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[. MRS Bk

NREBY by, Fieldingo] (RE o ¥od Buke 98 ghgt
A% b AL A 948, AAF JFE EFeEd A
(The great art of poetry is to mix truth with fiction, in order to join
the credible with the surprizing)Vo] 2} 258%S /R 7A H L4
718 A& #, oln AAS gtz & 4 doh. zEd, EA A 9y
ol Ao HEEfby, 204710 o2 Ao} o] FoIAA et F ol F
kel &L A Z FAAY wied Ay AAdz Yoz & 4 9
& Ao,

2 e, adFze #d - A% AUAFY 245 9AdgE
Aol Hedstel, 248 ERMEF (burgher epic)? 2 w3, G277

1) Henry Fielding, The History of Tom Jones (Chicago: Encyclopaedia

Britanica, Inc., 1952), p.155.
2) Harry Levin, The Gates of Horn: A Study of Five French Realists(New
York: Oxford University Press, 1963, 1966), p.56 ff. 2 Malcolm Brad-

bury, “Novel”, in A Dictionary of Modern Critical Terms, ed. Roger
Fowler (London: Routledge & Kegan Paul, 1973), p.128 3 =.
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ABHEA QRN H 24E BARAY FL BEKH APIA 24
F29 44 LA - 4o e Qe Foloh oG FFE HE.
&= ¥ 752 Harry Levin(The Gates of Horn, 1963), Lucien
Goldmann (Towards a Sociology of the Novel, 1964), Georg Lukécs.
(The Theory of the Novel, 1920)5-¢ & 4 & o]t}
de s, oled 249 (B FYRFE Foldh o 33
B x5 2 4 Lubbock (The Craft of Fiction, 1921), Mark Schorer-
(The World We Imagine, 1969), Wayne Booth (The Rhetoric of Fic--
tion, 1961)5-0] YA, ol 5 AAY £4& shte] HRAIA AA
2 23, o] AAEe] FEH e AUe $ATH - doly FEA4E I
AZA AUeld £4 - AEsF 2 Db
MEY A% 3, 53 249 A%, Arstotlec]d] Aol & BRE
2yl vl by oAt 449 plot, character, structure, mood%-
& 4 - BEAEE Pl AF Flelskz % 4 AU, F
QroE £4¢ #9 553 d44d AER B2AAGE A4, £
o #5¢ 7oh 2 olfE 4RI 2L F2A - 94 4en B
fEgel s W 9T F, 9EEY Ax £ 559 FFAd 44
o AL Wz o, £ 2¥A X3k wEbA £4d A
Ae dgd duldd A F 2L AdlAY dEEd = dA &
9 ag e e Tl 3957 dade on Al 3
o) GahAok T AUA?
ol 2l &t MESHEL old Bkl A ¥, (Exez d 8348 FFEH
(comic epic poem in prose)a] = Fleldmg—»] M%‘iﬂﬁ% 2 BRE 2] sla
ootz & 4 glth. v “comic”e] “burgher”st FEE A g o,
i"%q :1"2_24 Rl A 8 iR wBEy frES R & 5 A
< Aol
3) ol gl EFL, & /NFHe) BB e A¢ 28 AR, oA
A o] FolA IEBRHFEES Kol el Hd AHolste Wy AddlA
T Fepdch. 23tx=, René Welleks} Austin Warreno] FFEIGA R,
CRERol RAAE B EBEHS HFES Fd 2 ERS W vz 2
o, Brye 2y BEez} 84 44t ) (Literary theory and criticism
concerned with the novel are much inferior in both quantity and quality
to theory and criticism of poetry—René Wellek & Austin Warren, Theory
of Literature (London: Penguin Books, 1973), p.212). /piR=CE9 E?ﬁ
k- ?ﬂ:rﬁJ:-% RERL Wl et s, ol & FES AT =Hel Ad
#E 94 4L Philip Stevicke] B 8 The Theory of the Novel (New*
York: The Free Press, 1967)¢ “Introduction” #z.
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vtz o] 83 #Ao) 4], $-2l+ Lubbocke} Boothe] (telling and show-
ingel AT o] FF 71294 B& + 9k Aol Lubbock
S Boothiz thate] &Alol 4] telling?) A9} showings] Aol 4]
AR = 27, A F3H 98 Fde 4 AAEY oJEE A
Ad Ir7ks g o] Fel A Lubbocks} Boothr} %3} showinge)
Ad 3 telling?] A P& AES] 224, FAT F7 od gz
INRERY BRAE AFRRErtE FH8m, ofgd 2 FEEAH F
oA & ¥ld 2OE g

I. Lubbock2} Boothe| tellingl} showing0f CH&F =2

Lubbock® (el 2he] & AEe| A8 whatrhr 2, LA AE G4 - F
Z o A o] FFHolof &) (Form, design, composition, are to be
sougnt in a novel, as in any other work of art)¥ = FH 35 ¢}, o
#HE AL £49 49 97, §F 723 549 EA4F d48%44E
2 Fold 4 Uk

@, 2o e, 249 Fzd 54¢ dAsz, o A
= o), “dramatic”, “pictorial”, “scenic”, “generalized”z}= Lo]7} A}
£5A %g F ol ek ol ® meta], Lubbocke] £48¢ 7
B3] HaAE, o &olgdd A& oldlst AFgselof & Aotk &
3] “showing”e] = M7 “telling”e]eh= o] AL B, ¢
= “BIRY” (dramatic) o] 2= M d 7 “HEEHY” (pictorial) o] B A& o]
3 &l ok & Aolr}. Lubbock® Flaubert®] Madame Bovaryd) s =3}
A, 747 g 2ol FAY A Rkdtz U

...there is a pictorial manner of treating the matter in hand and there is

also a dramatic. It may be that the impression... is chiefly given as a pic-

ture, the reflection of events in the mirror of somebody's receptive cond-
sciousness.®

To receive the force of the contrast the reader has only to see and hear,
to be present while the hour passes; and the author places him there accord-

4) Percy Lubbock, The Craft of Fiction (London: Jonathan Cape, 1921),

p. 9
5) Ibid., p.21.
6) Ibid., p.69.
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ingly, in front of the visible and audible facts of the case, and leaves it to-
these to tell the story.”

Bige] H=)ubwle] ol 2l faEAy Ao 24, tellinge] HASE
Aolth, #, #E AL EI AHwygo s, showingd] A S =
Aol

INRFRE €A ol AW EBRE E.Y WA 242 4
Hog (A o T3 33} (the fictitions picture of life)¥ 7} =
S st 9ok 2 olgE (P welE 24 GRed & gk RAn
o G4 o A 4EFAHA ALY FE AR ddF HE T
QA Bt AL wEAERY w) (It is the method of picture-making
that enables the novelist to cover his great spaces of life and quantities.
of experience, so much greater than any that can be brought within.
the acts of a play)i®e]s] = Fo]c}. o Yol7}4 Lubbocke the3 7
o] F3gttt.

This [the novelist’s reflected picture of life], after all, is the method.

which is his very own, which he commands as a storyteller pure and.
simple.!V

28} FA &=, Lubbockr} fg3EE Hkg ARoE wtE2z$ Ao
2 A g d gk F, @EN FHikol ¥F £ A dAA
Rolz {3 A FAol F&38 Aozt Az, e F5H]
. oju) - Fu)F e Aoz AztE o] of gty (picture is to be considered
as subordinate, preliminary and preparatory)!?& A o]},

a2 olfE H&FH Ath &£A4UE, (é&‘-‘q 744> (the intensity of
life) & =27 984 FFA7 22 Q' FLE§ Folod AsEHE
= o] F7]) (other arm, thke one that corresponds with the single

7) Percy Lubbock, p.71.
8) E. Staiger, Grundbegriffe der Poetik, Ziirich, 1956, S. 209ff. 3} =.
Staiger/l 2315, =ty $FEEROl g AT £4Hd HYE 7T
3 Aolwd, MEaERY FEBH 94T Aol A £8BHE 2F
d9 dohe HRe Fad FHE Adc. ", FFEERS BRM B
. E7F pifelgtx & 4 it
9) Percy Lubbock, p. 116.
10) Ibid., p.118.
11) Ibid., p.120.
12) Ibid., p. 269.
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zarm of the dramatist)1¥ & A}&g) o} &lr] # Fo]c}. o] sz ZE Hi
) $9e AQsE A vh o] wel Beqol 93] Lubbocki
Sgs o] Ba . 4R,
Inevitably, as the plot thickens and the climax approaches—inevitably,
wherever an impression is to be emphasized and driven home—narration

gives place to enactment, the train of events to the particular episode, the
broad picture to the dramatic scene.’®

zv Bl e 2 g gAE Zx glod, 2 ¥AHels
Fold A& AP WA - Aol wEM Wl v F9 F
£ ek wekd 247te B 334 el 2R e 5
A "Ag. a9, MEE A2 294 Aol & ¢ gl

23 b, Lubbock: ¢ The Craft of Fictiono] A, th-29 =<0

»

¥ 4L

mEsl=o], “telling”, & “picture”’ ®.t}:x “showing”, & “drama’& tj
=

e AU

...the art of fiction does not begin until the novelist thinks of his story as
a matter to be shown, to be so exhibited that it will tell itself.'®

ool e W ArtelE, dramae] )8 picturert %3 & AAA
< A FEsT gt Bed AedlA 2& & 9.

...in one case the reader faces towards the story-teller and listens to him,
in the other he turns towards the story and watches it. In the drama of the
stage, in the acted play, the spectator evidently has no direct concern with
the author at all, while the action is proceeding. The author places their

13) Percy Lubbock, p.118.

14) /pERAIEA el (EAE A9 EARD (the meditation of a special
expositor—%, M#EK HuE)d vl& (A4 FH) (direct presentation—
Z, Blf kel e 9142, Lubbock® /3 LIFTl =, ol= Ford
Madox Fordi} Henry James% -461]4 B8 QA= gk, F (&4 7}
E Fodo] dojytertel A “SAoA wHild FARGE 2 AAL
F o2 ukEoe] Folof Bt} >(The novelist was not to “tell the reader”
about what happened but to render it as action)® A o|c}. uty w3
zougs FAdA rAFI] #etd) (before all, to make you see) 4
A7te 248 Aok ddhe Aotk AAE mFE William K. Wimsatt,
Jr. & Cleanth Brooks, Literary Criticism: A Short History (New York:
Alfred A. Knopf, 1969), pp.683-684. 3 =.

15) Percy Lubbock, p.118.

16) Idid., p.62.
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parts in the mouths of the players, leaves them to make theirown im--
pression, leaves us, the audience, to make what we can of it. The motion
of life is before us, the recording, registering mind of the author is.
eliminated. That is drama.l?

&, iy Ed 24 =4, Aot A A AAEY, @8N Ak
+ 27 Hdd, SA4 FrblA A& A1LolA && F gk Aol
uh] akel GEHENY HES 2N F7HE FF Sl Fz=s4, A
YA Bl Fo] HA A RE}) (it (pictorial method) drags in.
the omniscient author and may make him exceedingly conspicuous)'®
= AAL 9z Q& Aojdl,

AA e, o5 B2 RS £ 9, =z A9 3o
24 2YF % 9% BEMY Aok T Aol Lubbockst Flau-
berto] Hja] =3hd A <A EA domdA, $E2 FodF A
ZAl AelA gAstA] §o % H}B}f BfEMR 27E (“impersonal’
writer, one who keeps in the background and desires us to remain.
unaware of his presence)? gl T o] FE&z 9= Ax o3 o
Zroll 2] o] gl E ojof & Zlolth. 22y} Lubbock A4Ale] (EAA4A<el F
7bete gg Ao 2 el AL ohth 2E AAY IHRHS
Ael “EAGEN S TN ‘B et 2HE AR . &
(2E9 =7¢ AR #F3te A, 238 fitksts Aol Fed 24
T 84y (dramatizing them [their feelings], embodying them in living:
form, instead of stating them directly)?® st= A7} &4 78l Aol

471, Lubbock= 33l o] 72+ AAL F33817] g4 gk
7b Badte FA5% Yo 0161%} Bi$ETol, Lubbock®: A9 44
Z9] o 3-E (chap. 9—chap. 15) & Mk HEHEHS 49& ¢ uixy=z
9}, Lubbocke] A £+ 3 (ﬁ%ﬁ) (point of view) 3 ==, ulzm.
ol 2] & Bkl EERMHS 497 13 Aok W

17) Percy Lubbock, p.111.

18) Ibid., p.120.

19) Idid., p.67.

20) Ibid., p.68.

21) 7%, Norman Friedmano] %3 %, (Lubbock: Fuldatslas A3} K-
H(E, BE)S 93 oz EEk d8 BOg 22 A4 (Lubbock:
was concerned with the point of view as a meansto a coherent and vivid’
presentation—Norman Friedman, “Point of View in Fiction”, in The
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Bootho] tellings} showinge] @3t =ol& ulz olA7tx] AEF u}
9% Lubbock®] showing EfFe] w3t 3]&jof A A Z= et

Percy Lubbock taught us forty years ago to believe that “the art of fiction

does not begin until the novelist thinks of his story as a matter to be

shown, to be so exhibited that it will tell itself.” He may have been in
some sense right—but to say so raises more questions than it answers.??

Z, Lubbock®] 7% B & o], B FArte v]grhge] (A
S o)A} EMEO A el el AAA EHE H sk
2 ojw TR 43 7D (“objective” or “impersonal” or “dramatic”
modes of narration are naturally superior to any mode that allows for
direct appearances)? o &, A x| o] showing? 43¢l Ao telling
£ wldleael Aoz ¥Rk Booth: old Ao IFAT F Aoe
Ao}t Boothe] 98tw = oJW showingos] W& FAtel= ET8hz,
telling &< (direct and authoritative rhetoric)?? & ZA3 A=A A
2o Aot WA tellinge $24 FAL & 9ol ATel 22
o] 2= F%el 48 AAH AE7} Boothy 2 FAoHe Aol

%4 Booth¥, economyZ )3l tellings} precisiong ¢ & showing?]
EA %, Decamerong EAdA, vlmdz JdAYS, d7edAx
telling®] F94¢ T34tz o

...economy is at least as important as precision. And the economical

method of imposing her [Monna's) virtues on the reader is for the narrator

to tell us about them, supporting his [Federigo’s) telling with some judi-
ciously chosen, and by modern standards very brief and unrealistic, episodes.”

A, tellingo] $4 gl3 v}go] showinge] 7] = e, ($+
HEdrE 2 HENE FEF JNE 2z b FaT ek E
o] Z3] 2 £ Qlth) (we can move to the most important episode with

our expectations dear and—in their own kind—intense)?® 3 Booth®:

Theory of the Novel, ed. Philip Stevick (New York: The Free Press,
1967), p- 117D & 5 Y& Flolrh

22) Wayne Booth, The Rhetoric of Ficton (Chicago: The University of
Chicago Press, 1961), p.&.

23) Ibid., p.8.

24) Ibid., p.6.

25) Ibid., p.10.

26) Ibid., p.12.
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38,
2@k o £ tellings] o oA 2¥A FAH] FEA?
Boothi o] & 4747 ZwlelA AEstz 9ok
) AAFAe A, 2 (“scenic art’y o 2AY el P B
uL-s}-ﬂ-“% a4o) AAAZe|Aolz “scenic”d oF 3] W Fe] AYEL
gglel (Frrt oW dwem @iy 2YAL A3

(How can an-author achieve dramatic intensity?)?"e]] 342 7] &-9olt}h
= Aol olo] W s AA o2, Boothe AT ke wem 7
] A8 AA AAsz glE vl tellingd] st FAeo] LgdFo] =¥

wa gheth

“How can an author make sure that his most important dramatic moments
will be heightened rather than obscured by their surroundings?”“How can
the author insure the greatest dramatic irony, not always, in all works, but
whenever dramatic irony is desirable?” “How can an author maintain sus-
pense ...when ...he really wants his readers to read through to the end?”

“How can he prevent a sentimental reading of this character or a hostile

reading of that one...””®

2) &Aoo A8 objectivity (impersonality, detachment, disinterested-
ness, neutrality) 7}=z: Z7}r} tellingg 314 2w, dutd oz Az
EL ZEo ARAo] A= Aoz AAgH. 272, Beothe] 9
&=, “author”¢} “implied author”o) o} TE& Fo Fx &7 =
2ol 47 289 & Qe Aolwh WA 2= oFeF Po] 2,

It is only by distinguishing between the author and his implied image that

we can avoid pointless and unverifiable talk about such qualities as “sincer-
ity” or “seriousness” in the author.?”

2o o sh, (e ek FolR ZES] e Ao uletimplied
author® F=z& ¥ 4 9lcb> (A great artist can create an implied
author... depending on the needs of the work in hand)¥3& 7o)t}
o] implied authorzt: 71332 tellingo] ARAA L 5317 218 A4

27) Wayne Booth, p.64.

28) Ibid., p.64.

29) Ibid., p.75.

30) Ibid., p.83.

31) Wayne Booth7} @t n’nplied authorzl = #.&E persona=t: #&st R
—3 Aow B 4 9l o]zl persona HAY HEkE FEEL & A
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Aol HE Aol & & Uk
3) AAE & FFL A% FA EdE 59 od AeAE,
(%424 (pure fiction) o] Ert5diets A 23 ¢F4Aol wiEh
Agrte) ALL Foulstde FFo2® o AAT F & Ao
web ] Ao A o] &5 rhetorice] W od A uwh, z¥ohd L&
tellinge] & =25 s + g o=t

olgt 7L R Tel Boothi tellingd) A =g A= £4&
Axstz g, =2 A DA ZA tellings] g % summaryr:
commentarys} ZEFo] wEAE EE #iEd AA2ad Aol JFE
Booth¥ FE3tct.

o

To treat it [commentary] as a single device is to ignore important differ-
ences between commentary that is merely ornamental, commentary that
serves a thetorical purpose but is not part of the dramatic structure, and
commentary that is integral to the dramatic structure....?®

o]o] 4] Boothi= Hilfy #Eiko] A ¥ g3 commentaryt summaryE
Bl o 2y, A9 tellings) Fo A& stz It FH o
Z Zo] ¥y]a A, $A, commentaryl} summaryE AF&3o m A,
EAA AL ¢ F gA HE wh o]z dd L3 AH F
A9 A AE AGAAZE F JotE Aolth¥ =, commentaryrt
summary$} 78 @& wl3dl narrationo] G0z A, HE ironyst
A5sttE Aol ® o F v © EA, AdE AHAINAY, =%
9L ¢ xdy] s A%, commentaryr} summary:E FQ3chE Aol
o},

Booth:, =A9] #F7LEe] direct commentarys} o ALdde= A
& A, o]% FANU AR oz kAN oA L5ty FYrte
e FEI/E G§rh¥ 2 commentarye] W HHEE AHEH A

2 AEL 23 EA7 #EHRAAE FA7 AoldE ol A& F Y=
Bsgdl Tt Gareth Griffiths, “Persona”, in A Dictionary of Modern
Critical Terms, ed. Roger Fowler, pp. 141-42. & =.

32) Wayne Booth, p.109.

33) Ibid., p.155.

34) Ibid., pp.172-73.

35) Ibid., pp.175-76.

36) Ibid., pp.177-78.

37) Ibid., p.202.
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A %ol %ol wata & direct comentary® ch o o] A<Lalch
L 2% AU gEULE AANI = AT olE BE gty
#E) WIS 34T A4E 739 Lubbocks] YFFE FHE
AolA%, obrba tellings] W AFAe SztwE wold
sie¥. v |

Tellinge] @& Boothe] oj2ldt ATFdel 3%, 72 3o telling
© 249 showingo] o}y showingo 249 tellingo] Bat EA7}A ¢
A s, -

o d LA FAE b st TRk ¢ AL, Don Qui-
zotes] e} HRA Y3 hed e Aol

..the telling is itself a dramatic rendering of a relationship with the

authors’ “second self” which in strictly impersonal fiction is often less
lively because only implicit.3®

%, tellingo] Z7ke] “Flo] =lo}”ele] Ao wiat gk = AAQ
357 debe Aolrh. o]2]3t tellingg showingo 249 tellingo] gtz
T F Ye ok FH o] AgelA “Ao] Ao}’ st implied authorz}
A #AHE Aolgdkz & 5 . oA, Boothd] tellings]
& =49 fAFe ¥tz o] implied authorzl: 7jge] EA 3z
9] o}, telhngE implied author®} H#AlA drigto =4, tellings A
#AE g3t ve d, Booth 24 £9 A7 ez & 5+ Id&
Ao

& r[r‘

P
E

I. ok=2 : &S X0|HI} ZEH

7+, Lubbockd] =) 2 <Az Z A4-& HAEE Aol Br53e
7] g, wapd Mol dlgd 4 sl ¢lrh)(an art it must be,
since a literal transcript of life is ... impossible)4=, 4o 1<) w] &
A Adehe TAS 25 gREo G FAE $dE 4494 @2
71 & Aolth. F, Eliotd] wefz, S dlsFFe] I~ -HOHH
L (FAEE FzFH W= H A (the mind which creates) 3} (aLx] sl gl

38) Wayne Booth, p.196.
39) Ibid., p.212.
40) Percy Lubbock, p.10.




7t (the man who suffers)*) 2lo]o] ebwigl Eels} o] Fo]zjol i
vh, 24 = dgoly] AL drdA Af2e F A
2 ol $elo JaAe], 24T A48 WA A
Nz =P HEKE Y5T & A7 BT

A4, Lubbock® Booth® BE o] A& %o Fyul Aoz It
Atk 2o o] F oA, olAdAA Aoy vk gol A% 2 #
A& e sz 9.

4, Lubbocke] ojdlwl, o] Azglzte] Fu=lzw FE9 HEH] &
297 A4, FEE F2T €0t FE GiR) (foreground)
o zeVAE 9= Aolrk, walAwl Lubbocki: #E ] imper-
sonality® 7% & 4+ 9Aslsl Aol =}, Lubbock, ofv]
el ARG wpek o], o SolT Amiaviz WolSolx Bz, Hl
#oHe Ade =@ W showingd] wol 2EIA B¢
sl sl

g3, Booth Lubbocks} =919 g e 2 TAs e tellings] &=
< o] &3tz It 2 Y 2 94 &de] q &0l 9T 2AL 44
374 &% 4 9sith @A, ov] Axd vhsh 2ol telling S implied
authore] wrolelet F7-2 Booth: 3l =}, o] implied author
Ade personacte AW YB4F@Gw ¥ 4 & uw, Roger
Fowlers] wh-g A4 & $58 g7t goh

...the real author assumes a mask, or voice, distinct from his proper

character, when he writes, so that his own personality is not answerable

for, or relatable in any simple way to, the opinions or allusions which a
reader may derive from the work itself.4®

implied author &.2 personas} zZt:& o]=] gk
0249 tellingsl v}3t Boothe] =t i3l 7z wel B 4
9¢ Aol

2719, Lubbocks} showingd] £w1& Fzsld o] & o) 2alsiy g

41) Thomas Sterns Eliot, “Tradition and the Individnal Talent (1919),” in
The Norton Anthology of English Literature, Vol. I, ed. M. H. Abrams
(New York: W. W. Norton & Co., 1662), pp. 1504-05.

42) Percy Lubbock, p.70.

43) Roger Fowler, “Author”, in A Dictionary of Modern Critical Terms, ed.
Roger Fowler, p.15.

-
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3 Booth7} telling®] &5 & Hzdlo o} & o] E3letd Yl Aol &=t
9 Ae)Hoz AHE ¢ JAE B A EFFozAY &4
o 9% Fgsty Pote Held 2 FEAH Fotd  J& Aol

w2, dEFEoaAY £Add da FAEH A #H3 R,
Lubbock: gfte] #iEAEel o1k EAeol Addgsiolel vtz 2,
Boothi:= telling®) rhetoricaldt Z=io o3 HAHo] Agsojor vtz

nore Aolch. A tellings} showing?] 7de] o g Lubbocke} Booth
o] Z27¢l s}o]E Lubbocks} showinge] ZFwmio] A& dejdgdE
oz wEdz 2 ¥ s, Boot: telling®] Zwle] £4¢ dojde#
Zoz wEthz 2 d b e Lubbockst Aelat ojg7bx vt
telling?) A< d}Hez AAsz e Holzsz & Aozt
Boothr} tellings] Zwio] 4-FHols] HalAE EEy +2o) 2L T
Aol Hejol stz =3 showingo A9 tellinge] slejof Atz 3
Pd AL BF 7ergithdd, tellings showinge 4xugA <l Zo)z
= ¥ 4 gt} whehA] Lubbockd] o] 23 Boothe] o] = ={ 43 x
@49 Aoz T 5 9 Aol

o] 1=, Lubbocke] o] 8¢ HEs}ct ®ul, Jamese] ZFo] Tolstoy
1} Balzac®] ARt Held EbE BAETz #4], Jamesrt ¥ $d
g Asletz & £ derteEe 9 e %%"] %e F o e
A 2% Lubbock A48 (BE A&Eol 7AZoz EFA X3t
Gz QARAD, UIhE 4udel FRaglsl A 1Rel FA 5
HA &= A AY Bole £4¢ ¢ duh) We know of novels
which everybody admits to be badly constructed, but which are so
full of life that it does not appear to matter)* 2l W& FE&of
g Aolth, Boothrb (A7t S 7 AEZAEE o] F7] A& F435HdE =,
2 gAo] Az =E4 AFH/AA ZTE A7H e EF £ H A
g, 2 YuEe Aol FFE W dAY ATl =2ve
Z1o]t}.> (When human actions are formed to make an art work, the
form that is made can never be divorced from the human meanings,

including the moral judgements, that are implicit whenever human
beings act.)* &z 23 < @, 2% Lubbocks} w}t7lA 2 24 o

44) Percy Lubbock, p.10.
.45) Wayne Booth, p.397.
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g Faed 2o Wzt A8¢ 2%z 93k Aoz g
A% 4l ke YARH 298 WA DAl T Al T
% AgA o7k 2E WAREL A9, $9 =

[<}}

227 Agstz AAste]oF et v ek £t Harry Levin
o]#}E7} Lucien Goldmann, Lukacs, 4 #] o] Leon Edel*®2] £ 424
F2aA @ + A= 47 vhE drlel Fole Aceh

46) Leon Edel& /giel o) & #3FFe] Sloa1A fE HiEe BEROT e 52
AL AEHUA B4std Fx givh. Leon Edel, Literary Biography

(1957) #F=.






