


THE
THEORY
OF THE

NOVEL
NEW ESSAYS

Edited by
John Halperin

University of Southern California

New York
Oxford University Press
London 1974 Toronto



Copyright © 1974 by Oxford University Press, Inc.
Library of Congress Catalogue Card Number: 73-90348
Printed in the United States of America



To the three kind and inspiriting men

who made this book possible:
Howard Schuliz, ]. Hillis Miller, and A. Walton Litz



ACKNOWLEDGMENTS

In putting together this volume I have been fortunate enough to
have had the help, advice, and encouragement of a number of good
people. I should like to take this opportumity to thank each of the
following for his kindness, patience, and wise counseling. Professors
Alfred Kazin and Homer Goldberg of the State University of New
York at Stony Brook, Professor A. Walton Litz of Princeton Umiver-
sity; Professor J. Hillis Miller of Yale University; Professor Max F.
Schulz of the University of Southern Cahfornia, Professor Irving H.
Buchen of Fairleigh Dickinson University, Professor Alan Warren
Friedman of the University of Texas, and John W. Wright of the
Oxford University Press, New York Caty.

Manhattan Beach, Califormia J.H.
November 1973



CONTENTS

John Halperin/ The Theory of the Novel: A Critical
Introduction/ 3

The Genre Today

Meir Sternberg/ What Is Exposition? An Essay in
Temporal Delimitation/ 25
Robert Bernard Martin/ Notes Toward a Comic
Fiction/ 71
Irving H. Buchen/ The Aesthetics of the Supra-Novel/
91
A.Walton Litz/ The Genre of Ulysses/ 109
« Alan Warren Friedman/ The Modern Multivalent
Novel: Form and Function/
121
» Max F. Schulz/ Characters (Contra Characterization) in
the Contemporary Novel/ 141
~ Frank Kermode/ Novel and Narrative/ 155



X CONTENTS

The Genre Today Revisited:  Fiction and Cinematography

Leon Edel/ Novel and Camera/ 177
Leslie A. Fiedler/ The Death and Rebirth of the
Novel/ 189

Literary Realism and the Facts of Life

Alice R. Kaminsky/ On Literary Realism/ 213
George Levine/ Realism Reconsidered/ 233
John W. Loofbourow/ Realism in the Anglo-American
Novel: The Pastoral Myth/
257
Marvin Mudrick/ Looking for Kellermann; or, Fiction
and the Facts of Life/ 271

Tone, Intention, and Point of View

Walter F. Wright/ Tone in Fiction/ 297

Robert B. Heilman/ Two-Tone Fiction® Nineteenth-
Century Types and Eighteenth-
Century Problems/ 305

Walter Allen/ Narrative Distance, Tone, and

Character/ 323
Richard Harter Fogle/ Illusion, Point of View, and
Modern Novel-Criticism/ 338
Dorothea Krook/ Intentions and Intentions. The

Problem of Intention and Henry James's
The Turn of the Screw/ 353

The Europeans

Jobn Halperin/ Twentieth-Century Trendsn
Continental Novel-Theory/ 375



CONTENTS Xi

Approaches to Fiction: A Select Descriptive Bibliography/

389
Contributors/ 393



THE
GENRE
TODAY






THE
THEQORY
OF THE

NOVEL

A CRITICAL
INTRODUCTION

JOHN HALPERIN

Christ left home at the age of twelve. Poetry’s age, at the time, was
in the thousands of years, and drama’s in the hundreds. It was not
until a millennium and a half later that the gestation period of the
novel began. Thus it is not surprising, three-quarters of the way
through the twentieth century, that we find ourselves with a grow-
ing but still relatively small body of critical theory pertaining to the
novel, while poetic and dramatic theory exists, and has existed for
centuries, in a multiplication of varieties.

In the last fifty years or so a greater interest has been taken by
practitioners and critics of the novel in some of the theoretical bases
of the genre. What began in the eighteenth and nineteenth cen-
turies as tentative theoretical groping has begun to blossom, in our
century, into a gradually recognizable body of critical novel-theory.
It is the purpose of the present volume to reflect and hopefully to
deal with some of the more radical issues of contemporary novel-
theory that have emerged along with the steady growth of interest
in this century in the novel as a form. Novel-criticism is beginning
to reach not only a degree of sophistication and virtuosity comparable
with that of the other genres, but also a measure of searching inquiry
that exceeds that of older bodies of theory. This collection, contain-
ing original essays of a theoretical cast written especially for this
volume by some of the most distinguished critics of our time, hope-
fully will be a major addition to the growing corpus of theoretical
approaches to fiction.
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It is my intention in this introductory essay to give the reader a
general and, I fear, a kaleidoscopic overview of novel-theory before
the twentieth century. A full-scale survey is impossible here; 1 aim
only to provide a flavoring, an indication of what modern trends in
theoretical novel-criticism are built on, where they have come from,
what they are reacting against.

The earliest theoretical novel-criticism, that of the eighteenth cen-
tury, tended to concern itself only with the moral implications of
technique. Thus Dr. Johnson on fiction:

It is therefore not a sufficient vindication of a character that it is
drawn as it appears; for many characters ought never to be drawn: nor
of a narrative that the train of events is agreeable to observation and
experience; for that observation which is called knowledge of the world
will be found much more frequently to make men cunning than good.
. . . In narratives where historical veracity has no place, I cannot dis-
cover why there should not be exhibited the most perfect idea of vir-
tue; of virtue not angelical, nor above probability (for what we can-
not credit, we shall never imitate), but the highest and purest that
humanity can reach, which, exercised in such trials as the various
revolutions of things shall bring upon it, may, by conquering some
calamities and enduring others, teach us what we may hope, and what
we can perform.’

Such criticism is concerned less with theoretical aspects of novelistic
form than with the moral function of art. Johnson is arguing here
not against literary realism per se but rather against fiction, such as
Fielding’s, which for him is corrupt in that it does not adequately
distinguish between virtue and vice. This is not an endorsement of
unrestricted idealization, for the excessively idealized is too remote
to teach us anything (“what we cannot credit, we shall never imi-
tate”); rather it is an invitation to emphasize the virtues of those who
are essentially good and whom it is appropriate to imitate. Such em-
phasis puts into greater relief the model meant to instruct us and
thus more effectively appeals to our higher nature. Like Aristotle in
sections of the Poetics, Johnson is concerned here with art as moral
instructor and the artist as instrument of moral instruction. He ad-
mired the fiction of Richardson, in whose books the moral pattern is
always abundantly clear. Richardson’s method uses the letter as the
record of consciousness, of the mind at work. If we are exposed to
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the psychological processes of the ordinary person, Richardson be-
lieved, we can compare his private experience to our own~which
means that we can identify and sympathize more easily with that
person, and, in learning more about him through our aroused in-
terest, we may also learn more about ourselves. This, as we shall see,
is also the method of George Eliot a century later; indeed the idea of
sympathetic identification for the purpose of moral enlightenment is
a tenet as central to mid-nineetenth-century thought about the novel
as to that of the Augustan age. In Defoe, to take another example,
life is seen as a perpetual moral struggle. Every item of personal ex-
perience, as lan Watt points out, 1s seen by the novelist as morally
important in some way, and thus formal realism—the transcription of
real life—in effect has the purpose of alerting us to the moral impor-
tance of everything we do.2 Such, of course, is also the concern of
George Eliot: “The evil consequences that may lie folded in a single
act of selfish indulgence, is a thought so awful that it ought surely
to awaken some feeling less presumptuous than a rash desire to
punish.”

Despite Johnson's reservations, Fielding, though perhaps less at-
tentive than some of his contemporaries to the didactic functions of
literature, is explicit about his moral aims as a novelist. He is inter-
ested less in individuals than in types, and his approach to character
is in the main external. His desire as a novelist, as he makes clear in
the opening paragraphs of Joseph Andrews (1742), is the improve-
ment of his reader, an expansion of sympathy through moral
education-

It is a trite but true observation, that examples work more forcibly on
the mind than precepts; and if this be just in what is odious and
blameable, it is more strongly so in what is amiable and praiseworthy.
Here emulation most effectually operates upon us, and inspires our
imitation in an irrestible manner. A good man therefore is a standing
lesson to all his acquaintance, and of far greater use in that narrow
circle than a good book.

But as it often happens that the best men are but little known, and
consequently cannot extend the usefulness of their examples a great
way; the writer may be called in aid to spread their history farther, and
to present the amiable pictures to those who have not the happiness of
knowing the originals, and so, by communicating such valuable pat-
terns to the world, he may perhaps do a more extensive service to man-

kind than the person whose life originally afforded the pattern.
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The critics have not as yet decrded how senously Fielding 1s to be
taken here,* but his concern with the comparative effects of positive
and negative examples in fiction 1s apparent everywhere 1n his writ
ings. In an essay wntten two years before Joseph Andrews, he says-
“We are much better and easter taught by the example of what we
are to shun, than by those which would nstruct us what to pursue.
. . . [TThe reason . . may be, that we are more inclined to detest
and loathe what is odious in others, than to admire what is laud-
able.” If the opening of Joseph Anmdrews seems to contradict this,
the fact remains that Fielding 1n both places is concerned with the
moral effect of hterature upon its readers And despite his professed
reservations, Johnson’s Rambler essays in many ways echo the moral
precepts for literature suggested by the author of Joseph Andrews.

It 1s interesting to note that the idea expressed in the quoted pas-
sage from Joseph Andrews—that of the novelist as a provider of moral
examples of the good and useful hves often led by the ungreat, the
uncelebrated—is also a generating impulse 1n George Eliot’s story of
Dorothea Brooke In the Finale to Middlemarch, George Eliot says
of Dorothea “The effect of her being on those around her was in-
calculably diffusive for the growing good of the world is partly de-
pendent upon unbhistoric acts, and that things are not so 11l with you
and me as they might have been, is half owing to the number who
lived faithfully a hidden life, and rest i unvisited tombs.” The Vic-
torian novelists, despite the distance of years between them and their
Augustan predecessors, differed in no serious way in their mutual
preoccupation with the pedagogical value of art

Both Augustan and nineteenth-century novel theory (before Flau-
bert and James, at any rate) are primarily interested in the relation-
ship between the reader and the text. The nature of that relationship,
determined by the mimetic adequacy of the fiction itself, signals some
sort of moral value—that is, the spiritual level of a novel is seen as
determined as much by the reader’s relationship to it as by the moral
nature of the writer humself. The moral writer will produce fiction
sufficiently “realistic” to teach the reader to be good. The emphasis
on the mimetic adequacy of the fiction is really an emphasis on its
effect upon the reader Literary realism, based on a satisfactory imi-
tation of nature, was held to have a particular spiritual effect, for the
more “realistic” a novel, the greater was considered its capacity for
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exercising that effect (both for good and ill). The more moral the
writer, the more likely that the effect would be salutary.

In the late eighteenth and early nineteenth centuries, as Jan Watt
points out in The Rise of the Novel, wnters as diverse as Sterne,
Fanny Burney, and Jane Austen concern themselves in their novels
with the mental life of their characters—sometimes, as in the case of
Sterne, to parody the form of the novel itself, but more often, as in
the novels of Jane Austen, to teach us about ourselves through the
depiction of a psyche which may not be far removed from our own.
In general, however, eighteenth-century writers of fiction gave little
thought to the theoretical bases of their genre-

It is true that both Richardson and Fielding saw themselves as
founders of a new kind of writing, and that both viewed their work
as involving a break with the old-fashioned romances; but neither they
nor their contemporaries provide us with the kind of characterisation
of the new genre that we need, indeed they did not even canonise the
changed nature of their fiction by a change in nomenclature—our
usage of the term “novel” was not fully established until the end of
the eighteenth century.6

By then, however, the Gothic novel and the novels of “sensibility”
were in full bloom, and serious speculations upon the form of fiction
were more or less in limbo.

Dickens, in his preface to the 1839 edition of Oliver Twust, voices
a complaint and enunciates a principle remarkably similar to John-
son’s in the passage from the Rambler essay quoted above Vice and
virtue, says Dickens, have become so inextricably mixed in contem-
porary fiction that one may often be unable to tell them apart. Re-
acting strongly against the widely popular “Newgate” novels of the
time—many of which, such as the eatly tales of Bulwer-Lytton, and
those of Harrison Ainsworth, had crimmals as their heroes—Dickens
has, he says, written Oliver Twist both to show “the principle of
Good surviving through every adverse circumstance, and triumphing
at last” and to define the thanklessly tortuous setting in which the
criminal mind must pass its existence For Anthony Trollope, who
was no admirer of Dickens, the novel was no less a vehicle for the
presentation of a lesson m conduct. Even Hardy comments, some
years later, to the effect that the “crue object” of reading fiction “is a
lesson in life, mental enlargement from elements essential to the
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narratives themselves and from the reflections they engender.”” Neo-
classic attitudes toward the novel, then, did not disappear in the
Victorian age.®

George Henry Lewes, surely the most brilliant English-speaking
theoretician of the novel before James, echoes what is sometimes im-
plied in Augustan novel criticism when he asserts that the novel
should avoid depicting the sordid and the ugly because otherwise it
will be unable to engage the sympathies, and thus enlarge the sensi-
bilities, of its readers. Art, says Lewes, should not attempt to deal
with the unreal; but it should idealize reality to some extent in order
to inspire and enlarge man’s highest faculties—the mere imitation of
nature will not impress the human soul with any sense of beauty. In
his Principles of Success in Literature (1865), Lewes argues that
whereas a surface realism is concerned only with achieving verisimili-
tude in relation to the outward aspect of things, idealism attempts to
reveal inner as well as external truths. Idealism, then, is a kind of
realism; it is “the basis of all Art, and its antithesis is not Idealism,
but Falsism.”® Lewes’s insistence that fiction reveal inner as well as
external truths leads to his emphasis upon the importance of psycho-
logical charactenzation. His favored method in this context is dra-
matic representation, or what he calls “dramatic ventriloquism,” the
means by which the writer makes the character reveal himself.® The
most immediate fruits of Lewes’s theories were of course the novels
of George Eliot, who adopted his doctrines of sympathetic engage-
ment and modified realism through psychological characterization
(though she is a more intrusive presence in her novels than Lewes’s
theory of “dramatic ventriloquism” would seem to allow for). Late
in her life George Eliot told Cross that she had been taught by
Lewes that dramatic representation was the highest quality of fic-
tion.!! Throughout her career as a novelist, essayist, and reviewer,
George Eliot insisted upon the necessity of dramatic representation
as the most efficient means of achieving the spiritual enlargement,
through example, of her audience (the most obvious place to see this
is the famous seventeenth chapter of Adam Bede). She admired
Stendhal for employing the scenic method.”? Implicit in an essav on
Charles Reade published in 1856 is George Eliot’s belief that the
successful novelist must possess both the negative capability of a
Keats in creating character and the imagination of a Coleridge in
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shaping his matenal.”® But for her, as for Meredith in the 1850’
realism is the only basis of art. Her later novels, like his, are less
mimetic, more a softening of reality. Both wnters in their later years
attempted to steer a2 middle course between idealism and naturalism.™

Another brilliant and unfortunately much-forgotten nineteenth-
century cntic and theoretician of the novel is David Masson. In his
monumental British Novelists and Their Styles (1859), a nine-
teenth-century Aspects of the Novel, Masson carries on the attack
upon pure realism by argumng that novels are or can be prose epics;
for Masson, the novel ought to deal with “elemental” subjects rather
than merely with daily life and 1ts comedies of manners. More impor-
tant, however, are Masson’s opinions that novels “give a more vanous
nterpretation of passing ife” than poems do, that the novel is there-
fore a form capable of as much high seriousness as poetry, and that
the kind of criticism poetry is used to enjoying ought also to be ap-
plied to the novel. Masson’s well-known essay on Dickens and
Thackeray, which 1s primarily an 1dentification of the differences
separating romance from realism 1n fiction, employs “poetic” criti-
cism in its close analysis of the styles of the two wrters Masson’s
emphasis remains typically upon the connections between mimesis
and the moral elements of fiction on the one hand and the moral na-
ture of the novelist himself on the other. For Masson, as for many of
his Augustan predecessors, the moral nature of the novelist inevitably
colors the moral nature of the fiction he writes-

The novelist, as the creator of his mimic world, is also its providence,
he makes the laws that govern it; he conducts the lines of events to
their issue, he winds up all according to his judicial wisdom. It is pos-
sible, then, to see how far his laws of moral government are in accord-
ance with those that rule the real course of things, and so, on the one
hand, how deeply and with what accuracy he has studied life, and, on
the other, whether, after his study, he 15 a loyal member of the human
commonwealth, or a rebel, a cynic, a son of the wilderness.1s

In his obsession with the connections between morality and realism,
Masson 1s clearly typical of his times, but in his insistence that fic-
tion deserves the sort of cnticism usually accorded only to poetry,
Masson is bucking a popular view of the novel—which held, follow-
ing the expressed opimons of such diverse but important wrters as

Scott, Thackeray, Trollope, Ruskin, and Mill, that the novel was an



