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He traces this development by considering five elements of prose
fiction—time, place, names, money, and the marrator—that show
more realistic forms of prose fiction departing from the epic and
romance conventions of the mid-seventeenth-century novel, Show-

alter’s study, although principally concerned with the French novel,
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offers a valuable perspective lacking in lan Watt's The Rise of
the Novel, in which sociological, economic, and philosophical
factors are privileged and the continuous development of narrative

conventions largely ignored,
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Formal realism is, of course, like the rules of evidence, only a
convention ... Nor must we forget that, although formal realism
is only a convention, it has, like all literary conventions, its own
peculiar advantages. There are important differences in the degree
to which different literary forms imitate reality; and the formal
realism of the novel aliows a more immediate imitation of individ-
ual experience set in its temporal and spatial environment than

do other literary {orms. **

hiEE L, Andrew Wright i “Tan Watt in The Rise of the Novel
uses the phrase ‘formal realism’ as a key to his explanation of the rise
of the novel in the eighteenth century. But Watt’s analysis of Fielding

does not explain—or rather, explains away—Fielding’s use ol unro-
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. Defoe and Richardson were unprecedentedly independent of the
literary conventions which might have interfered with their primary
intentions, and they accepted the requirements of literal truth
much more comprehensively ... the historical importance of Defoe
and Richardson therefore primarily depends on the suddenness
and completeness with which they brought into being what may
be regarded as the lowest common denominator of the novel

genre as a whole, its {ormal realism,
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This approach to the movel is quite consistent with Fielding's major
intention—it promotes a distancing effect which prevents us from being
so {ully immersed in the lives of the characters that we lose our
alertness to the larger implications of their actions—implications which
Fielding brings out in his capacity of omniscient chorus. On the other
hand, Fielding’s interventions obviously interfere with any sense of
narrative illusion, and break with almost every narrative precedent,
beginning with that set by Homer, ... ®
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steals to Mrs. Slipslop’s bed ... and Parson Adams, hearing a scream,
rushes in the dark to the bedside, where, misled by the feel of the
beau's delicate skin and of Mrs, Slipslop’s beard, he starts punching
the latter unmercifully, is a scene on what cne might venture to cail
& Homeric scale”® L3~ Ch 5, e d-Th—v—@BAnd, 7
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the epic is, after all, an oral and poetic genre dealing with the public
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and usually remarkable deeds of historical or legendary persons
engaged in a collective rather than an individual enterprise; and

none of these things can be said of the novel.
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Prurient and obsessed by sex, the prim Richardson creeps on tip-toe
nearer and nearer, inch by inch... Nothing short of the rape of
Clarissa Harlowe by a man determined on destroying her can

satisfy Richardson’s phenomenal day-dream with its infinite delays.®
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Synopais

A Reconsideration of The Rise of the Novel,
Especially in the Case of Fielding

Tatehiko Noguchi

In defense of Ian Watt's Thhe Rise of the Novel, printed in 1957,
Harold Bloom highly evaluates Watt’s argument on Fielding as the
most balanced judgment. However, just after its publication there were
several strong criticisms on Watt's theory.

As for the hiterary term, Watt applies the phrase “formal realism”
for his analysis of the realistic motives of Defoe, Richardson, and
Fielding, but he does not explain fully the use of Fielding's unromantic
materials for the opposite of realistic presentation, Watt’s “formal
realism” is inexplicable in the works of Fielding, although it may
make for verisimilitude in the works of Defoe, Richardson, and even
Smollett. It 15 also to be mentioned that Watt's phrase seems too
amhiguous to show a clear difference from what the word realismi means.

In regard to the characterizations of eighteenth-century English
novelists, Watt criticizes Fielding {or his external approach to his
own characters, In Chapter Nine of The Rise of the Novel the author
draws an erroneous and somewhat hasty conclusion that Fieiding
cannot describe psychological realism because of his peremptory ap-
proach to his characters, citing the examples of Squire Western's
exagperated outrage at Sophia’s rejection of Blifil and Tom's excessive

joy at Mr. Allworthy's recovery. Judged from Watit’s explanation that
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Fielding's characterization is not only superficial but also sacrificed
for the benefit of plot, it is beyond our comprehension that Watt
calls the mcidents of the plot in which Tom and Sophia miss each
other at Upton Tnn and then Tom meets a beggar carrying Sophia’s
pocket book “supernatural interventions” likke that of Homer and Virgil.

As the title of The Rise of the Novel suggests, the author’s intention
lies in the comnection between the rise of the novel and the social
transformation in early eighteenth-century Britain, that is, the his-
torical coincidence of the rise of the middle class and the rise of the
novel there, In a developing theme of his discussion, Watt's demon-
stration seems to bhe fruitful but it proves the historical correspondence
only through the works of Defoe, Richardson, and Fielding, To explain
the decline of the romance and to make a sharp division between
the two literary gemres, it is quite inexplicable that Watt makes no
reference to either Gulliver's Travels or Amelia and refers to Tristram
Shandy only briefly. Furthermore, the fact that there is no suggestion
of the mutual relationship in literature between Britain and any other
country in the Continent may cast grave doubt on Watt's demonstration
of the rise of the novel.

To defend his work and to answer several questions, Watt put forth
his article “Serious Reflections on The Rise of the Novel” in 1968, In
his article Watt regrets the sharp polarization between Richardson and
Fielding and makes it clear that there is a heavy bias in lus hook
for Richardson against Fielding. According to his confession, the
deficiency of his demonstration may be due to heavy cutting in The
Rise of the Novel. However much Watt may be forced to revise

certain aspects of his theory, The Rise of the Novel is still certainly
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one of the most invaluable and noticeable interpretative criticisms of
the early eighteenth-century English novel. But Watt's inductive and
dialeciical theory of The Rise of the Novel provokes or revives

lively controversy.



