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[T]he analogy between the art of the painter and the art of the novelist is, so
far as I am able to see, complete. Their inspiration is the same, their process
(allowing for the different quality of the vehicle), is the same, their success is
the same. They may learn from each other, they may explain and sustain each
other. Their cause is the same, and the honour of one is the honour of another.
The Mahometans think a picture an unholy thing, but it is a long time since
any Christian did, and it is therefore the more odd that in the Christian mind
the traces (dissimulated though they may be) of a suspicion of the sister
art should linger to this day. The only effectual way to lay it to rest is to

emphasise the analogy to which I just alluded . . . . (James 46)

[/INLOFEE ] (“The Art of Fiction,” 1884) T, A ¥ 1) — - Y= 4 A X%, /h
FE TANEEBZIERD | (“compete with life”) ZEMT T 5 &\ 9 Fradtheb
NTVD I EERGICE W, NI, TANEEEEZIENL] —F ), [A4
BB T 5| (“reproduce life”)—Z & 12T L“CWZ)%%@@ZT%Z%%%T@%
Z LRI L. FROIELMEEFRZ TV b (James 46-53) 1 AT LE{EL
By, BESHOCEHE, SRS EICH L., BEICENBILATEZIETO
FURAMEFEDLEVEATEZ L, ZOZEDPHBTELVDE, Vx4
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RFEHFWIE > T 5,

STV A LAOFRICEHESEEND AL D0 dH b, T3 —
FBIX. ZOEKIZ “the picture is reality” (James 46) & B XTW5 X H 2, &
OFFHOBE T, FBMIINEBEZOSL D729 KBRS HFIEL T
WHLZETHb, VoA LXE, ZEBEHEPHFELELVOR, 2EREH D
NEZHHTEZ 202 %3HL LAV, MEZEHBHL WAL L TAK
B AEEEm PR O Y ¥ Y VBT TR, ) —20IE, YL
ZHHEH LN OBEMEIZ & BV ERA TRV & 72, [FidEo L)
V2] (ut pictura poesis) & [F§7) (10-8 BC) T/ f T —<DFEAFT 7 4
7 A ORI BRIC L S N 72 [-Z4719 7% 7 12 2 — (inter-art analogy)l®. [/)
O] D 1R0FEFERHCHR SN, Ty FAR—=)Vh - ZT T A 4 -
Ly v 7o [9F a— ] (Laokosn, 1766) T, M _EIZHE 5 Uik L Wik &
% Z 70 THW 55 AERE LT 5 (5] ~NEZE AT — ADED Y |
) U ARGEEPBE LR ELEE 2Ly Y T, KT T4 RIS
WEVEAT, BIEZEMTH I WA L SFEEMTH D UHF L 2 KT
NREZEEZ e Ly PV TPERLI-INOOE T, VoA L XFeL
ZBIZANTW WL ) TH 5D,

L2, VoA L XEZEDVTLOEERZZ Erdhiv, YA 24X
2 UNHOFEE:] 2EGE, 3 —0 v RS oA E Ry 122
FANTW 672, Yay - IAFiE, EREZRH] (Modern Painters,
1843-60) D 14T, BRZWME L [#HH OS] (“language of the lines”)D
NIZFHTI2H L EFK L(Ruskin 88), Y a—3 - Ay 1) — - bAf A3, [Fv
T 7 % —D#H & | (“apainter of character”)& L COEE % FHHEIZL T, V=
AV F=ATF A ENV) = T4 =VT 1 TR LT (Lewes 657)0
bR N—=T 4 1 E N TR O T Tl (Under the Greenwood Tree, 1872) 12
[F 5 v #JkOHEIAEE ] (A Rural Painting of the Dutch School) &9 7 %
A PV EAFIF. “I prefer late Wagner, as I prefer late Turner” (Hardy 354) & 70 L
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TWA EH I, BREBHEHOERZ W E QHHEIZBILL TS,

19tAd, DL NFPEZHN, RS N20F, BETHo72725
Vo TORTEH, FRIEEICT O Y — L L UMNGRPIEMEEICES L0
i3, 16 - 17 LT 2 %75 2 FIVTHAT L72Y ¥ ¥ VI (genre painting)
72olze 2OV IVENL, 19ILO/NHEORIER S/ NHHLEE O Rk & 7
BT BEERRTFICE o720 KRTIE. v YIVETE 19 A F1) A/ &
DOHERICERZ LN THRE L HED IV,

Vx VIV ELFE) T Y XA

F9. Vv VVEOFFBIIOW TG L TARVe ElFE B P OV
(o SREE, RREEIE, RS &R ) BIFEIC WS EER O HEE, A,
HEEEEE LABEZE SNTnd, 16, E—T)b - 7Y 2—F )8
BROAFGREZHE, 17HKICEF T 04, 75 2 FVTREO—5% &
LCEOMM AWM LTz BEIROBNEL L, AFRESE, FlokEoR
FOBEDEFATHDN, ROA V7 ) TRRFEOEENL B Lz, W
RIzHIEINYRE/ 2 TELLETBERTIIH L0 EFTHIH) &L, Ml
TR ER AR E LT,

IlHmenTwasEHic, ThsoY Yy Y VEOFK#EIZ, Ya—-y -1y
Ty PONFHDOPTEDY EITSNRT WA, ASIEE) HBHRED, LI
AN DN THGR A AR D LT S N7z 19AL, IRER-BIdFICT v &

3, FAR. i OO/ R TR L7ohS, A OB L A0 |

GONROTINNRAREE LANL Z DT IlhoTceVa—Y -2 Ty
ro [7 %4 - ¥— K] (Addam Bede, 1859) D1TENZF DRI, ZDFEIL,
) FDEEM RANBEOLR [THL - E—=F] THELAZLDIZONWT
WBRTBY, [4 7 2 FHEH ] (“Dutch paintings”)DS5 [ EEWVIZH I TR 5
(Eliot 173)0 &0 FIZEARM R A 5V FOMBRLEROLTETIEH L Thiaw
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B, BT COLHENSHMIT 5 &, Vv YVEEZEHIZENTWS Z L2
bobe i AW FEHEMm, MEEE, BREAYK 9 “cloud-borne angels,
... prophets, sibyls, and heroic warriors” 7 & Cld 7 < \HIHFFE % 5 “clumsy,
ugly” & &7 “vulgar citizen” T 5 (Eliot 173, 175)c £ DAlZ b . “those old
women scraping carrots with their work-worn hands . . . —those homes with their tin
pans, their brown pitchers, . . . and their clusters of onions” (Eliot 174) & & % &£ 9
W RKF T HRBEORTRTOEEL E2fdREFRE L TET TV 5,

V7ETIE, 4 7 ¥ FEBI R 28N - WEZT TR, TOfME)s
IZDWTHEED Fidfiit T\ %, “These fellow-mortals, every one, must be
accepted as they are: you can neither straighten their noses, nor brighten their wit,
nor rectify their dispositions” (Eliot 172)& & 4 £ 9 12, HL R & 7 B
RE#HCE, FEREMEI WL 2V E2ERITHIET. ) F2° “the
faithful representing of commonplace things” (Eliot 174) & \» 9 ¥ 72 B K
L7z, 17TEROY ¥ Y VB OFEIE, CE) 7 ) A LAO—2 DR ER L
ERDEH)TLIE, FHFETL RV,

AF) AT/NREDPY ¥ VIV Z T2 L 22 L TEAICFF S RO 7201, 19
AN o TRETH o720 FATF - N=K— )V N, PHEF I 21
VFX—FV Y&, + 72 FEEOIEMTHMREHE 25> T b L1804
EIZHE LT 5, “[Richardson had] the accuracy of finish of a Dutch painter

. content to produce effects by the patient labour of minuteness” (qtd. in Watt 18).
Y=y r Ny — - AT ME 1815FIC [ 7T ~ FIVIR] (“the Flemish
school of painting”) DM D EFT %, V= A V- —AT7 4 O [T<] (Emma,
1815023 R L. HEE L TWwWAh(Scott 235) o AT FA5T7 T ¥ FIVIRIETE O
HiFEZ7- & 2 72F — AT 4 ¥ OFijE, “the art of . . . presenting to the reader . . .
a correct and striking representation of that which is daily taking place around him”
(Scott 230) i, TV A v bH [TH L - E—=F] 17TETRALL, XFE) T
JALD—=DDRY =7 2 A PEBRILEN TS [H ) SN7WFEORFES
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HH] 2t €5 b 072,

INHEFFTABIZIOMREAS T ZAOXANZbR Ty =L LTHWE
X UNVEZZD, TOETOXE) T RALAHEEDE s piF Lo /zDT
B RWA—Z DX )T 2D EH L VI ) #2350 bk
Ve LE) T Y ALADF—T— FTHLERPLEEOBE L, Vv VIVHD
MEPTIE RV, FERLPHEOHE I A H0ME, EEEGIRERT 51
THEOFENTIER LHERBOBH, 77 v ARMISERF & ko7
ERoOMM oM, BEEOWEIZ L 5 HEROBFRO LG, BN LYW
Hemm = HERR LREBRIVFE IO A 2 FEIAELERORE, FFEoMERlS 72
O LAEELZHRICBET 2 NNOFHZ SRR L T 5, 191
AF) 2, ERPBHEOBBEIZAADHEMITEELEMPELIIH >
2o THY . )T RALDEENRAT L EBE - ORENRTISETT
HOXEWNTIILVES ),

Lo Ly V¥ UVEESTE) 7 XA OBRICET A Z O H B FEE
DELEERFF-TWE EBbN D, WFEIZBIT S “realism” ORI %, [F v
7 AT & — FIEFEREL] (OED) 12, 18564F 12 872 T A % ¥ @ [T % i)
EAKELTWAEY, YFx—F- A7 7id, 18534E7THD [V A k3
YA — - L a—] (Westminster Review)\ZHH S N/ EZL D [V
2 & ZDFE | (“Balzac and His Writings”)0Sie ) 72 L 8 L T\ 5, B2, A
Z U7 ISSUESHICRESNIZTA T4 v ¥ v Y Y ORI “realism”
DOEMNPROEND LIRD & HITHERTW 5,

Although David Masson, in the article “Pendennis and Copperfield:
Thackeray and Dickens” in the May, 1851, issue of the North British Review,
refers to the real and ideal styles of art, explaining that he derived these terms
from the criticism of painting, he did not add the suffixes -ist and -ism until

he re-used this material in his British Novelists and Their Styles of 1859.
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(Stang 148-49)

RYVIYHNEI LI, VTV RALOFER L ST R D& [RREHEE] 12
Ly bEBTESNZORZLETIUL, Y x YVEFLEY T Y X LHEED
ool b HEMNT 205 B0 L BWVIET 72,

INHDOHE. (description) & #& M|

T OVENE, 9RO A F) AT, XFHEMEER T AL EDOA TR
<L BT A5BAIC 5 E AT & 172s “a Dutch painter copying exactly
before him” (Coleridge 224) £ BTV AH L HIZ, ST I— ) v Jid, #+
TS HMEDOHFEEHOMIIHLbDEIEMIIIE—FTLHIIH D EER,
BOE DN T 283 L 0 45 » # L EN TV 5 ] (“dutchfied by minute
touches”)Z & % B\ Tus 5 (Coleridge 362)e 2D I—)VY) v VOREE R, /I
BBFFICEA L0 TE 2wt B0, Y4 AX0 [/
W] DRI ORG24 F) ATOAHGmE LTREVWIODO—2 L SN 5
(Eigner and Worth 22) \ T K7 —F - 7LV — -1 v br® [/NHIZBITS
FEMTIZOWT ] (“On Art in Fiction,” 1838) TH 5, U v b vk, 2oz vt
ATH— T4 F— - 23y MIEBORZEITTW5S, Uy b rHHE
ICLTWwaDlE, 23y MPER LAz [T<] Zho/zy v
HOFELIZIZR DD TH D, Uy b id, [ =)v7 — A (Kenilworth,
1821)% BIIZZE1F, “loosened hair and sparkling eyes” &\ o 7-HIZH 2% [#
HOHE | (“external description” ) DEFEZ AT v NOFHE AR LTW5
(Lytton 25, 30y 2V v b Vi, Vv VIVEIZIEER L TR WA, [#
DL % b DENEL AT (“attempt at the Picturesque”) X° [JEAKD R 7 v F
(“sketch of the outward man”)® & 9 |2, F&WMO 7 F 10T — ZFHEIZHNTA
Iy FOREEHIL . HOEm e HR L T 5 (Lytton 26),
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[NFIZBITBEMICOWT] THEEITREZOIE, Vv FY, 23y
b DSR2 FFEIZ, B3 &0 Rz & 9 ICHE (description) &) 2 &%
HTHoTWB R, “Description” &9 B L #37C/2tr 3 0F
BHT, Uy b rid, BIFRALDHRE B L 25RO L) IZHBRTWw 5,
“One of the greatest and most peculiar arts of the Novelist is DESCRIPTION. It is
in this that he has a manifest advantage over the dramatic poet. The latter will rarely
describe scenery, costume, personals . . .” (Lytton 29). & ZC, /NARK D& bR
TR 2 HEO—2 ARG 2, )y bk, Bire Nz 3+ 2
Bk ez Tnd, )y by I TOMEORZ I, dHE O YRR
THONZBDLIZEAEEDL RV, /IR DIH { (describe) DD & LT
Uy b rasgET T NIICET 28] (“personals”) (£, TV AT LAD
X [55%%] (335BC)T. F % 7 27 # — (character) & IEUN, 7'y b (plot)
DOFMICENZHDELIEFEFRLETHL ). LCHMBNTWAL)IZ, TR
ML AL, BB OMRERZZ ROIZX G L, HRE (events) DFAITT
HLHL7UY PEROEELLD, ¥v I8 -2 “FHICHEE DO LAHE
T SOZO%3E &%) 5 BRG % RH S E72 (Aristotle 62-64; 7
A N F L A500-03)0 TUAMFLAZ, BRNZBNTEFY S 25— K9
HRVWERTHLHH,. 70y MRS 20 L L TNERITTWD, HIZ,
Fr I sy -3, HkFr Mo E B L&D Y | 2RO~ MO R~
BT B V) BHOBWNEHEET L2 ENHHLET Y A M T L ARE
LTwbe 7UAMT LR, #O7F0Y =%, [ERIZEELVA
DEE[HSTYH, 722 ThROOIZEN 7252055 NIEVEE 2 54
WOV ERRTWSL (TUANTLA 502 20, B A\MOHE
ORI 2itb L. BEIOHWTSHSL 70y PP A=V EZITT
LEIH. LwI)blr7s,

Jy broAay MEHOERIZIE, TYA M T LA B TZZ
Oy beEFxy I 278 —MEOFIOMENEA TS, 1)y b id, /Al
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2B BB ER% “an episode introduced for the sake of some poetical beauty . . .
without absolutely carrying on the plot” (Lytton 29) & %EZ L T\ A HkIC, 70 v

MR TH o720, Tay MEFTZPIIT SR Z R [HEh] & LT
EEZRZ T Do 191 A F) AOLFWEFO—DDOERIT H-K— 5 —-
TRY FPBRTVDE LI, TUAPT LA LEBELT, ¥v T2 -0
WEETuy MEOMBREMEIZLZSDTH -7 (Abbott 130-31)e 1) v F
YOF@mICRONIF YT sy =Ty ORI, 191 A FY
ZNZBW TR T B ICAFT 2 LR 27 SHEICBIN 2. 5
HE % EV 72/, “novel of description” X “novel of character” 72 & & I
. —h. VEMOFIL TIZHEZ BV 72/hgiid, “novel of incident”. “novel of
action” . “novel of plot” 7 & & IFIEI, TWHEDIRBF L1 A F1) AD
FFam ARt 2 IR 72 (Eigner and Worth 15)s € L C. ¥ v 727 ¥ —FEIRHDIE
HOWRELRDEEIE, KEZOWEOAREHES TIERL, TORIPHE
&Nz, (U brbAay bo [EREOHE] OMRLH» S RIEH S 25
BT TW5) Ya—TJ - AV )= VL ADEHII, BFFRIDE—
kR 2 [ HE O R E ] (“the principle of Economy”) % /NI K& 5 (Lewes
658) AT RIZL > T, IRZF ¥ 77 ¥ —HEId, BEIHRIN LS
TOy FEBBICLTLEIENEZ 07072, TD L) ZWUFROLED
I o 72REDO— AP, V2 A LXTHD, D [H 2 EiE A H i)
(The Portrait of a Lady, 1881) % . 18834EI2dH A EHEFRIL. KD L H 12, Hivt

LELRF YT 0y — WX ) TWRER 70y b HYa AR L 2 W R
72L& L T C\» %, “There is no story . . . and there is not a single incident in it
from beginning to end . . . . The characters are described at enormous length . . . but
nothing can relieve their inborn tediousness” (qtd. in Eigner and Worth 15).

Vo by [NBIZBT BERICOWT] 13, TR S FiH S TR
B LTE7AG L ) B2/ hFUcBEEMN T, 7oy b EEET 2 IUR 2
Bo7Fuy—& LTEEZ MWkl ohdimo—>8 LCERICEY 5
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EERED MERF YT/ —FGETO Y M, DWTUIMHEBBICL
TLEIEEME AL LAEEOT F 0 — % HvClER% 8 U 2 #0573,
ZOH L IHEBIIBIN, Uy U ATY OB E ML
R, THeD X 9 % b @] (“the Picturesque”) &) 2 XDV S RzAT, §E
EOEOHINTF b SN Aoz —J7. WERILHOZZDHIZ, X v
Wx7+0Y—t LTHWRHEFRS Wz, Bz, 1855 FICR-H - /Ny
b, [BhE D] (“statical”) /N AR 4+ T v FHREENIZ/2 & 2, IROERR
MFUE, 7Oy b [FERWEE | (“rapid movement”) &% B & 5 &R T
W5 (qtd. in Yeazell 136)0

INFIZBT B IELRINE &I/ & 2 58X 1220 I A > THHT T
BNz 20MATIIEEE L7230 MR T a vy 2 v h — T3, 19364F 12 [FE
N, ZE B ? | (“Narrate or Describe?”) T, [ ¥ ¥ T 7 ¥ —vs. 70 v b |
OxfiL% [5G (description) vs. 75 V) (narration) | OXILIZEAT L. B AW
OUERERLLOFORE LY BFHOEEOF I A B RE L EZ T
A MT U ALR, o LRI 2 I E D T 7 R BRAS 19 AL L RS
28z U7z & §84 L 72 (Lukécs 116)o Vv —F i, 19MATICEE L 72 » 7235
OMPTFEL AR EN X2 A5 =7 - TO—R=VRTI—) - VT
SHRFEFERE T LCHFEL TS, VI —FIE. V5D [FF] (Nana,
1880) DB DY % 281F, TOHB L -HEOHEZEDO P S L, M5
LR DBBRLEFHETH LI EEZRD I D ITEENT WS, [HEIZ/NHoZ
WIeR=VEBOLLDIZL R o TRV, BrolkFEI7ay beo
IS, 723 KA T EDRTESLES D | (Lukacs 110)s v —F 14,
TUAMTLVAEMUVHIIYEL, HECxFYyI 75— 70y bEeLT
VEF—LL. 7oy FOEFTEEHFSETLEILH L W) BT, % T
TELZANYRLEWOWE 2T 2, VI —FHL, MBI (B A%
AP O L NNVIZEED S | (Lukdces 133)0 V7 —F &, WBIEIET 5 A%
FFNHUAFBWET L. RO L)Y v Y OVIE & Il 2 5o i %
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THuY—t L THOWTWS, [{EPEABTOIE, HHREOET.,
YWl #ETH A | (Lukacs 144)o

Ly 7o

INFTRTELEH I, 19RO AR TNFH O T oy —L LT
TV VIVEIRS BT Lo EBO—21k, DMHFRPHEFRD
PWEER T 0y b S L EEN. -0y MR TR
ML, 2%y VVIEISE OIS 7200 572, SO &dEE LB R
Wid. Ly Yy TOEERS LN LAN GV, Ly YAk, YU VIVl
FREE S, AEW Ak % BRI, 2 L T2 LIX ekl 3 2 35 2 Y2
Mire L. WEEREH L7 BIZIE, Ly > r 738 & SCF o5& % i
U7z ABENI AR EE LD [HICRZ 266 22 72). ZHO
HiZHh2WEE, CFREHOPTIES 2742 RETH (Ly v v T
198)0 #EHI I & % VTR [7272—20BH ] (Ly 2> 7 199) %
ZERICE L, LFRF X2 HWCRHOPTIHE S 21782 % T, Ly ¥
CZREIZ, [HE I (Ly vy 7 211) OEWEBREFIZRE L TWb, &M
FEARWICHT [WHESICRELTLE ) | WBHFET 24 2351k
THRERSNTBY ., Frld [HMo2ME I BEL, 295 IS 0y
D¥EEE ., WBICEREBET L] LW IEELY [BIRNEHIT] £oC
LE)e [HRLIEWHEEXIZRELTLEI DD 2. FAE [0EL D5
K&y —=D=2HZLNE, TAIZELTELZIT] (Ly 7 212-13),

BRI A A =2 L Z X v ) RO @E . B2 YR & B 2472 & »
I G oE, Y LB L V) BE O OEW— N5 DIX
I, W T T3 v F o VH K, 2088 % o TR RO 738 72 5 A3
L L) ERlADE T, ZITFED FEE L 20 o 72 (Mitchell 95-115)0 lilik
EMOBEAZ T AN SN TH > TH. ZORFIIHEE L LTH D
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BEONZFo T072id 372 MRERRPUFRBIL L, WEkIZRPE%
WIS L 722540 & v ) 2 v OVIETRAR I g DA EA 1T IZIE, 2o
X DHENELO5N S,

W — [7HFL-E—=F] &Y% VIVH

SIZC[7F L B F] ITREICE S Thizv, T x YIVIlIE, 18594
D ZONHOBIRFICIZ, 70y MROBEFRICE o T MTH 2G5 IR%E
kT r7-007F0T -8 LTHICHHENTW, Py YIVEOT 1
V= O TUNIOBBEORZFE S Tz ) oy M, KRBTV v v )VE
W72 T ) £ LTWeor, HRO/MHIEE, 70 —X—LRV'FD
TERD X 512, THIREDMEE] Vol b 205 8L LWL DD,
178C, NI THRFEICH REH R L LTHEF W [EFETRLEFTA
ZEH TV L EE, - - - oM, FaokEL, EhE0LosH 5 L)

FE] 2 o1E. A ROITHRLEEE S EALL 2 WIERZ BB L 2SS 2295,
D% D47 ) TEARONFEEFR L L )12, =Y+ bo/hglid, &
nd [ao L EEb) | 28E, SEEZELIEIRRICAFICEAT
Who ANHEREOT SO Y —FHOCTHETE - ST 50, 19t LI
bdHo7zh, FIIWHNDEMEIEY v VI Lol WO F)
APHED—NTHDB MNNAT A AELy ME [77 V2077 —F4
F > R (The Adventures of Ferdinand Count Fathom, 1763) OFREE T, /N %42
BIZ72E 2 030 /INBLO—N R FEBIZ O W TEE-> T b,

A Novel is a large diffused picture, comprehending the characters of life,
disposed in different groupes, and exhibited in various attitudes, for the
purposes of an uniform plan, and general occurrence, to which every

individual figure is subservient. (Smollett 2)



34

B
o
EX
ik

B0y MEKOER (“for the purposes of an uniform plan”) ¥ ¥ 7 7
y =071y b~OHEIEAL (“to which every individual figure is subservient”) 72
ERH )Yy M ERUL, TUANTLVAOEENELE HNDE 2 OEET,
AE Ly MPEZTWAE (picture) 13- LTV v Y IVIETlE RV, AEL v
AT TR, B e AR, Ty b R A5
B HRDREYD L) b D523 FTHD, T Iy bSO
IR, Yy YIVETIELRL, AELy b7 FOY—E LTHWTWS
7 A4 T O EW I OMEdh & OBENCANE ISR "3 725 9,

Fro. 2O FHERMITHERE - RRMIER % 8o 7 R ERIT 4 O M
D THERL SN T WD/ E ., WEREICDE A ED Y v VOV R O
TruaT =AW THIT DR HAIERZ 2.7 -6 235 —
. 17TEOFA LU TOERZFIH L. =4y NI, A& WL O
REIZHE ) RIS CTH AL Z A TN E R KRB L Tzl T7728m LT
V5 (Miller 75-76)o

S

[M]y strongest effort is to avoid any such arbitrary picture, and to give a
faithful account of men and things as they have mirrored themselves in my
mind. The mirror is doubtless defective; the outlines will sometimes be
disturbed, the reflection faint or confused; but I feel as much bound to tell
you as precisely as I can what that reflection is, as if I were in the witness-

box, narrating my experience on oath. (Eliot 171)

13 & A EOREER D “faithful account” D, “faithful” &\ ) WHFROFHOH
FEICHEDLEOHFIFEE L TELZDIZH LT, 25 —1d., “account” ( [F5.
(WFE] ) LWIHFEZZ )y BV TWAEEIEH L TWS, 35—,
Iy D “account” EWVI)FEDOFMH E ., IFIE TWREORHE] (“the
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temporality of narration” )% £ D TH LT w1 v bBENE RS

ik L CTWRELE & L (Miller 75)y IRD X 9 1B~ TWv 5, ““An account of
men and things as they have mirrored themselves in my mind’ is not a static spatial
picture. It is a running narrative going from word to word . . . ” (Miller 75). Y1754 -
BRI L W) NN D 2 EDTELRWIEED, Nl v Y IVE O X

ZRER - ZERR R EMCAEMT L) ATy FORREEH ST
WhH—T )y FONHIIH BT HVEFR LI 7 —OfFILIEE
[CEIRIR DY, B2 ETHEANITY 4y MY v Y OVIEOFEO B & A
I EL TR 7OPbEZBLEEHLIEH I 1THIEE, [TF L - ¥—F]

DOWFEOB) E 21k % [HiEE] O X ) %ETH L. WiEOB & Z1ILO %5
HEARHATL2IL2ESTL2I0OEOHKE, 7B FIXLaT & [ T CWRE
ZREALTV TOEERY EFEIZ, 20 Fy MZE-T, Uy YOVl
OFEIE. FEEMIZE D ARG L b b w7 o700 M

&\

pes

1737 -Z0Fy M, Ly Yy 7oL azfimostd ) v ARG EEORHE
L BIESF TV S (Elliott 9)o

2 [N BT BEMFICOWT] Ty U b id, [#88] (“The conception”) &9 K
HLZZTREr Y arybFTT0A, Z0Es 23>y T, Uy b i, [ETO
5] % THE] LxtEsE, BESRIT T2 en) MRz L, A3y
FEPHLTVDe ATy MIRITTWBIHEOAEBIE LTY v b 2 25T
b DIE. “a design previously formed”, “preconcerted story”. “a moral end” T 1) .
ANV = T =NTA 2 TET AN T A oA 7 AT RBHICRT - EL
TAERE L THE L T\ 5 (Lytton 24-25)0
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Synopsis

The Static Novel: Nineteenth-century British
Fiction and Genre Painting

Masumichi Kanaya

This paper aims to explore nineteenth-century British fiction’s
preoccupation with sixteenth- and seventeenth-century Dutch and Flemish
genre painting, particularly focusing on the impact of genre painting not
only on shaping the aesthetics of literary realism but on fueling the debate
between the novel of description and the novel of plot. In its inceptive
stage, literary realism, the dominant novelistic genre in nineteenth-century
Britain, took it upon itself to faithfully represent things as they are or to
tell the truth about the real world. Nineteenth-century realist writers often
championed genre painting as a model for truth-telling in literary realism.
For example, George Eliot, in Adam Bede (1859), expresses her aspiration
to create something akin to “Dutch paintings,” which are characterized by
the accurate and minute representation of things in nature, the depiction
of scenes from everyday domestic life, the delineation of commonplace
people and events instead of heroic and mythical ones, and so on. As
shown in Eliot’s setting up of these characteristics as requirements for
novelistic realism, genre painting served to shape and define the aesthetics
of nineteenth-century British novelistic realism. Thus nineteenth-century
Britain, in defiance of Gotthold Ephraim Lessing’s earlier demarcation
of poetry as a temporal art and painting as a static and spatial art, saw a

renewed interest in the “sister arts,” an antiquated notion which endorses the
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essential kinship of literature with painting.

Genre painting, however, was not always invoked as an analogy to
elucidate the aesthetics of literary realism or praise literary works which
aim at or succeed in, to borrow from Eliot, “the faithful representing of
commonplace things.” Samuel Taylor Coleridge, for example, laments
that “[pJoems of modern date . . . [were] so dutchified by minute touches,”
while Edward Bulwer Lytton censures Sir Walter Scott’s Kenilworth as a
mere “sketch of the outward man” by associating it with static pictures. For
Lytton, Scott’s static-descriptive passages are “an episode introduced for the
sake of some poetical beauty . . . without absolutely carrying on the plot.”
Like Lytton, many nineteenth-century critics, who, basing their arguments
on the traditional distinction between descriptive and narrative aspects of
fiction, set great store by the tight structure and rapid development of the
plot, tended to associate static-descriptive passages with genre painting to
attack those who gave priority to description over plot. This association
of description with static pictures can be also observed in George Lukacs’
famous denigration of naturalist writers such as Gustave Flaubert and
Emile Zola. In these writers’ novels, Lukacs argues, “[d]escription debases
characters to the level of inanimate objects,” and results in “a series of static
pictures, of still lives connected only through the relations of objects arrayed
one beside the other.”

The paper concludes with a short discussion of Adam Bede, arguing
that realist and naturalist writers’ invocations of static spatial paintings
sometimes coincided with the implications of their inability to align

themselves with the aesthetics of genre painting.





