical creature. Even the jungle is only metaphorically suggested to possess some magical power. The import of MD’s supernatural water monster is strongly negated by Marlow’s reference to this nonexistent ichthyosaurus as well as by his ironic allusion to the imaginary water monster which the natives saw in the steamer. HD seems thus to reject MD’s belief in the supernatural.
Besides, Conrad’s correction of MD may also be perceptible in the sense that his narrative displaces the source of danger or evil from a particular entity to larger ones. While danger in MD is concentrated in the white whale, which becomes then the centre of the adventure, it is worth noting that dangerous animals are absent from the African jungle in HD, despite its being a breathtaking adventure narrative. This may be explained by the fact that danger in HD constitutes the very essence of the wilderness. Moreover, Conrad’s narrative implies that real danger does not emanate from predatory or fabulous creatures, but from nature as a whole and more importantly from the inner nature of man himself. Thus Conrad appears to disagree with the traditional view, fostered by classical adventure novels, which holds that danger, or evil, is outside of man, and is located in nature or in some metaphysical entity. His disagreement is more clearly conveyed in another of his works where he affirms that “[t]he belief in a supernatural source of evil is not necessary; men alone are quite capable of every wickedness”.
 
Moreover, we have assumed in our study of space and time in both MD and HD that the two narratives substitute spatial sequencing for the (conventional) temporal organization of events. Thus it is mainly the sea and the jungle with its river (and its three stations) which organize the two narratives respectively. However, we have observed that despite the fact that both sea and river carry out the idea of the past or primitiveness in MD and HD, those two spatial entities convey different temporal dimensions. 
While Melville’s sea is the eternal past, as it is said to have “ever-rolling” waves which “ebb and flow unceasingly” carrying the shadows, dreams, lives, and souls of millions of men (p. 456), Conrad’s river is only a distant past which is so far from the present that it cannot be comprehended. Again, Conrad appears thus to be correcting Melville’s illusion that the past survives in the present as well as in the future. He rather affirms that the past is locked up in the earth’s remotest places, like the African jungle, or in man’s depths. In other words, Conrad rectifies Melville’s view of the past as myth by affirming that it can only be history. Conrad rectifies not only his predecessor’s view of space and time, but the latter’s use of words and symbols as well.
In our study of style and symbols in the two narratives, we have come to the conclusion that even if both Melville and Conrad share much in terms of style, particularly in their imagery and sound devices, their use of language differs somehow. This is clear in the heaviness and artificiality of Melville’s style which is opposed by Conrad’s conciseness and concentration of style. 
Moreover, we have observed that despite the remarkable affinity between their methods of handling symbols, there is some significant distinction in relation to this aspect of their narratives. This distinction lies in the fact that while Melville constructs a set of primitive symbols, which we have called symbols of the “Urwelt”, as an everlasting world, Conrad actually refers to these symbols but only as belonging to a remote world or to another “planet”. Again, HD thus contests MD’s idealistic vision of the past as myth. 

Conclusion
What Conrad fundamentally opposes in Melville is the latter’s excessively idealistic and superficial approach to these issues. He thus disagrees with his precursor’s multiple borrowings from magic tales with their fabulous monsters and fantastic figures. Moreover, he contests the American writer’s idealistic view of the past as myth. Likewise, Conrad is against Melville’s all-inclusive and metaphysical philosophy which is meant as a substitution to conventional religious and moral creeds. It is also a similar idealism in Melville’s attitude towards reality which Conrad opposes. He thus rejects Melville’s belief in a possible positive attitude towards reality, which is expressed mainly through virtue and morality (Starbuck). On the contrary, the writer of HD stresses the fact that morality and virtue may lead to immoral actions (Kurtz).  
Conrad also seems to oppose his predecessor’s narrative form, which may be described as fragmented, by devising a concentrated and compact narrative continuum. The same idea of fragmentation or multi-voicedness is contested by Conrad in relation to Melville’s use of point of view. Moreover, Conrad rectifies, in more than one way, Melville’s clumsy narrative techniques by devising more skilful and effective ones. Conrad’s disagreement with MD equally concerns Melville’s idealistic view of oriental culture as an accessible set of symbols that can easily be internalized. It is also a similar idealism which the Polish author corrects in his predecessor’s primitivism. Conrad also opposes Melville’s misogyny, which is expressed through a rather clumsy technical exclusion of women from the narrative, by denigrating female characters with a bold attitude.      

Lastly, Conrad appears in more than one instance to complete or go farther than his predecessor. In this sense, he widens the scope of Melville’s view of nature as haphazardly resembling man by affirming that nature is the maker of man. His overt analysis goes further than Melville, who seems sometimes to treat issues only metaphorically. This particularly stands out in MD’s approach to imperialism.
 The present study has highlighted the affinity between MD and HD in relation to different narrative aspects. The similarities identified between the two works lead us to assume that Melville actually haunts Conrad. This is particularly obvious in the presence of the spirit of Ahab, Ishmael, the whale and the sea in HD. Furthermore, the differences noted between the two narratives suggest Conrad’s efforts to free himself from the encumbering spirit of Melville, with the desire or pretension of surpassing him.    

In this respect, by using Melville’s “terms” and by completing him too, Conrad affects what Bloom calls a Tessera. In other words, Conrad handles the same techniques and the same themes as used by Melville but with the desire to complete him antithetically, as has been shown through out the chapters of this study. Consequently, HD may be said to represent “any later poet’s attempt to persuade himself (and us) that the precursor’s Word would be worn out if not redeemed as a newly fulfilled and enlarged Word of the ephebe.”
 

This is not only true for HD, but for most of Conrad’s works, where the spirit of Melville hangs out. We may thus note that this study has unfolded an important number of haunted hunters in relation to the two novels.
 Besides Ahab; the sea hunter, who is haunted by the whale, or Kurtz; the ivory seeker, who is inhabited by the spirit of the jungle or again, the two narrators; who are so possessed by the shadow of their heroes; besides all these men, Conrad seems to be a captive of Melville’s MD, and perhaps of other of his works.
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Abstract in Arabic

ملخص

يتمثل موضوع هذه المذكرة في دراسة مقارنة بين قصتين : موبي ديك
 (Moby Dick, 1851) للكاتب الأمريكي هرمن ملفيل, وقلب الظلمات    

 (Heart of Darkness, 1902) للكاتب البولندي جوزيف كونراد. بالرغم من الفارق الزمني و كذا الجغرافي الذي يفصل بين القصتين, هناك عدد هام من نقاط التشابه التي تجعل هذين العملين متشابهين إلى حد كبير. ترمي هذه الدراسة إذن إلى إلقاء الضوء على مختلف نقاط التشابه و كذا الاختلاف بين العملين و مناقشتها بعمق.
ترتكز المنهجية المقارنة للروايتين على نظرية ميخائيل باختين و التي تعتبر أن كل نص هو امتصاص و رد على نص أو نصوص أخرى. يمكنناأيضا أن نستند في دراستنا هذه على مفهوم جوليا كريستيفا المسمى ﺑ "التداخل النصي" ( Intertextualité) أو تحول نظام رموز ما  إلى آخر.

في هذا السياق, ستتطرق دراستنا المقارنة إلى تحليل للمواضيع و الرؤى المتجلية من خلال الروايتين. بعد هذا, سندرس الجانب الأسلوبي و المجازي لكلا العملين.

في الأخير, سنقيم كلآ من أوجه التشابه و الاختلاف بين الروايتين و المشار إليها خلال التحليل السابق, وهذا في ضوء نظرية التأثير المقترحة من طرف هارولد بلوم. و عليه, سنفسر طبيعة العلاقة الموجودة بين موبي ديك و قلب الظلمات أو كيف أثر ملفيل على كونراد. بعبارة أخرى, سنبين كيف أن قلب الظلمات يعبر عن التأثير الكبير لملفيل على كونراد, و في آن واحد عن محاولة هذا الأخيرتحرير نفسه من صورة الحوت الأبيض التي تلازمه.
� Mayoux observes that Melville’s most important preoccupation is found in most of his works. Thus there is “une continuité saisissante entre deux ouvrages que les apparences font très dissemblables: Moby Dick et Pierre. Les livres de Conrad sont aussi en apparence les uns des livres de la mer, et les autres des livres de l’inconscient, et pourtant rien d’essentiel ne sépare le Nègre du Narcisse du Cœur Des Ténèbres. », in Melville, Par lui-même,(Paris: Editions Le Seuil, 1958), p. 92.        


� Mayoux notes that « Les horreurs de l’agonie de Kurtz dans Au Cœur Des Ténèbres de Joseph Conrad sont déjà présente ici [in Moby Dick]. Au milieu d’une infinie souffrance, avec l’infinité de courage qu’on lui voit comme au Satan de Milton, Achab est debout, lui, et il agit. », p. 82, ibid.                                                                 


� This is noted in Howard’s biography entitled Herman Melville, (Berkeley: University of California Press, 1951), p. 135.


� The observation is to be found in the last page of Leyda’s The Melville Log: A Documentary Life of Herman Melville, 1819 -1891, (New York: Harcourt, Brace and Company, 1951).  


� James Baird, Ishmael, (Baltimore: the Johns Hopkins Press, 1956).


� All these observations made by James Baird will be further considered in this study.


� � HYPERLINK "http://www.gradesaver.com/classicnotes/titles/moby/essays.html" �Moby Dick� is an epic tale of the voyage of the whaling ship the Pequod and its captain, Ahab, who relentlessly pursues the great Sperm Whale (the title character) during a journey around the world. The narrator of the novel is � HYPERLINK "javascript:characterPopup(720)" �Ishmael�, a sailor on the Pequod who undertakes the journey out of his love for the sea. At the end of the voyage, which abounds in philosophical speculations, the Pequod with its men is destroyed by the whale leaving only one survivor: Ishmael.  


� In Heart of Darkness, Marlow, a seaman and wanderer, tells of his dark experiences in Africa when he has to lead an expedition into the impenetrable jungle. In this journey which takes the form of a psychological and philosophical initiation voyage, Marlow meets Kurtz, a “remarkable” agent dealing in ivory. Both drawn to and repelled by Kurtz, Marlow goes through an intense reflection about the imperial institution but also about the meaning of man’s existence. 


� This evidence is reported by Harold Beaver who observes in an article about Melville that “[t]he one non-American to whose works [he] is constantly referred, or even assimilated, is that Polish expatriate, Joseph Conrad. (And Conrad, incidentally, could stand neither Typee, nor Omoo, nor Moby Dick!)”, “The Wake of the Whale”, in Boris Ford (ed), American Literature, (London: Penguin Books, 1991), p. 128. 


� Our study of Moby Dick and Heart of Darkness is based on the London Penguin Books’ editions, 1994. 


� Moby Dick and Heart of Darkness will subsequently be referred to as MD and HD, respectively.


� Ann Arbor: Ardis, R. W, Rostel, (trans), 1973.


� The “polyphonic novel” is a qualification used by Bakhtin in his study of Dostoevsky in order to describe the latter’s “multi-voiced” novels in which author’s and heroes’ discourses interact on equal terms.  


� In his edition of Bakhtin’s articles, Pam Morris notes that the “Carnival” “is one of Bakhtin’s most influential concepts, second only to “dialogic”.” He defines it as “another term for a social centrifugal force which opposes the centralizing imposition of the monologic word.” This opposition is expressed in the antagonism between the official and the unofficial. Morris thus observes, quoting from Bakhtin’s Rablais and His World, that ““Official Medieval culture tried to inculcate the … belief in a static unchanging world order” whereas ‘carnival consciousness” was inherently concerned with generation and change”, The Bakhtin Reader, (London: Edward Arnold, 1994), pp. 20-21.  


� By opposition to the polyphonic novel, the “monological novel” is represented, for Bakhtin, by descriptive writing (the epic) and particularly in “realist” writing (Tolstoy). In this type of writing where there is an exclusive authorial vision, characters are consummated by an excess of (authorial) knowledge.   


� Paris: Seuil, 1974, pp. 59-60. 


� “signifying practice” or “pratique signifiante” is defined by Kristeva in her La Traversée des Signes as “the establishment and the countervailing of a sign system. Establishing a sign system calls for the identity of the speaking subject within a social framework, which he recognizes as the basis for that identity. Countervailing the sign system is done by having the subject undergo an unsettling, questionable process; this indirectly challenges the social framework with which he had previously identified, and it thus coincides with times of abrupt changes, renewal, or revolution in society.”, in Leon S. Roudiez‘s introduction to Kristeva’s Desire in Language, Leon S. Roudiez (ed), Thomas Gora, Alice Jardine and Leon S. Roudiez, trans, (New York: Columbia University Press, 1980), p. 18.    


� Harold Bloom, The Anxiety of Influence, A Theory of Poetry, (New York: Oxford University Press, 1997). 


� Ibid, p. 13.


� Ibid, p. xxiii.


� Ibid, p. 66.


� Plato (428-347 B.C.) is a Greek philosopher who is at the origin of the Western philosophic thinking. Aristotle (384-322 B.C.) is another Greek philosopher whose works are associated with metaphysics and logic. Pythagoras (570- 490 B.C.), is a Greek mathematician. His thought is fundamentally concerned with ethic and religion.  Samuel Taylor Coleridge (1772-1834) is an English poet, critic, and philosopher who contributed in the definition of romantic aesthetic. His theoretical writings, however, go beyond the notion of poetics and reach for some political and religious system where art holds an important place.


� By the title “the Metaphysical Issue”, I intend to refer to the two narratives’ presentation and discussion of the theme of man’s search for and relation with all that is beyond nature and sensible reality, and which is likely to explain the foundation of human knowledge and existence.  


� As MD and HD will mainly be considered as « narratives » in this study, the term may be explained on the basis of Gérard Genette’s view of narratives as verbally narrated texts. In Jahn Manfred, “Narratology: A guide to the Theory of Narrative”, 2003, � HYPERLINK "http://www.Uni-Kolen.de" ��www.Uni-Kolen.de�


  


� Italics mine.


� We should note however that Marlow does not easily accept the impact of his experience in the jungle on him as Ishmael does. Thus the disturbed mental state which he shows when back to the city proves his inability to assume his experience. The point will again be considered in our analysis of narration and point of view.   
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