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‘Problems in the Criticism of Fiction’
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Percy Lubbock (1879- ) ik, FoExFE
“The Craft of Fiction’ (#Jfk1921) %, RN F
ETHH T\ 5,

To grasp the shadowy and fantasmal
form of a book, to hold it fast, to turn
it over and survey it at leisure — that is
the effort of a critic of books, and it is

perpetually defeated.

St ‘a book’ (3 TEMNOTIEE & o 12/
NERTH D, HOLILLYEDOLVE
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BEGOW IS Foe ) X LT, HIFERE
FoRMBEREET 200 T, icb, 1
GO FAEMME LD B, FAZZ THEELBX
TwbDlE, 20k 5%, #FHERXE2» ) TH
C#5E5 ) WoE ) HeflifEic >wTTiE%
W, HEE RO/ B b 5 EEROBEREZ
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BALZWILIZT b, XFELNEEPLEE
BT BELE, T ORE L LRI RS HL
v, BARICREMER LEMmE & 52T,
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HE»LNERNTFRENDE, £F, Henry
James (1843-1916) »HER &5 L T4 5,

A novel is in its broadest definition a
personal, a direct impression of life; that
to begin with, consfitutes its value, which
is greater or less‘ according to the inten-
sity. of the impression. B.ut there will be
no intensity at all, and therefore no value,

unless there is freedom to feel and say. (1)
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Fiction’ (by Cleanth Brooks & R. P. Warren,
WIIR1943) Hdk B, ZnE—HE 2, ‘Fiction’ (J&
HOIB) BROL I REREA T B,
It‘ is é sfory, a made-up story, about
characters. (Even when the ‘characters’ are,
animals, it is the human trait read into
the animal which makes it a character
at all)
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But the trouble with this deﬁnitiop is
that it is too easy, toé simple, and throvs}s
litﬂe light on the stories ‘which one en-

" counters. ,

% 72, EEBROMEk “Technical Problems
and Principles in the Composition of Fiction :
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characterization, setting and atmosphere,

—A Summary’ # 7% 5Tl

plot, style, tone, symbolism, theme. # D &
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HomFEIz, EEECRECREES L 5. T
B ORI — 1R b BRI b B S iR
B, <(BESMOTSE e L BRE R
BEAOF—ME> ‘A unity in which every part
bears an expressive relation to other parts’
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Tr. BT, B—EH o HENEIIC R38N

W RRENOERL 6.

PeR UNBLBTO 247 v F 5 8% &) X,

% 17 4) Bl S HTARAR AT (Interpretation)
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7 New Critic O5eETH 5 7217
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o NBHLERIZ /R o BATE T
Bk MIFREGHED L) LT EEAD L
T, TN BERETH B,

P.Lubbock n EZE 211 3 & | HEAFAY %/

=k#13 ‘to recreat the novel in its right form,

WD TIE % B D

the best form that the material, selected and
disposed by the author, is capable of accepting’
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(1) Beginning and Exposition (E&H L &
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(2) Description and Setting (““E#mfr)

(3) Atmosphere (BEHSA=4&EKN &) Z 1L
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(4) Sellection and Suggestion (#5 7EIR
& HHE)

(5) Key moment (= The moment of illu-

mination) EEOEKEZ BRT 20T

2EM LS ERT., (RR—T=EE

TROBE) v
Climax (TEz) 3#43 2 XFL8y % 71 0°

BEOBIRICET BH5

(7) Conflict (xfariy7c AREIRAGR)

(8) Complication (B#) 7o v + NEIES
BT 27200, AMB L UFEHEOTER
BThb, UAA, Conflict XBET 3,

THIRE & 13, BUEYED & it~ B
LAY IRELY LT, ) EH)
Th 5 .

(9) Pattern or Design (#:NEiixZF): 8§
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{10 Denoument (#5F)

(1) Character and Action ( A%y & =4+ B
12) /NSHREED ‘action’ 13 E—ITBI Tl
%K T, L EKRE L DEELATE)
EERT 3,

(19 Focus of Interest (%% @ Bk i)
(13 Focus of Character (#:5%4T5N 5
Np) B3 L OEFEAR EBIRS %,
7a ey b 0BT EHHEERIC L - T, B

DIEAIIE AN b B, |

(19 Focus of Narration (FGREE &) WEES
k> Point of View’ (#1.445) # EKT 5,

(15 Distance (FEBERE) 1EE LB A E D
PEEE. O % ) {E& 9 Detachment NFEE %
BW®T 2,

(1) Scale (BIEHHE) #F T 1E, fEMDOEK
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BYIRENREICEH LI B £ THO NP ORIFE
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DA E & 12, The fictional “time”
U e dpn THERD ) & L TEHEE L B,
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6T 2 HRESOEETH b BEHLD
AR L, BRFR LD b FIROEH
FEirEmv, BB LGEIoME L 21
BEET, FROBFRLEIIZ 5,
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DS EHEBE D% bz, Plothsd i b T
wWhwnld, =R BRLEL0T 5, G
Z/hEIC £ i3 Plot & Character i3/\& %
BT 5 o0 ERELBEETH L, Lo L,
DIREETADREE - b IX, A A, Plot
ERBL 2O TR . AXEHOREIR,
‘How Plot Reveals’ Tk %, ZDRjE &R
Bz, LESP.7T~-8) L TLN T3,

FEOEE & 'How Plot Reveals' s &
EHACHLNBpEE, HLEHED ) b, AHE
»Ploto Mt Th 5 L HHAT 5,

(1) = The beginning of a plot action;

-
—

(8) = The middle of a plot action;

(6) = The moment which is the point of
highest tension, the moment when the
story turns toward its solution;

(7) = The attribute of complication.

(1) = The outcome of the conflict, the
solution to the problem, the basis of a

new stability.
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EiRnEE My HER. (NoBeaE2kE, T
~ T ‘How Plot Reveals’ »f@#siicit 3 T

b EEENOERENOBEHATH 5,

5 AIFEE % Plot Action o #kFeIE IC %ig
LT, E5I1)»Plotnfsth sz & 2
BLTB,

Plot="{(1)-+<(8)+(7)>+(6)+00 } x(11)
Rl % B R SRR S g TR KRR
LR, BRRROTEMI L TiEH 2 &,
FZeum - B - TH - TR - #5K, &% 3,
— e
(1) (8+7) (6) (10)
w3 X Cleanth Brooks & Robert Penn
Warren 13, Plot icf L CiR#l) /N8
HWRLTWS
Kicwgapr LLBbsniz, New Criticic
BT 3 AR5, KVIZEGT % 13T Dlmgery &
Symbol NIEH »¥RIF T3
ZnEH o ‘Glossary’ 12 i3, T s "EEICD
CCHE LB bR T3, HE (3) »
Atomosphere & |

(9)Pattern or Designiz, #
NLENEINZETORAKZETH 5,

MR 12 INERVE 512 D v T o Interpretation’
LM T, Imagery (£ NEFFHELOKHR
1%, similes & metaphors) & éymbol 2, ¥
s T s, HARBERLTAL S,

(P.190) ‘Araby’ by James Joyce o f#RH#L
LT, EAROLELMET B chalice’
(EEFR) iz o> T, —The metaphor of the chalice
implies the same kind of precious secret
triumph.’

(P. 192) ‘Araby’ iz 2w — The story does
not merely represent a clinical interest in
the psychology of growing up — but is a
‘symbolic rendering of a central conflict in

mature experience.
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(P. 251) ‘Old Red’by Caroline Gordoniz Bé
T 3% % » T — Why is the conclusion
with the symbol of the fox more effective
here than ---------- ?

(P.317) 'The Fly’ by K. Mansf.eldizBg3 2
& % ¢ — Can the struggling fly be
regarded as a symbol? If so, of what?

(P. 352) ‘A Rose for Emily’ by W. Faulkner
DIEFHETED 2 T, Miss Emily & 20R &
DXER L BERESFE ) FoBBRICHE I N2
k122w T — Whether the picture is a re-
membered scene, or merely a symbolical
construct, this is the picture which remains
in the storyteller’s mind.

(P.354) i kA mo#Rn %5 T, — Look
back at “R. M. S. Titanic” (by Hanson Bald-
win), “Old Red”, “The Lottery” (by Shirley
Jackson), and “The Killers” (by Hemingway),
in the light of their general symbolic signi-
ficance, Can it be argued that the present
story, like them, has a more general signi-
ficance—that it is a symbolic commentary on
our society?

(P. 74) “The Lottery” N fEFRMFOMED %
T, Bti7Ze ‘conventional symbol’ & . %5l
BT 2 3028 % symbol x
A DONTOEESH b,

Wk s/ NH508, fiic 2 v+ 58 (B
55%) #9 b, RRHE & D
38%1cB9 L T, Imagery & Symbol i2-2wT o
BERIE, BIE — &, %8 LB TH 5,
B MALAD 2 b B b b LiLi, HE~ORH
D H T, Symbol 2T 2 b ED, F
72 . Imagery (412 # o =515 % Metataphor
ETUE) DERYASE L, ZOENEMITE

7z context 12

‘Interpretation’ & Fg%
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WEThHD, TN LI, BR, FOBKICHE
¥ % metaphor # . /EABEN L2 E AN
PHAEOREERLTV5 L9 TH S,

ST, SHLTONHEEEAS LRT L
PG, WEE S e, oFEE Lz N
KR HAfTayrERIE & HRA, 2ORTE) . £
DBED/INHNOFERE T3 % T, BREOHE
BEIA-> T B bTHD, 72721, HEH (2)
Description and Setting & . (4)Sellection and
Suggestion |3 %5, MmO MEIZBHE L T 5.

12. 19, WRIRZEZHFOBLICERT 20D
Tl EROWEORE, 2 ) AWERRE
CET AMEERL TS, MEHFIEVI,
*‘These (= These topics) represent certain
questions which the writer confronts as he
begins to put his story into shape.” (P.657)

% 72 . 76 H (9) Pattern or Design’ 13 E. M.
Forster 0 ‘Aspects of the Novel & D558 Hs
# 2D T3 %, Forster i3/ NROR %754

(Story, People, Plot, Fantasy, Prophecy,

Pattern and Rhythm) & % 72, ‘Pattern’ i3 #&0H

5. ‘Rhythm i3 F%5» 5, TORREEMED 22,
‘Plot » R % HBHREN T, I, Pattern &
Rhythm 13/NHICERMLRHEEEZMZ D &
WKRREZZOTH 5,

INER O 7 5T Rmmmmw%%ﬁatf
1. B% 5 ¢, Forster "R TRE D59 ¥
Pattern DEHBLT LI HEOERTEH S %
v, F—o, s, 78 - B ok
n KA, RO HEER L OMNOERE
2 TR pf . FAIRG 2 ENR & — T %
FO BEEIZHED S o T B, A LT,
WL 77 A7 ICHELEHLHT HL R
v, Forster 4. BTN
RTVHKELPEEICHBEL T, EE~NOEF 2
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1 H (1) Focus of Interest i3 u)L%@—@EK%O
G S DEROBHETH L H L, (When
the writer begins his story he is up against
the simple problem of catching the reader’s
attention. At the first moment, mere vvivid~
ness of presentation may suffice, but it will
not suffice for long, There must be some
focus of interest to carry the reader along.
— P.657)

Z OB FE A BEE (&
HRCE - 2EWRT) TiR% (T, fEROK
EEHMAT AT ERL TS, EHEO D

FXCdshy 0% b - T, TEI RS L SR
S FE o TERES oBEITH .,
AT EHNERLTH B,

1 B (13 Focus of Character 3. #ENRN
BE %R, HEIO S T Spotlight DFH)
AT B, AMELTIRFEEZ S CRETIR
TwiBbns, ,

HH (4 Focus of narration i3, %J(ﬂjﬂ) THLA
ORETH 5, GHARIC A T, ERIEENT
ITOBRT, AMEREZEECRA L. BEE
BEhd &Ik, ERO BRI KRL
ROTHB, BED LV FR, AHEFEOEE
HEIC L -, WEHXZOHBOBEHIZ
B (AHeRi35Hg) 2® LT, oEHE &
DL TELRNEL TS,

gl iaz N Liz-> Tial
%Mz %, (4) the main character (EZAR)
n— ABREUE, (@) an observer (HBZE—HE
BENEEH-> TLBMT2) O
— A#s, ¢ the observer-author (BIZEH%
E%E) s, () the omniscient-author (4
By lEE) DR

EE-TH, X

i action iz



ot

U).@icDWT, 2O EOERIIAETH S
Jo WNIE—AFEREEL L w2t fEEOA
R—EEEONBICB»N 5, Hemingway o
The Killers’ 340 & 512, fEff At & By
DIRFE LB & T, TTHMA D & — TR TH
P b, (=) i3 Tef, ¢H- Ty, Tolstoy iy
ZETREN LS CHEATE 2 W, fERAY D
— A 2L Eo N Lo Wl & BRT 3
B F DM NIz DT i3, the observer-
author D2 b BB LW E 2T 5, /D
AT AOREERIZ—ANICESL R 2840
BATH D, WHEITZ, 2o T&4m, i1
BERO— Az B s 1, Tolstoy # &
I, BOWBEHZAWICRIZTENE LD T
L, :

T, UENEORE 2 2N ZhOfER
DA WORENEI ARE L L FEh
blah#, WEEIIRL TS,

AR UE) OBE — ) FEIWECEET
TRTEKBRLAEY, BRLEYVT2H4%
FoTwaniZs )5 ? (= AMRAHOITENH
Bl & RO FAE O RIRE)

Y OBE—EIL AL LIcTERT, B
SOEMERE DL 5?7

= DFA— (RERRENRTVZ W)

WEE IPEEREFRL T, WEOHEED
BEZWTT 5, WO EED T&£4, 1Y
T (FRLOKBE2ET) 2H#ET IRTFY
AbNB, (), (@), )& B> TR L 72
VeI R &Nl d & T,

But in other stories we can understand
how commentary, either direct or indifect,
on the part of the omniscient author may

be necessary. (P.663)

(27)

oo B oM OE

BEF 2 EDBEEZ b2 Z3ER,
FHE, FEAPYOMESTF. oM, FROH
WEHEPNIXNROERBICL > TEE 2T,
—ELIEIE TR AT LI T B,

Percy Lubbock iz The Craft of Fiction’
T, B Dikv5 % a pictorial manner
(}eEtyFHE) La dramatic manner (EJBF
®) KT, MEOMEEED . 2 B
AR DWTY | FEHOELE, BROK
—HERRIIEBN LB L AT, 213,
PSR & Ty R TR 7 ) —k Ay OXTEE
LEMli AR AT, L2 TH B, BlEgPE
NEHRIZLK, REo—Tnlb2BET L2 L2
%3,

HHLE O = —FER 7S b the unity of
action /IO Plot R I E L 722 L3, B
FXNARERDOER L AT I, (@)

Lo L, ER»Plotni— 2 EHT 5 % b
3, MEo—Tlbix Lk T, ROBROLFHE
TH5, &\ Lubbock o EIEICIZFLIZEER
i, o LRV D WNHERELFET 5
PoTHbE, THEKR T, ‘Understanding
Fiction’ niRZFEH N EIZ DWW T oRERICIEE
WY B, 2L, SRS TR R
NEEREBICECIRAI N TELEER, B
EMN EOBEEZITICLE B DTHS ) H, fl
EREC OV TOBEBBR L | WFEOHFRIE
BIRANZL) L valLHEE 2, HAI
FHILL) ET 2B ENER, 2ot
HA—THENERTH 5, ZDEPIIED
BN b DB R L > 2 TH DI o B2
. A0 CBmoB R & - T, HeREIR
Bt b3 nk, EHREBO L DA%
B—RRIATEI L 2456 2 ARz iz
RENDZH/AEFEC, Lrb <R30k
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BELCHREIAY 24, BMAOEE 2 hiEs
BT, BB L—BHRICOEZ L) LT 5,
Tz 0 L) IEEEE AR LT, ER
BABOBEBICHES 2Hic, Wl b 2iE2
200k vwnd, — ABMFEEZNLDIEF, &
M 2 REREBECTH 2B THS ) »?

REOLCG D DOV ARREEE ., (ERY
EUOLWRTHERTEE 20k pHEE
BLdZEybhd), 2, ERVHCOFLE
NBHREZEY L 5, ZOEBREMT2ETT
hbr, 2nks, BEo—Tliz RORRE
Yo ie, pa REL R LT,
EROH TR 2D TIRE WD, '

B NNEH? S b (15Distance(=Detachment)
Tk, fEEPNEONY» 5 BERER & > TR
T4 MTERNAmICNT 5 FEDME
ExEE LM BT 5N T 3, (Anton
Chekhow o “The Lament’% M Ail)

. fe o omniscient (£HNHY) %o 38 & B
EOBRICLERENT VB, 272 LIEREE*
ERMEE A TR OWT, ERENTY
ZVDIELORY A, ‘ '

TE H (16) Scale & (17)Pace 12B8:8 ¥ 2 i TH
3, ERNEEHBTH, BEORE L FEHD
M e OAEBIRIRITER S T, La L,
YEGDGEE ) DERIZ, BICERLOMR 2
HE2ERTHLE bNTWLMEEND 2, WEE
DIFHIE Z DBROZZITHEELEZMZ D &
s N TEv, Thbb, SO LR
i, (the fictional “time”)?D v 7 id Z+HHE
INNHROBEBEMEN—2TH ), WMEB NI,
COMEOBHERYERTS L) KB DbN S,

AiEE o +EIE B RRED/NH B O FERIE % |
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EAG |

ITIZEIEL T 3, DEoBERHIE, B% £
NLEZEE L TNEL LR v, ZOHA, it
SR AFERIZ, A A, EULWHERC
fif 2 5N dbDETH, BIINTRERETH
5, L»L, +HEHEEZ2EAZLZAHEOHE
HFEENAZ bV, WEEFERL. £
B 2R L 2o ez, L2kl
B D B, —H . ZD/ISE IR Plotn Ty
TEZLHEBICHEEL T\ 5, Plot# 5L 284E
OVEFRIIMEFICED ZEhTwhi v, HEEA
R Ulysses’» b B 75 » 2o anti-Roman
E3, ey M LOMBEMICHNLT, &5
FLoHFFEFAES AR E LT, T2,
SR B : . Hemingway 045 The
Killers’ ¥ &% Scale % il 2 #t3F3 % 4=
#7272, ‘Understanding Fiction’ icl{$%o =
DIEREII8E S, T T T L N HEFEIE8.5
BESThd, BENSFICHLT, 2ok)ic#
WA HERRTRETH A I 2, T2, 2L
BEH DB ThHD ) b GHTHEFORRIC OV T,
BLICELSEZ BULENDH B, HMBAT 2>
THEEFRET LI L RTEL W,

AR B 2V o3, BB ICX T
LHtFEE LT, TEHEE, 89t E R
ThodH, Mo EEE L b2 THET 25
B, AW L R ZI TR TRV E W
FETH D, HIITE 2T, SRR ELFE S |
NREEBOFRGHE & . - OWMEEKOHA %
BET20TH 2, PHMFFEEL. BIFE—
ERIZX T 2OV B A5 ZOERIZH
FRENFNDOMEBD LAV FELRE L,
MiEEURTORKS o RS2 W T, #HFFEORE
B2 T, RebE3RE L EL b,
EEZ B,

ANHER, A IRKRN L iR TWw 5,
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——BIEDBRIIMAICFE > THIEREL D,
EENEKS D L BRI H LT, ZoERL v
THRpE, B TXREDY DL & Hic BRE
LR 20ELY), BENERKIC L T—BAK
B 2R 2 PEE 282 & 512, BEACEHEL
TIREE 5 23T, BAEOBRICL TEREL S
ERANCAE., BREL 282 0B 2 ERERTIC
BRIRBEWT, FBEPICE-> TELIBLZ RS
FE L BT 2R 2IER L L <, AENOME
Iy ~L, (5)

Tz, WhHBERIGED ) b, HH - #A
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