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Chapter VI

ADJECTIVES AND OTHER MODIFIERS

When F.R. Leavis objected to what he called Conrad's
ngdjectival insistence™, (1) he threw into sharper focus a criti-

cal viewpolnt that many a critic before him had put forward. Max
Beerbohm had already written "The Feast" in which he parodies,
among other things, the adjectival excesses of Conrad's early
style. (53 John Shand had also noted Conrad's "continual useiof

three adjectives to qualify one object" (3), a fact which Shand

believed to be responsible for the ''slow, heavy and rather involved
style" of the early period. More than three decades later, the
same observation was made by David Daiches who criticised Conrad's

earliest style for heing,"a little lush, perhaps, a little over-

adjectived.” (4) On the other hand, there were those who, like

Constance Garnett, believed that Conrad's adjectives were '"so

chosen,fastidious, often ironical." (5)

It is true that adjectives can be used in such a way as to
bring out their "ironical", suggestive or evem symbolic connota-
tions, but it 1s also logical to assume that the verbal structure

of a ﬁfiter's imagery 1s the result not so much of adjectives alané

as of the interplay of various types of modification. In other

words, an inﬁeéfigation of a writer's adjectives must of necessity

touch uponﬁhisFuse:of’oth?ramodifiers. Thls, however, does not

mean that the preaent”§hapt9p proposes to examine Conrad's imagery

in detail, for what one 1s mainly concerned with here is the pecu-

(1) Leavis, 1962 : -177

(2) See p. 81 sugrm o
(3). Shand 1960 . A.- 9
(4) Daiches 1960 . 63

- (5) see p.T7 pra..



221

liar way Conrad uses his adjebtives and certain other modiflers
for the achievement of his artistic ends.

"The Lagoon" (1897) is Conrad's shortest story. It is made
up of some 5,600 yords. What makes it of special importance for
us is the fact that it is replete with adjectives. This, how-
ever, did not prevent Conrad from telling Miss Watson, "I anm
right glad you like the "Lagoon™". To be quite confidential I
must tell you that it is, or'my short stories, the one I like +he
best myself." (1) Such a letter proves that Conrad consciously
indulged’in the étylistic peculiarities of the early works, The
ff;st part of the present chapté}dis a linguistic analysis of
Conrad's adjectives in this short story. Here, also, certain
other types of modification for which Conrad seems to have had
marked predilection will be examined. I will then consider the
extent to which "The Lagoon" is representative of Conrad's style
in thé full-length novels. This part concludes with a brief
comparison of this stylistic peéuliarity of Conrad'!s with some
of his contemporaries' practice in this field. The second part
focuses attention on the artistic signific;nce arising ffom.the
novelist's distinctive manipulation of adjectives and other modi-

fiers in his various novels.

After some four introductory sentences we come across the
first descriptive passage in "The Lagoon':

The white man rested his chin on his crossed
arms and gazed at the wake of the boat, At
the end of the straight avenue of forests cut
by the intense glitter of the river, the sun
appeared unclouded and dazzling, poised low over
the water that shone smoothly like a band of
metal. The fOrGStS’ sombre and dull’ BtOOd
motionless and silent on each side of the broad
stream. At the foot of big, towering trees
trunkless nipa palms rose from the mud of th;
bank,in bunches of leaves enormous and heavy:,

(1) LTL. Vol. I, p. 202 (Letter dated 14th Mapch 1897
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that hung unstirring over the brown swirl of
eddies. In the stillness of the air, every tree,

every leaf, every bough, every tendrilef creeper
and every petal of minute blossoms seemed to have

been bewitched into an 1mmobility perfect and .
final., (Po 18?)

The first thing to note about this passage is Conrad's deter-

mination to modify every noun with an.apprOpriate adjective or
string of modifiers. The adjectives used are those of colour,
shape, light, motion, sound and size. In addition, there are

general adjectives whose subjective nature reflects the narratort's

/
mood or personal opinion.
"f ' ! - -

In the first sentence, we get two adjectives: one of colour,

white; the other of shape, crossedé White is a central adjective

that can be used both attributively and predicatively. (1) As

such, it directly characterises the referent of the noun, man.
On the other hand, crossed is a participial adjective that modi-
fies part of the man's body: his arm. Although both adjectives

are used attributively, one notes that whereaS'white refers to a

permanent characteristic of the man, crossed can only refer to a
temporary condition of the man! éﬁbody. The two adjectives are
usgd objectively by the narrator to report the factual details
coﬁcerniné thé physical attributes of the white man. In other
words, tﬁey are adjectives with conprete reference .that are not'
;o}oured by the narrator's subjective evaluation.éf the character

in unStion.

The second sentence contains two adjectives occupying the

attributive slot, straight and intense, a string of co-ordinated

adjectives in the,prgdicat£Vc position, unclouded and dazzling, and

a post-modi fying participial Clause, poised low over the water,

(1) Quirk et al., 1974 :  Ch. 5 ang 13
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The main difference between the attributive adjectives is that,

whereas straight is an adjective of space with concrete reference,

intense is an intensifying adjective that has something unmistak-

ably subjective about it, The "glitter" might seem quite intense
for the white man, but for a native Malay it would have nothing

extraordinary or intense about it. On the other hand,'the CO=

ordinated predicative string, unclouded and dazzling, contains two
adjectives of light of the type V-ed and V-ing participle respec-
tively.i/ Both adjectives refer to a tempor%ry condition of the
sun on ihat particular occasioqi . The same applies to the post-
modifylng participlal clause whose deléted subject is identical
with the head of the main clause.

. Contrasted with the adjectives of light of the first two
'téentences, those of darkness abound in the three sentences that

follow. The noun forests is modified by the supplementive ad-

jJectival phrase, sombre and dull, That these two adjectlives are

contained within two commas indicates the non—restrictive quality
of this type of modification, for they reflect only the mood of
the narrator., After all, forests cannot be inherently '"sombre
and dull", These in turn are followed by two adjectives of
motion and sound occupying the predicative slot in, "The forests

.s. stood motionless and silent." Here again the impressionistic

mood prevalls. As opposed to the temporary nature of the prece-

ding four adjectives, in the modification of the noun stream and

trees the narrator resorts to attributive adjectives, broad

stream, big towering trees, with concrete reference which are '

meant to give a factual reporting of the inherent qualities of

the modified nouns in terms of space and size, He soon reverts

to adjectives of a subjective and temporary nature in the post-

poged string of co-ordinateq modifierg, "bunches of leaves heavy



and enormous", which is followed by a post-modifying relative

clause, that hung unstirring over the brown swirl of eddies,

containing two adjectives, unstirring and brown, the participial

being an adjective of motion, while the central adjective brown

is one of colour.

The last sentence of the passage contains three postmodifying
prepositional phrases: "In the stillness of the air, every tendril

of creeper, every\gftal of minute blossoms," together with a

string of postposed co-ordinated adjectives "an immobility perfect

and final", Both types of postmodification, the prepositional

phrase with periphrastic genitive and the postposed string of
adjectives, are of a restrictive nature, the former dbeing more so
than the latter which admits of some subjective interpretation,

Besides, in perfect and final we get that'sort of intenslifying
adjJective similar to that in "intense glitter"™ of the second

sentence.

A close scrutiny of the adjectives used so far in the above
quotation will reveal that most of them, especially those of light
and darkneés, are eaéily apprehended through the visual sense,
wvhile others like silent and heavy are accessible to the auditory
or tactile senses respecfively. Such alternate use of ;;jectives
relating to the different senses is obviously intended to help the
novelist give a certain degree of precision to the narrator's
impressions, a precision that is further stressed through the

extensive use of other types of modification,
More importan? stlll is Conrad's synaesthetic device of

yoking two or three adjectives belonging to disparate spheres of

sensallon, Describing the darkness of the forests, the narrator

gays:
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Darkness oozed out from between the trees,
through the tangled -mazZe€ of the creepers,
from behind the great fantastic and unstir-
ring leaves; the darkness mysterious and
invincible; the darkness scented and polso=-
nous of impenetrable forests. (Pe 189)

Here we get five attributive adjectives and two strings of post-

L

posed modifiers. Of thesejthree are general adjectives: tan led,

fantastic, and impenetrable; one - the participial unstirring - is
an adjective ofmotioﬁ, while great is an intensifying adjective.
However, the absence of a comma in ngreat fantastic and unstirring
leaves" makes the function of the 1ntensifyingmodifierEgggg,ayf
biguous:/ It would appear that Conrad meant the three_adjectives

to be modifiers of equal status to the noun leaves, but the absence

of the comma after great makes it seem to modify the general adjec-
tive fantastic.

With the postposed adjectives mysterious and invincible we
hafe two general modifiers, of which the latter materialises the
noun darkness by accordiné to it attributes that are peculiar to
animate beings. Besides, in the "darkness scented and Qoisonoﬁs",
we get adjectives that belong.to the senses of smell and taste
respectively. The important thing to note is that whereas "“the

darkness" can be described as "mysterious'", it can only be described

as "scented" and ''polsonous" by transferring to it attributes which

are peculiar to other spheres of sensation than+éfght.

£

f taste poisonous

Thus the
participlal scented and the general adjective o

are made to modify not the flowers or snakes roaming in the dark-

ness of the forests, but the darkness itgelf (1) '

(1) One further example of the transferred adjective occurs where

the narrator speaks of "the }
(P' 193). Here also the adj lack Stillness of the nishtu

8ctive blac
the noun night to the noun Stillness. Tn stnee wesde. Conrad
gzculiaieznigetoszillnessn ©f the night and gives it ;ttributes
ations from one s he coun nlght, 1he transposition of sens-
similar exampl pISTS tO another adjoining it, in this and
ples, 1s indicativye £ & 1%,
Conrad's imagery which i Of the metonymic strain in

8
nature. » Ior the most part, of a metaphorical
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when he
.Conrad follows -the - same technique/ transposes a modifier

from its appropriate noun to another noun closely associated with
it. In his description of the narrow creek the narrator says:

"Here and there, near the glistening blackness
of the water, a twisted root of some tall tree
showed amongst the tracery of small ferns, black
and dull, writhing and motionless, like an

arrested snake." (pp 188-9)

Here the V-ing premodifying adjective glistening is made to des-
cribe the blackness rather than the water itself. Still, the
glistening ?ater can be visually apprehended in the presence or
ayfence'gf darkness, whereas there can be no glistening darkness

without water. On the other hand, the predicative adjectives

black and dull, writhing and motionless belong to three different

spheres of sensation, for whereas black i1s an adjective of colour,

both writhing and motionless are adjecti¥es of motion. The colour
adjective can be only apprehended visually, while the other two are

accessible to the tactile sense, Dull is a general adjective of

a subjective nature. The blackness of the forest renders the

precision of sense impressions somewhat questionable, hence the

apparent dichotomy of writhing and motionless. Apart from this,

we get some four modifiers attributively used "twisted root,

arrested snake, some tall tree, small ferns", the first two being

particlpial, while the remaining two are adjec¢tives of size, one

of which 1s further modified by the quantitative some. Of the

other types of modification we get the periphrastic genitive in the

prepositional phrases: of the water, of small ferns.

Just as the narrator uses adjectives to bring out the contrast

between the brightness 6f the sea under the shining sun and the

darknesa of the Malay Jungle, he uses an amalgam of modifiers in

this Juxtaposition of the broadness of the river and the narrowness

of the creek. This he achieves in the following two quotations:
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The white man, turning his back upon the setting

sun, looked along the empty and broad expanse of
the sea-reach. For the last three miles of its
course the wandering, hesltating river, as 1if
enticed irresistibly by the freedom of &l open
horizon, flows straight into the sea, flows
straight to the east - to the east that harbours
both light and darkness. (p. 188)

The narrow creek was like a ditch; tortuous,
fabulously deep; filled with gloom undFE the
thin strip of pure and shining blue of heaven.
Immense trees soared up, invisible behind the
festooned draperies of creepers. (p. 188)

In the first passage the two central adjectives occupying the

attributive slot empty, broad modify the noun expanse which is

further modified by the periphrastic genitive of the prepositional
phrase: of the sea-reach. Obviously, they ;re adjectives of

space £hat directly characterise the referent of the noun, The
participial attributive adjectives wandering and hesitating have a
temporary quality about them., Besides, here Conrad uses adjec=-
tives.peculiar to human.befﬁgs; a river might be described as
"wandering" but not as "hesitating“*unless in a purely figurative
sense, hence the subjecfigé nature of the last two #djectives. One
also notes that Conrad co-ordinates the first two with the co-
ordinator and which is replaced in the latter example by the comma,
This can be attributed to Conrad's preoccupation with rhythm (empty

and'broad, wandering hesitating); a preoccupation that shows up in

his use of balanced adjectival phrases like black and dull, writhing

and motionless as in the previous example. The two adjectives add

quoted earlier: of its course, of the open horizon. A postmodi-

fying relative clause: that harbours both 1i5ht and darkness adds

the fipishingztouch to one of the short story's highly adjectifed
passages. | , '
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As opposed to the '"empty and broad" sea, the creek is des-
cribed as being "like a ditch'". In this first sentence of the
second quotation we get two predicative adjectives "tortuous and
fabulously deep", one V-ed participial postmodifying clause filled

with gloom and two periphrastic genitive prepositional phrases of

pure and shining blue of heaven., (1) The use of the adjunct
fabulously to modify the adjective deep betrays the highly subjec-

tive - and therefore temporary - nature of the predicative string

of adjectives, which contrasts with the permanent nature of the
adjectivé; modifying the sea. In the encompassing gloom of the

forest,the narrator could only érust to the truth or illusion of

his sensations. Likewise, the permanent characteristic of the
attributive immense contrasts with the temporary nature of the

postposed modifier invisible which suggests that the trees were
temporarily invisible on account of "the festooned draper;es of

creepers", which last phrase contains a participial adjective

festooned and a postmodifying prepositional phrase of creepers.
The narrator's preference for postposed adjectives is reflected
in his description of the factual, objective attributes of the

Malay Arsat and his woman, Diamelen. Of the various types of
modification,used in the following two quotations, the postposed

adjective is the one that is forcefully foregrounded: (2)

He (Arsat) was a man.young, powerful, with broad
chest and muscular arms. He had nothing on but
hls sarong. His head was bare. His blg, soft
eyes stared eagerly at the white man,.. (p. 190)

(1) In "The thin strip of pure and shining blue of the heaven"

pure, something that
that in Poligh no such article

strongly recommended when the noun

g of co-ordinated modifiers as in the

examples from Conrad, or when the adjecti
ve requires complemen-
;ation Of some sort as in "The boy anxious toqfulfil hii.
uy... '
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She lay still, as 1f dead; but her big eyes, wide
open, glittered in the gloom staring upwards at

the slender rafters, motionless and unseeing. She
was in a high fever, and evidently unconsclous.

Her cheeks were sunk slightly, her lips were partly
open, and on the young face there was the ominous
and fixed expression - the absorbed, contemplating
expression.of the unconscious who are going to dile,

(p. 191)

The postposing of the three strings of adjectives: "a man youn

and powerful, her big eyes wide-open, motionless and unstirring"

seems to have been dictated by more than one grammatical factor.

In the first place, the modifiers young and powerful, being central;
could be“used either predicatively or attributively without much

_

di fference on the semantic level. Here they are postposed malnly

for rhythmical reasons. On the other hand, the postposing of

wide-open, motionless and unstirring underlines the temporary

nature of the modifiers used, The ;oman's eyes. were so described
because that was how the narrator saw them, under the menace of
her approaching death, wﬁich the narrator could easlily percelve.
Here, too, the visgal and tactlile senses of the narrator are the

means 0f apprehending the permanent and temporary attributes of

the character concerned.

& string of adjectives, In the above quotation, for 1nstance;

Cy ress:on
the noun‘ggéhLEEZQE,ié attributively modified by ominous and fixed,

two general adJectivea of a subjective nature, This is soon fol-

lowed by the appositional phrage "the absg

absorbed and contemplating
expression of the unconsciousg"

which algo contains two further ad-

This 1is

of sensations., . ‘the

& "ominous and fixed expression”
trigger
ggers of? in his mind a Bimilar lmpression of the "absorbed and

contemplating expression® of People about ¢
| O die.
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The recurrence of the heavily adjectived appositive phrase in
this short story is one of Conrad's stylistic mannerisms. In such
phrases we come across adjectives running either in tandem or in

troika., Of the first we get examples like: (1)

mastern of the boat the repeated call of some

bird, a cry discordant and feeble, skipped along
over the smooth water ... (p. 188)

"pA plaintive murmur rose in the night; a murmur
saddening and startling,... (p. 194)

—_

"A murmur powerful and gentle, a murmur vast
and faint; (p. 199) - |

g "A breath of warm air touched the two men's
faces... a breath loud and short like an uneasy
sigh of the dreamy earth." (p. 199)

Of the second (those running in troika) we have:

ﬁ... the inspiration and the wonder of death-of
death near. unavoidable and unse€Neeees (Pe 193)

M

w,.. Like a sombre and forbidding shore - a
coast deceptive, pitiless and black" (p. 201)

From the syntactic standpoint, the underscored adjectives consti-

tute a series of strings of postposed modifiers. Semantically,
they are general adjectives of a greatly subjectlive nature. We

also note Conrad's alternate use of amplifiers like powerful, vast

discordant, and downtoners such as feeble, faint and gentle,

Besides, while the main emphasis in the first three examples 1is on

the auditory sense (cry discordant, murmur startling), in the fourth
example of the first group two spheres of sensation are involved:

the tactile (a breath of warm air touched), and the auditory (a:

breath loud and short). On the other hand, emphasis in the second

group shifts from the auditory or tactile senses to the visual:
death near, unavoldable; a coast deceptive, pitiless and black.

(1) It is noteworthy that the postposition of adjectives in the

following examples is conducive to that feeling of nostalgla

and sadness which is in keeping with the narrative tone.
Notice also how

+ postposition of mod d do
without the post 1fiers helps Conra

-nodifying relative c or which he
seems to have had little predilectionfause’ ror v
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Sometimes the appositive phrase contains a sequence of balanced

postposed strings of modifiers as in:

eee the earth enfolded in the starlight peace
became a shadowy country of inhuman strife, a
battlefield of phantoms terrible and charming,

ignoble or august, struggling ardently for the
possession of our helpless hearts. (pp,193~4)

Here the seemingly contradictory nature of the postposed modifiers:

terrible and charming, august or ignoble “y¢. meant to parallel the
white mants "fleeting and powerful disturbance of being" (p. 193).

In his fear from, and wonder at, the darkness around him the white
~

mant!s sense impressions become blurred resulting in a chaln of

subjective, but quite inconclusive, modifiers. ' One notes also

Conrad's tendency to use nouns as modifiers in the starlight peace,

a tendency that is reflected on a larger scale in the full-length

novels to be discussed later.
A more important characteristic of Conrad's adjectival practice

is his tendency to use adjectives in place of adverbials through

a. process of grammatical conversion (1). When the narrator tells

us: "The land and the water slept invisible, unstirring and mute",

(p. 193) we notice that the intransitive verb slept has been con-
verted into an intensive one so that it can be followed by an adjec=-
tive instead of an adverbial. The three predicative adjectives
become complement to the subject the land and the water, and are
accesslble to the three senses of sight, touch and sound respectively.
The same tendency is found in examples like, "It flowed cold and

gray lnto the darkness" (p. 201), "the Juragaa sat moody" (p. 204L),

and "She came... rapid and leaving no trace" (pe 197), where in-

transitive verbs like flow, sit, come are used in such a way as to

bring out the intensive relationship between the subject and the

(1) For a‘detailed discussion of thi
1974 : ChaptBI: ]J.]. s point Cf. Quj.rk et alc,
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adjective in question. Indeed, it is characteristic of Conrad

that instead of saying, "The man slept peacefully", he would in-

variably say "the man slept peaceful, etc.™ A closer examination

of such sentences will reveal that rhythm seems -to have been one of

the main reasons determining Conrad's ¢hoice, for the use of ad-

jectives in place of adverbials in.the above examples makes the

utterance end on a dying fall quite in harmony with the slack and

nostalgic tone of the passage under consideration.

The narrator's sophisticated and extravagant use of the dif-

P .
ferent types of modification is balanced by Arsat's controlled and

primitive manipulation of the various types in his description of

eplsodes and natural scenery. The following two quotations from

Arsat's speech highlight the difference between his descriptive

method and that of the narrator:

Unseeing, we spoke to one another through the scent v’
- 0f flowers, through the veil of leaves, through the
blades of grass that stood still before our lips;

80 great was our prudence, so faint was the murmur

of our great longing.: (p.l96)

There was silence behind us. That neck of land is
narrow. Before I heard my brother fire the third
shot I saw the shelving shore, and I saw the water
again, the mouth of a broad river. We crossed a
grassy glade. We ran down to the water. I saw a
low hut above the black mud, and a small canoe .
hauled up. I heard another shot behind me. (p. 200)

The participial adjective unseeing of the first sentence functions

as the sole realisation of a verbless clause. As such, it ig a

supplementive adjective clause (1),

Apart from this, we note the

dramatic quality of the balanced prepositional phrases, each

(1)

- replaced by a corresponding adverbial.

In most cases the supplementive adjective clause can be

When it follows the

subject, the supplementive adjective clause can be regarded

as a reduced relative clause. Thus in "Arsat, motionless

and shadowy,... was speaking in a low voice', the supplemen-

tive clause can be expanded into a rel
| ative clause: "Arsat
who was motionless and shadowy, ... etc, | ’
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containing a periphrastic-genitive postmodifying phrase. thisg
dramatic quality is further enhanced through the inversion of the

predicative adjectives so great, so faint, a procedure that 1is

meant to reflect the Malay's agitated mental condition,

Although Arsat has a modifier of some sort or other to apply
to each of the nouns used: the predicative narrow in "that neck

of land is narrow", the attributive grassy in "a grassy glade" as

well as low, black and small in the penultimate sentence, the

general adjectives used refer to concrete qualities of the objects

modifieé; Besides, no attempt is made to describe natural scenery
with strings of modifiers runniﬁg in tandem or in troika. as usu-
ally happens with the narrator. Nor does he indulge in the use

of appositive noun phrases that are heavily adjectived'in.sentences
like, "there was silence behind us", which: would have invariably
been folloﬁed.by something like '"the silence ominous and forbldding"
in the narrator's speech. This shows that the difference in in-

dividual perspective entails a corresponding difference in the types

of modification used.

Of adjectives used in place of adverbials we have Arsat's
"In a little while I shall see clear enough to strike-- (p. 203)

which is similar to the adjective slow. in "He drove slow" where

the adjective form is preferred in colldquial usage to the more

appropriate adverbial slowly. Although both clearly and clear

can be used as adverbials in the context, Conrad's choice of thé

adjective form ié*significant in that it points to his fondness

| 8¢e, rather than on any physical or

e a0 T Ty fﬂ‘t o x % s "
sychologi |

S R SR L - ,‘ F4 : , J - )

x
" g

i -
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where the emphasis 18 laid not on the action of the verb bdut

rather on the mood of the character concerned.

Even when.he uses the synaeethetic type of modification Areat

is still far from being ag sophisticated as the narrator is liable

to become under similar conditions. Arsat.tells the white man:

&

"I heard the sweetness of her voice," (p. 198). The postmodifying

perlphrastic genitive of the prepositional phrase of her voice
which can be only apprehended by the auditory sense modifies a

noun sweetness which is accessible only to the sense of taste,

A further dimenslon 1s added when he uses the verb hear which can

g

hardly collecate with the direct object sweetness., This type of

modification is nevertheless quite suggestive and very much in

keeping with the emotional mood of the love-lorn Malay.

From the foregoing analysis one can list Conrad's types of

modificationrin order of frequency as follows: adjectives (302,
of which 240 are used by the narrator and 62 by Arsat), the poet-
modlfying prepesitional phrase!with periphrastic genitive (171,
10l by the narrator end 70 by Areat),‘the postposed etring of
modifiers (28, 26 by the narrator and 2 by Arsat), the non-finite

post-modifying participial clause (24, 21 by the narrator, 3 by
Arsat), the ad;ectiveq appositlive noun phrase (14 of which three

are Arsat's), the postmodifying relative clause (14 equally divided

between the narrator and Arsat), the supplementive adjective clause
0of which |

(3 /oneBby arsat), ‘the transferred adjective in synaesthetic come

binations like the black stillness of the night (4, 3 by the

narrator and one by Arsat), and the quasi-adjectival function of

the preposition 1ike and ¢

Omparatives such as 88...88, as 1if, and

as though "’h1°h’ “‘0“811 Sparinsly used by Conrad im this short

}etory, figure 1argely in,eome of his other works. (1)

(1) 7" Conrad's comparisons are-di

: , SCUSss
.the heading' "The Lexis of ed in the next Chapter under

Uncertainty",



235

Of all these types of modification the adjective is the most
important from the stylistic viewpoint for three main reasons.
First, it is the type with the highest rate of frequency. Second,

it is the major constituent in at least five of the other types:

, 4
the postmodifying prepositional phrase (where adjectives are embeded

- L
sometimes side by side with the periphrastic genitive), the post-

posed string'of'modifiers, the appositive noun phrase, the supple-
mentive adjective clause and the synaesthetic combinations. Third,
it is the one type that is most controversial in terms of defini-
tion, syg;actic function and semantic classification. Hence
further discussion of the characteristics of Conrad's adjectives
would not be out of place,

Although Conrad uses adjectives in a variety of syntactlc

positions he shows a marked predilection for postposed modifiers.
This, added to his tendency to use adjectives in place of adverbials,
can be said to set him apart from other novelists as will be presently
shown,. Next in order of preference are those attributive adjec-
tives which he uses freely. Predicative adjectives are less
extravagantly used, Still, they are greater in number compared to
his sparing use of adjectives as heads of noun phrase, or as the

main realisation of a verbless clause as in supplementive adjective

clauses. The Quirk Grammar would call adjectlves like young and
powerful central because they can occupy attributive position, pre-

modifying nouns, or predicative position especially after intensive

verbs like‘seem. Such adjectives accept premodification by the

intensifier very, and are susceptible to comparison in its inflex-
ional or pegiphrastié forms. Other adjectives that fail to measure

up to one or other of these four tests, they call "peripheral
adjectives", (1)

(1) Quirk et al., 1974 .: 233
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Of adjectives that can function only attributively one may .

cite those which Conrad derives from verbs such as fringing,

shining, floating, overhanging, murmuring, and ruined. der where-
as departing is a participial adjective in "The red brilliance of
the departing day-light" (p. 192), it is part of the predication in
"the day=-light which was departing". Again, while ruined is. an
attributive adjective in '"he who repairs a ruined house®, it is of
doubtful function in "the house was ruined® (1l). Conrad had that

knack ofﬁpxtracting the appropriate adjective from other word-

/s

classes, be these verbs, nouns or adverbials.

His predicative adjectives comprise items lilkle alone, still,

near, feared, faint, as well as adjectives requiring complementatiom
such as fond of, afraid of, afraid to and invisible to. Most of
these adjectives, whether attributive or predicatiye, could be
easily postposed by Conrad. (2)

¢

(1) Bolinger, 1967 : 5 - 15, would attribute such uses of the
participial adjective ruined in "ruined house' to what he

calls "relics of the ancient perfect tense'" (p. 5). He also
argues that most of the attributive adjectives are not based
on "be-predication" as is currently believed by transforma-
tional grammar, since the attributive shining in "The man's
shining face" can be said to be based on "The man has a shi=-
ning face" and not on "The man's face is shining", Others
like "The daily newspaper'ave held to be based not on "The
newspaper 1is daily", but rather on "The newspaper appears
daily". - He also believes that attribution can be based on
conjunction- where a superficial glance would take it to be
based on relative-clause transformation (p. 14). Bolinger,

however, fails to convincingly explain cases like the attri-

butive main in "The main reason" which cannot be based on any
of the suggested alternatives.

(2) Robexrs, 1964 : 90 - 2, suggests three main functions: "the .
atiributive, the predicative and the appositive’, Still,
while some adjectives can be said to be attributive only or

predicative only, no adjective can be sald to be appositive
only since all adjectives can be postposed, o



On the semantic level, Conrad's adjectives can be viewed in
terms of kind, nature and sphere of sensation. As regards kind,

his adjectives can be general (including those subject to 6bjective

measurements as well as those with abstract reference).l Of the
first we get high, heavy and big; of the second we come across

items like awing, pleasant and ugly. In addition to the general

adjectives, we get those of colour (red, blue), shape (crossed),

space (broad, narrow), size (big, small), light (bright, glistening),

darkness- (sombre, dull), motion (unstirring, motionless), sound

ringing, murmuring), taste (poisonous), smell (scented), age (young,
0ld), and denominal adjectives like (Malay, wooded). (1)

In terms of nature, adjectives can be regarded as gither per-
manent or temporary. Those of a permanent nature refer to an un-
changing or stable éharacteristic of the nouns they mgdify, while
those of a temporary natq?e highlight an accidental or casual feature
of the nouns. in question, It.is worth noting that the QEEEE.
Grammar'acknowledge é;ch semantic features where they divide ad-

Jectlves into inherent and non-inherent (p. 266). On the otﬁer
hand, Bolinger calls those adjectives.of a permanent nature 'charac-
teristic", while the others are called "occasion" adjectives (2).
Generally speaking, those adjectives that can occupy both the attri-
butive and predicative slots are of a more permanent nature than

those restricted to one or other position, though there might be

occasional exceptions to this rule. Besides, attributive adjec-

(1) I have here stretched the rules laid down by the Quirk Grammariykms
who divide adjectives into those

of colour, size, age, shape
and denominal adjectives like British, and’woode;. Oiviously,

works of fiction admit of further classifications in this
particular respect,

(2) ’Bglinﬁer,~l96?+ * 3 = 5, cites the example "The only navigable
T.ver' as a case of the adjective expressing a characteristic
quality, as opposed to "The river navigable" where navigable

.S an occasion adJecﬁive referring to temporary qualities of
Pgekr}ver on a particular occasion, B e
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tives are more suscepiible to permanence than the predicatives
which, like postposiiive modifiers, are usually of a temporary
nature. Still, there is no hard and fast rule in so far as this
classification 1s concerned, "The yomng and powerful man", "The
man young and powerful", "The man is young and powerful" does not

necessarily mean that the attributive adjectives of the Tirst

example are of a more permanent nature than the postpositives or
predicatives of the other two examples. In the final analysis,

it appears to be a matter of individual preference or situational

o
context, in some cases at least. (1)

el

Conrad's adjectives can.also be viewed in terms of the spheres

of sensation to which they belong. We have the flve senses of

sight, sound, touch, taste and smell. Most of the adjectives can

be apbrehended elther visually or tactually or by both senses at
the same time, Some can be apprehended by the audltiory sense

only such as whispering, loud. Those of smell and taste can be

only experienced by the respective senses.

One can now tabulate the lingulistic features of the adjectives

used by Conrad in the following five sentences in something like
this:

A - Conrad's sentences:*

1. To the warnings of the righteous they oppose an offensive
- pretence of disbelief. Zp. 1905

2o The white man moved hi

s outstretched legs a little. (p. 192)

3¢  «es they could hear the voices of the boatmen ringing fitfu
%gpd distinct on the calm water. (p. 193) geing ful

L, Arsat;

'S motionless and shadowys ... was speaking in low ar
dreamy tone e (p-‘1945 ’ ° N e

:istic'adjective stolen 1nlnThe stol " _
. ..-.posed adjective in "Th en jewels" and the post

, ‘ "The jewels stolen"® "
adjective™.. Bolinger's analveic -—rn which he calls "action
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5, Over the lagoon a mist drifting and low had crept,...(p. 201)

B - Linguistic features

!
3

Semantic classification
Adjective Syntactic function Kind | Nature Sphere
righteous head of noun phrase
offensive attributive " permanent | visual
white : " col"our | " "
outstretched " i  general temporary "
: , | (objective)
x'/ .-
fitful ) 1 uditor
predicative general a Y
distinct ) (subjective) !
calm attributive sound "w
| & tactlile
motionless. ) | supplementlive | motion tactile
shadowy ) | adj. clause general " . visual
(subjective)
low. and ) sound.
dre ) attributive ceneral pernanent | auditory
(subjective)
t | ' eneral temporar visual
igt: 1ng ; postpositive 53123 ﬁ y "

The chart clearly indicates that the semantic connotations of
édjectives play a major role in. determining their overall linguistic
charécteristics, for though attributive adjectives are said to be
of a more permanent nature than predicatives or postpositives, it
18 clear that much depends on the inherent sepantic connotations
of the word as on the situational context in which it is used. Thus,

the attributive oputstretched in the above example cannot be said

to refer to‘a permanent feature of the white man's legs, since his

o

legs could be outstretched at one moment and crossed at another.
Again, faint in the aense of giddy can be used only predicatively,

wherea?”faip} (indispinsF. f?pble) can be used both attributively
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and predicatively (the faint murmur, the murmur was faint).
Further, there are differences of opinion as to whether adjectives

like shadowy are to be regarded as general items subjebt to objec~

tive measurements or as subjective ones requiring no such measure-

ments. Despite such inevitable inadequacies, which can only

reflect the limitations of linguistic description, the suggested
classifications are meant to put into relief the peculiarities of
modifier3¥as used in works of fiction (1), where issues relating
to the %}nd,'nature and sphere of sensation of the modifiers used

are essential for the understanding of the artistic effects

achieved through the use of the various types of modification,

This investigation of "The Lagoon" gives rise to two closely

related questions. First, to what extent is “"The Lagoon' repre-
sentative of Conrad's novels whicu are, after all, the main concern

.

of the present study? Second, how far does Conrad's adjectival
practice distinguish him from his contemporary novelisés in thils
particular field? To answer these questions by giving a numerical

account of the modifiers used in two or three opening or closing
chapters of some novels would be misleading, for the simple reason
that Conrad's modifiers abound in descriptive passages which are

sporadically distributed in his works, while "The Lagoon", being
his shortest story, has this advantage of conmpressing Conrad's |

stylistic mannerisms within some 17 pages. After careful consider-

atlon, I have come to the conclusion that the best solution is to

choose at random five Qescriptive passages from Conrad's novels,and

four
thenr give a rough count of modifiers in/comtemporary. works.

(1) The Quirk Grammar divide adjectives on the semantic level into

inherent, non-inherent; stative. dvi .
- » dynamic; and gradable, non-
E;gdzgiiivgpp- 235bI 7). This classifiéation into dy;amic
y Bradable and non-gradable® -
cance in works of fiction, ° ts of little signifl
The same observation applies ‘to Ross's classification of adjec-

tives into transitives and int
ransitiv t and inani=-
mates. Cf. Ross. 1969 .« 2cé4 »,o es, animates *
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It 18 hoped that the contrast of the chosen passages and "“The

Lagoon" will give us a pretty good idea of the degree of simila-
rity between the short story and the full-length novels, while

the comparison of the rafe of frequency of modifiers in '"The Lagoon®’
and in the four works of Conrad's contempofaries will help us make

a fairly accurate assessment of his fabled singularity in this
field.

Here first are the passages from Conrad's novels:

She came, of course. To her he was somethimg

new, unknown and strange. He was bigger, stronger
than any man she had seen before, and altogether

different from gll those she knew. He was of the
victorious race. With a vivid remembrance of the
great catastrophe of her life he appeared to her

with all the fascination of a great and dangerousn

thing; of a terror vanquished; surmcunted, made
a plaything of. |

He had all the attractiveness of the vague and the
unknown; of the unforseen and of the sudden, of

a being strong, dangerous, alive, and human,
ready to be enslavede (O.IL. pe 75)

He was attracted by Giselle, with her candid gaze
and white throat, pliable, silent, fond of excite-
ment under her guiet indolence; whereas Linda,

with her intense, passionately pale face, energetic,
all fire and words, touched with gloom and scorn,

a chip of the old block, true daughter of the austere
republican, but with Teresa's voice, inspired him
with a deep-seated mistrust., Moreover, the poor

girl could not conceal her love for Gian!Battista.

e could see it would be violent, exacting, sus-

picious, uncompromising - like her soul. (. p. 524)

With her back to the door, she was doing her hair
with her bare arms uplifted. One of them glecamed

early white the other detached its perfect form

in black against the unshuttered, uncurtained

square window-~hole, She was there, her fingers
busy with her dark hair, utterly unconscious,

oxposed and defenceless - and tempting. (V, p. 288)

The night following from the eastward the retreat

of the setting sun advanced slowly, swallowing the
land and the sea; the land broken tormented and

e B hheboedicdl Bt chthdiiea I et Gedben]

abrupt, the sea smooth and inviting with its oas SHEFFIELD
polish of continuous surface to wanderings facile UNIVERSITY
and endless, - LIBRARY

The calm was absolute, a dead, flat calm, the still-
ness 0f a dead sea and of a dead atmosphere. (Re pe 5)
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—
Perhaps it was that which made me feel lonely,

since I was neither masked, nor disguised, nor

elling, nor in any other way in harmony with the
bedlam element of life.

I was as young as before. Inconceivably young -

5til1ll beautifully unthinking - infinitely recep-
tive. (AiGt Pe 7 - 8)

A close look at the above quotations will reveal that Conrad!s
stylistic mannerisms which have been: pinpointed in "The Lagooa"
can be easily found in the full-length novels. The example from

ii‘%n Outcast abounds in postpositives, postmodifying prepositional

'phrases,/es well as adjectives functioning as heads of noun phrases
e -

(the unforseen, the sudden). The quotation from Nostromo 1s also

rich in postpositives, and supplementive adjective clauses. On
the other hand, while the quotations from Victory and the Arrow of

Gold are noe as heavily adJectived as the two preceding examples,

the quotation from The Rescue is rich in postpositives and apposl-
tive noun phrases. rhe underscored items in the above quotatlons

make 1t quite plain that Conrad's notorious adjectival practice

outlived the so-called experimental stage of the early style. It
could be argued that the ratio of the various types of modification

- dwindles in the novels of the middle period, especially The Secret

Agent, and Under Western Eyes, the fact remains that Conrad's pre-

dilection for postpositive adjectives, heavily adjectived apposi-

tive noun phrases and adjectives functioning in place of adverbials,

shows up in his manipulation of modifiers in all his works. The l

ratio might increase or decrease in one novel rather than another;

but this is dependent, in the last resort, on the cumulative artis-

, tic effects ‘the novelist 1is out to achieve, Thus, a novel abound-

ing in dialogue like Under Western Eyes can hardly be expected to

be as ‘full of modifiers ae"is, Bay,nﬁﬂﬁ+0utcast where Conrad's

description of the exotic surroundings favours the use of various
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types of modification, Nor can one expecct a novel like The
Arrow of Gold with its Marseilles background to be as rich in
modifiers as is Victory which has for a background the fasci-

nating world of the Malay jungle.

To determine Conradts ''singularity" in regard to his con-
temporary novelists, I have made the following_rough count of
the various types oil modification in Conrad's *"“The Lagoon'"

(17 pages) and the first 17 pages in James's "The Pupil"®, Ford's

The Good Soldier, Bennett's Hilda Lessways and Galsworthy's

“The Juryman'. (1)

Work Types of modification
examined 1 2 3 L 5 6 7 8 9 total

WThe Lagoon" 302 171 28 24 14 14 3 W 5 565
“"The Pupilt 203 - 26 i 8 - 6 - o- L 245

The Good
Soldier 2% 80 - - - kK - - = 38

Hilda
Lessways

;i?;man" 1?5 3’4‘ 8 - 7 | - 9 10 - = 21{.3

/

271 D4 Iy | 2 2 10 2 - - 45

l - adjectives; 2 - postmodifying of-phrase; 3 - postposed siring
of modifiers; 4 - post-modifying participial phrase; 5 - post-
modifying appositive phrase; 6 - post-modifying relative clause;

7?7 - supplementive adjective clause; 8 - transferred adjective (in
synaesthetic combinations); 9 - adjectives in place of adverbials.

From the chart we know that Conrad ﬁses aimost double the number

of modifiers used by any of the four contemporary novelists,

which simply means that Conrad is the most descriptive novelist
of the group. He is somewhat unique in his use of the post-

(1) James, 1963; Ford, 1962; Bennett, 1913; Galsworthy, 1918.



modifying appositlive phrase, the transferred adjective, less so
in his use of postposed modifiers and adjectives in place of
adverbials,

On the basis of the foregoing comparison one can safely

assume the difference between Conrad and his contemporaries to

be in the main one of degree rather than kind. His contempora-
ries were no strangers to postpositive modifiers. The fact that
Conrad overindulged in this practice might be ascribed to the
influence of French on his English, especially where postpoﬁition
seems to be rather enforced or superimposed as in "Almayer stepped
homewards with long strides and mind uneasy." (A.F. p. 14)

Still, in the majority of cases postposition of modifiers is a
perfectly legitimate device aimed at serving the aesthetic aims
of the stylist in Conrad. Most inportant of all, this comnpari-
son has proved that Conrad's descriptive practice is distinctive
not only for what F.R. Leavis called Conrad's “"adjectival insis-
tence", but also for his excéssive use of the post-modifying pre-
poslitional phrase, the appositive phrase, the post-posed and

transferred modifiers, and almost every other possible type of

-

modification. It has shown, that is, that Conrad is the most
pictorial novelist of the Group.

What Constance Garnett said about Conrad's adjectlives being,
among other things, ﬂiroﬁical" might as well be taken as a fitting

judgement of hls descriptive practice as a whole. However, one should



bear in mind that this is only one of the many uses to which most
of the types of modification can be put, Indeed, my main conten-
tion in this part is to prove that, in addition to serving the

novelist's ironic purposes, this stylistic peculiarity of Comnrad's. .
was part and parcel of an artistic technique that aimed at render-
ing in vivid detail, through the medium of the written word, those

character portraits, tableaux and scenic images with which the

novelist's impressionistic mind teemed.

In his essay "Impressionism in Fiction" Ford defines impres-

sionism as "“the frank expression of personality" (1). The im-

pressionlst does nothing but give us '"the fruits of his own obser=-
vation and the fruits of his observation alone,." The impressio-

nist, however, is not a man who merely reports his experiences,

but rather one that renders them with the specific purpose of leav-
ing a very strong impression on the readerts mind. A writer merely
reporting the shooting.qf one of his characters might put it this

way: "He saw a man alm a gun at him", while an impressionist would

say: "He saw a steel ring directed at him.," In the first, the- -

writer gives a mere verbal statement of what actually happened; in

the second, the writer shows us what happened by replacing the state=

ment with an image that highlights the first impression the man had

on that particular occasion.. The second method exploits to the

full the suggestive and symbolic qualities of language, something

that seems to have been of speclal interest to Conrad the noveliste.

V 4
Literary criticisnm Usually examines images in terms of meta~ -

phor, simile or metonymy.

In
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purely linguistic terms, both metaphor and simile can be viewed
as the literary equivalents of the paradigmatic relationship

existing between certain items or structures, whereas metonymy

parallels the syntagmatic relationship between one item and another,

Conrad's images are largely based on the paradigmatic relationships
between'items. In other words, they are heavily dependent on
metaphor and simile rather than metonynmy.

AsS alréady pointed out this is not meant to be an exhaustive
study of Conrad's imagery. Others have already attempted some-
thiﬁg of that sort (1). Here I’ah concepned not so much with the
tenor or concept behind the image as with the verbal structure of

the vehicle of the image. I should also distinguish between images

of individual characters, portraits; lmages representing a. group

of characters in a situation of some dramatic or structural signi-

ficance, tableaux; and scenic images derived mainly from natural

surroundings. Further, one has to keep in mind that Conrad draws

a distinction between the verhal structure of the narrator's images
and that of his characters.' With Conrad, changing moral perspec-
tives entail a corresponding change in the verbal structure of the
image used. A character's provenance or emotional mood is likely
to affect the way he sees things. Inihis moments of surging hope,
Almayer seesgthe worldlﬁround him in a light totally different from
that'ofnhis moments of despalr. The half-savage Aissa gees
Willems in ﬁurély seﬁsuous terms, something which is quite in
keeping wiiﬁ hér character and soclal background, Conrad's scenic
1mages,ﬁon.the other hand,’reflect the interaction between nature

’and man, for Conrad usually evokes 1mages that project nature's

“sympaghy for, or indignation at, certain human actions,

(1) .cf. Dowden, 1970 ; Yelton , 1967
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The very titles of Conrad's novels are suggestive of the-
novelist's fondness for modification in one or other of its. types.

Thus, while a Dickens would entitle his novels "David Copperfield,

Oliver Twist, Nicholaé Nickleby, etc., Conrad would modify most of
his titles. The premodifylng s-genitlve used in Almayer's Folly

refers to the main theme of the novel. The postmodifying genitive

is used in An Outcast of the Islands, The Nigger of the'Narcissus"

and The Arrow of Gold to refer to the main characteristic or sym-
bolicﬂqui}ities of the characters concerned, who are respectively
known aé'Willems,Wait and Dona Rita. Even the title Nostromo 1s
sald by one critic to be derived from the Latin (sic) nostro-uomo

(oﬁr man or servant). (1) In a 1like manner, the noun premodifier-

1s used in Lord Jim, while the attributive adjective 1ls used 1in

both The Secret Agent and Under Western Eyes. It is worth noting
that this last novel was to be originally entitled Razumov, but

then Conrad had second thoughts about it and gave it the title
Under Western Eyes’,

It 1s also characteristic of Conrad to attach some sort of

el

- modifier to almost each of his principal characters. Willems is

always modified by an adjective functioning as the head of an appo-
sitive poétmodifying phrase, He 1s thus ironically described as
Willems, "the smart, the successful, the clever, or the confiden-

tial clerk of Hudig & Co.'", while Nostromo is continually referred

to as "the incorruptible, the invaluable, the illustf%us, his wor-

ship, or the man in a thousand", In the same way, Heyst is repeat-

edly identified as "the Swedish Baron", while Captain.Anthony -is

described asg "the son of the poeth, The recurrent use of such

modifiers enforces thelir unmistakable lronic implications.

l) Palmer :
(11 mot Laiit?ss“ 2 u}hﬁf Nostro-uomo, howsver, is Italian,
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Irony 1s also achleved through the repetitive use of attribu-

tive adjectives like enchanted and great as when Conrad réfersﬂto

Heyst as "enchanted Heyst" or to De Barral as "the great de ﬁarral".
This insistence on attaching a modifier of some sort to ﬁis princi-
pal characters betrays the novelist's determination to poke fun at
the formerts romanticism and the iatter's self-complacency. The
same ironic intention is behind Conrad's use of the postmodifying
appositive phrases to describe some of the self-styled anarchists
of The Secret Agent. Ossipon is always referred to as '"the ex=-
medical student", while Michaelis is often described as the ticket-
of-leave apostle®, And in both Almayer's Folly and /An Outcast
the reader is constantly reminded of Tom Lingard's vanity and naive
éense of self-importance,through the novelist's continual repetition

of his name followed by the postmodifying appositive phrase "Rajah

Laut", or vking of the seas",

The impressionistic method of description is the dominant
artistic technique in the first two novels. In both Almayer's
Folly and "BV Qutcast the reader is shown things not only from the

point of view of the omniscient narrator but from those of the
characters concerned as well, Almayer's despairing mood in the
opening pages of the novel makes him see his natural surroundings

as witnesses to, if not as helpless partners in, his overwhelming
tragedy. Almayer, the omniscient narrator tells us, neglected his

dreaming to watch one "of those drifting trees", The tree,

swung slowly round, amid the hiss and foam of the
water, and soon getting free of the obstruction

began to move down streanm again, rolling slowly
over, ralsing upwards a long, denuded branch, like

a hand 1ifted in mute appeal to heaven against the
river's brutal and unnecessary violence. (AeFe Pe 4)

Almayer's interest in the fate Of the tree is motivated by

the similarity which he perceives between the tree's struggle against

the brn?al current and his own struggle against his merciless
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misfortune, The lmages that follow stress this feeling of toge-
therness between man and nature. Almayer sées a symbolic rela-
tionshlp between the tree "raising upwards a long, denuded branchﬂ
and a spent swimmer's "hand lifted in mute appeal to heavenﬂ. He
sees also this covert relationship between "the rivert!s brutal
and unnec_essary violence" and‘ﬁhat might be termed "the brutal

and unnecessary violence of his own fate'. The attributive modi-

fiers mute, brutal and unnecessary are carefully chosen to reflect

the way Almayer saw things in his distress, while the overt rela-

tionship between the inanimate tree and the animate hand makeg¢ the

el

similarity between man andnaturé quite unequivocal.

Almayer's prolific imagination enables him to underline the
close relationships, be these overt or covert, between the varlous
parties. Remembering the haggling between Hudig and Lingard,
Almayer is quick to detect the similarity between the two men and
Wee two mastiffs fighting over a marrowy bone (A.F. p. 8). Tﬁe
man's life-long obsession with gold is reflected in the way he uses
more than one relative clause to postmodify the magic word on the
first page.of the novel, as well as in sentences like ".,,,, while

above all rose the musical chink of broad silver pieces streaming
ceaselessly through the yellow fingers of the attentive Chinaman®

(A.F. p. 6) where both the auditory and visual senses participate

in apprehending the image of the "broad silver pleces" musically
flowing through the fingers of Hudig's henchmen,

In contrast to Almayer's highly subjective sensge impressions,

the omniscient narrator's portrayal of Almayer's daughter, Nina,

is heavilyqdepgndent on modifiers with concrete references,

She was tall for a half-
profile of the father,
by the squareness of th

maternal ancestors.-~ the Suluy pirates.

cCaste, with the correct
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She stood there all in white, straight, flexible,
graceful, unconscious of herself, her low but broad

forehead crowned with a shining mass of long black
hair’ etc- (AiF- ppt 16 - 7)

Here the insistence is on the physical attributes of the ﬁoman,

which are brought out through the interpléy of different types of

modification, In the first sentence the predicative tall is

followed by a postmodifying prepositional phraseswhich in turn 1s
succeeded by two reduced relative clauses: "modified and streng-

thened,..y, inherited from her maternal ancestors, etc." The

second seﬁtence contains a string of predicatives in the first part,
PR

while the latter is made up of two co~ordinated attributives low

s

but broad, together with the postmodifying participial crowned

which 1s further followed by some two prepositionai phrases con-

taining three attributives: shining, long black, The physical

contours of the woman are visually experienced, and the modifiers

used are indicative of the narrator's fairly objective intentions.
However, in his description of Nina's sense impressions of

Dain Maroola the stress is lald on the sensuous aspect of the young |
Malay's charactere On first meeting him, Nina. "saw an erect lithe

flgure of medium helght with a breadth of shoulder suggesting great

power" (p. 55). Attributives like lithe and great add.sehsuous

dimensions to the woman's otherwise factual description of her

future lover. In their first meeting Nina also sees that,

The squareness of lower jaw, the full red lips,
the mobile nostrils, and the proud carriage of
the head gave the impression of g being half-

savage, untamed, perhaps cruel, and corrected
the softness of the almost feminine eye, that

Seneral CharaCteriStic Of*the race, (AtF. Po 55) |

While attributives like lower, full red, and mobile draw attention

to some further sensuous.characteristics of the man, postpositives

like half-savage, untamed

» Perhaps cruel highlight the temporary
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slde of the man's nature, The woman's subjective judgement of
the man complements her factual rendering of his physical traits.
The same preoccupation with the sensuous aspect of Malay

characters is to be found in ‘An Outcast, where Willems's sense
impressions of Alssa are shown us in the following manner:

The next moment he was passing her close, walking

rigidly, like a man in a trance. He heard her

rapld breathing and he felt the touch of a look

darted at him from half-open eyes. It touched

his brain and his heart together. It seemed to

him to be something loud and stirring like a shout,

_silent and penetrating like an inspiration. (pp. 68 - 9)

Here, however, Conrad's synaesthetic vision is brought into play.
Both the tactile and visual senses are involved in this strange
combination of the noun touch and the of-phrase in 'touch of a
look", A third dimension, the auditory sense, is added in the
last sentence where the look is replaced on the paradigmatic level
by "something" that can be experienced by the auditory and tactile
senses respectively as is obvious from the use of postpositives
"loud and stirring, silent and penetrating, One also notes the
intellectual nature of the structures used; the look is at one time |
similar to a shout, at another it is like an inspiration.

The same synaesthetic vision is at work in the description ot

Willemsts delight in his new-~found love which left him wrapped up

"in the soft and odorous folds of air heavy with the. faint scent
of blossoms and with the acrid smell of decaying .life:" (p. 4),

where the attributive adjectives of touch and smell soft and odoroms

modify the folds of air. The important thing to note is that the

~ image materialising the air into folds accessible to our senses of
touch and .smell would not be realised without this obvious manipu-
lation of premodifying adjectives like soft, acrid, decaying leaves,

as well aé'ppbtposed adjeqtives like heaxx followed by its comple-

mentation,
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Although Conrad capital?ses on the sensuous aspect of charac-
tefs like Nina and Dain in Almayer's Folly, and Aissa‘and Willems
in fEﬁ Outcast, in his portrayal of ot<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>