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NATURE AND PECULIARITIES OF THE NOVEL GENRE

There is as yet no holistic theory of the novel, though representatives of various schools of literary
criticism try hard to develop such a theory. In any case, we still have a lot of unsolved problems to be
debated, such as the inner essence and the nature of the novel, its origin and definition.

Some literary critics believe that it is hardly possible to define the genre of the novel. They believe
that the principles which serve the basis for determining the novel as a literary genre are rather vague.

The representatives of the formalistic trend in literary criticism regarded this problem in
particularly straightforward and simple way. For them, the only criterion which helps to distinguish
the novel from other narrative forms, is a mere volume of a work of art.

Another extreme of the novel theory, is the statement that it is impossible to define the novel genre
at all due to “essential but unspecified element of extension, as well as due to the fact that it embraces
so many types and varieties.

Finally, some scholars are not inclined to grant the novel the status of a genre on the ground that
the novel is not at all a genre but a specific genus of literature.

Extremely complex is the problem of classification of novel forms (types). There is no agreement
on this matter in modern literary criticism. By its genre nature the novel is classified on various
principles: according to its conceptual and thematic content (social, domestic, novels on public
morality, historical, etc.); according to the way of representation of reality or according to its main
pathos (philosophical, fantasy, intellectual, satirical); according to its structure (a novel in short
stories, chronicle novel, confession novel, novel in letters, etc.). Sometimes, a certain plot situation
and character that is found in the novel (for example, the “Don Quixote” situation in a “Cervantes”
type novel) lies in the heart of genre classification of the novel. The type of the novel can sometimes
be determined by the typological nature of the main hero (a picaresque novel), and so on. This is
mainly due to the fact that there is no one single principle, a universally accepted criterion which
could serve as a basis for the classification of all novel forms known to us. Many literary critics are
involved in the process of searching such criteria but without much success.

None of the above mentioned principles, if taken separately can provide typological characteristics
of an extremely complex in its ideological and structural nature artistic system, as the novel is. For
this we need to use all the most essential for each particular case classification criteria. As a result
of their intersection we can obtain more or less complete data on the genre characteristic of this or
that particular novel as the foundation for assigning it to this or that type of the novel.
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Stating the problem. There is as yet no
holistic theory of the novel, though representatives
of various schools of literary criticism try hard to
develop such a theory. In any case, we still have
a lot of unsolved problems to be debated, such as
the inner essence and the nature of the novel, its
origin and definition.

Purpose of the research. The purpose
of the research is to give a critical review
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of the peculiarities and nature of the novel genre in
the historical perspective.

The analysis of the existing views on the problem
and exposition of the main material. Some literary
critics believe thatitis hardly possible to define the genre
of the novel because the genre canon is only needed for
the purpose of demonstrating the overcoming of this
canon and for showing the rotation of ideas in space
where there are no limits of cognition [12].
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As for “the age” of the novel genre, there are most
contradictory opinions in this respect. Some scholars
believe that the first novels appeared in antiquity
[16]. Others begin the “genealogy of the novel” from
the XVIII century [6], and still others give it only
about two centuries. Another point of view states that
the countdown of the novel genre existence has begun
with the appearance of “Don Quixote” by Cervantes,
fairly acknowledged to be the archetype of all further
novel forms [6, p. 22-23].

Not less divergent are the statements about
the principles which are to serve the base ofthe definition
of the novel as a literary genre. The representatives
of the formalistic trend in literary criticism regarded
this problem in particularly straightforward and simple
way. For them, the only criterion which helps to
distinguish the novel from other narrative forms,
is a mere volume of a work of art. E.M. Forster
established even the minimum of 50 thousand words
which he believed to be enough to consider this or that
narrative form to be a novel [5, p. 160].

Another extreme of the novel theory, is
the statement that it is impossible to define the novel
genre at all due to “essential but unspecified element
of extension, as well as due to the fact that it embraces
so many types and varieties” [11, p. 318].

Finally, some scholars are not inclined to grant
the novel the status of a genre on the ground that the novel
is not at all a genre but a specific genus of literature.

“The novel belongs to neither epos, lyrics or
drama but it is the fourth, unknown before the
XIX century genus of poetry” [17].

This point of view did not find support among literary
critics. The great majority of the scholars see the novel as
an epic genre, moreover, as an “epos of modern times”,
possessing its special, specific qualities.

The first serious attempt to explain the genre
nature of the novel was made by Hegel who defined
the novel as a “modern bourgeois epopee”, trying
to emphasise his idea that it was the bourgeois
civilisation that spawned the novel genre. By its inner
nature, it differs from a heroic era epopee. For Hegel,
the origin of the novel should be searched in the state
of the world so different from the “Heroic Age”
which he defines as a “prosaically ordered reality”.
He points out that it can be characterized by inner
contradictions between the personality and the society,
the conflict situations “of the dissonance between
the prose of life and the poetry of the heart”. By
Hegel “wealth and variety of interests, states,
characters, relationships, come to the fore against
the vast background of the immense world and poetic
picturing of events” [15, p. 270-274].

Hegel’s view of the novel as a “modern bourgeois
epopee” was later taken literally and mistreated
by G. Lukatch. In his well-known scholarly paper
“Problems of the Novel Theory” G. Lukach regards
the novel as a certain “flawed”, specifically bourgeois
genre form, deprived of its further development, and,
so therefore, future. This report and the discussions
about its main issues was published in 1934 (Ne 3 and
Ne 4) in the periodical “The Literary Critic”.

Particularly relevant the problems of the novel
theory became in the 20th century, having acquired
paramount importance in modern literary criticism.
In Western literature study, at the very beginning
of the last century V. Dibelius took great interest in
the novel theory. He published a lengthy two-volume
monograph about the art of novel-writing [4]. It was
built on the analysis of the English literature of the 18"
and the beginning of the 19" centuries. Later it was
translated into other European languages, and among
them, partially, into Russian. Rich in valuable factual
material and interesting observations concerning
the “techniques” of novel-writing (types of narration,
methods of presentation of characters, composition
of the plot, the main differences between satirical
and comic depiction, etc.), this work by V. Dibelius
still does not give an answer to the main question
about the nature and peculiarities of the novel genre.

We cannot avoid mentioning scholars who studied
the novel theory and whose works are of considerable
interest — E. Muir [8], W. Allen [1], W. Kayser [7],
E. Brown [2], A. Burgess [3], F. Stanzel [9] and some
others. These publications evidence the great interest
inthe problem under consideration. With all originality
of their theoretical views expressed in their works, we
can speak about common, rather formalistic approach
inherent of the western literary criticism of the middle
of the last century. Although they do not reject
the importance of the idea and artistic expression
of the novel altogether, they regard this side as
secondary for stating the internal nature of the novel
genre. They see it in the formal aspect of the problem.
For them, the most important task of a novel theory
is not so much to reveal the genre nature of the novel
(however, this aspect is also paid certain attention)
as to find and substantiate criteria for typological
classification of novel forms.

Views of W. Kayser can serve a typical example
of this approach to solving the problem of creation
a novel theory. The novel is seen by this scholar as
nothing but “an insular verbal entity”, a peculiar
story of the world, “narrated by a fictitious story-
teller and intended for a personalized reader” wherein
the story is complete as far as this world “can be
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comprehensible as a result of a personal experience”.
But the significance of this world, its moral and social
issues, its problems and pathos are least interesting
to the researcher. He is concentrated on stating “the
factors to which he attributes a character of the hero,
space (peculiarities of the place of action and the action
itself)”. These factors serve as a basis for W. Kayser's
typological classification of the novel forms, while
these forms (types of novels) are regarded by him as
merely structural [7, p. 112].

The special character of the novel genre received
the most comprehensive conceptualization in
the works of M. Bakhtin [13, p. 8], B. Shklovsky [26],
V. Kozhinov [19], D. Zatonsky[ 18], M. Khraptchenko
[25], V. Lukov [20] and others. They took great
interest in the theory of the novel. We can say that
it was the main focus of their theoretical research. It
was in the works of these scholars that the questions
of the peculiarities of the novel genre and its typology
received the most complete and convincing coverage.

While characterizing the novel as a literary genre,
the scholars, first of all, point out such its qualities as
affiliation to the epic genus and attraction to a large
and extensive form. The former requires a plot
(system of events) and narration as the main way
of telling the story, which is particularly complex
and dynamic, while the latter creates opportunities
for comprehensive coverage of life material.
It is a combination of these characteristics that
gives the novel the truly unlimited possibilities
of the artistic exploration of the world, which
enabled it to become the leading genre of the modern
literature. One of the most important peculiarities
of the novel is its ability of self-renewal throughout
its existence in literature which is confirmed by
numerous parodies to one or the other exemplar
which tends to be canonical [21]. But, as D. Zatonsky
sees it, “the most remarkable, and, by extension,
the most “doubtful”, are the forms not borrowed
but generated by the literature of the current epoch
albeit altering and modifying, albeit developing.
Such forms which, maybe, not reflecting the epoch
as a whole, not giving a full picture of it, feel,
however, its nerve, a certain specificity of social,
ideological, psychological phenomena inherent only
to it [18, p. 3]. It was the novel that became such form
in the literature of the new and more recent times.
The novel for the contemporary literature is an actual
means of artistic conceptualizing of the more
and more complicated processes of life. The novel is
capable of absorbing a wide range of life phenomena,
of putting forward crucial, dramatic social,
ideological and moral problems and solving them,
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of creating a comprehensive pictures of life in all its
complexity and controversial character, of exploring
human characters profoundly and fully, of showing
formation, development of personages and their
complex interrelationships, and social environment.
In modern literature appear new and new types
of the novel, such as a “mobile novel”.

This, however, does not identify all intricacies
and diversity of the novel genre. We believe that
an exceptionally important point, among other things
is its particularly emphasized and unique contextual
aspect. Firstly, being the chronicles of contemporary
life, the novel, according to M. Bachtin, almost
exclusively deals with the so-called “unprepared”
reality which undergoes the process of its formation,
constant rethinking and re-evaluation [14, p. 121],
and secondly, the main element of the novel is
the “private life”, that is, the life of a “private person”
with all his (her) big or small concerns, everyday
routine trifles common for every individual. Diverse
and manifold life material is being arranged around
“individual” events. In other words, the story
of the big socio-historical world is refracted in focus
of an individual destiny of the personages.

More than that, the novel entails peculiar
aesthetic atmosphere. Its characteristic feature is
a prose picture of the world in the novel, as well as
the prose character of its imagery and its speech.
V. Kozhinov states quite fairly that “the narrator's
manner is as though cleared of pronounced aesthetic
colouring”, and it is this type of narration creates
special novel charm and endows it with its inherent
artistic possibilities [19, p. 336-338]. Thus, the prose
of life acquires aesthetic conceptualization, while
“the narrator cannot achieve poetry without coming
through prosaic routine” [17, p. 87].

Here is another important issue. The novel
easily “integrates” with other genres and kinds
of literature. It “allows” not only all kinds of insert
short stories, pieces of drama, philosophical tracts,
scholarly researches, pieces of poetry, but also widely
uses such types of storytelling as diaries, letters,
confessions, memoirs, etc. “Assimilated organically”
by the novel, they become its integral and extensive
part of the artistic whole.

The peculiar features of the novel structure
are determined by the factors mentioned above.
The directive on wide scope of life phenomena
and thorough exploration of human characters
conditioned the importance of branchy, multifaceted
plot, elaborate composition, extensive use of various
descriptions (portraits, landscapes, items of material
culture and so on and so forth). Significant is also
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the fact that the novel has no well-established canon.
In comparison with other literary genres it can boast
the most “free” form both in selection and distribution
of the material and in the choice of the narrator
and means of characterization, etc. All this allows
the novel to minimize the distance between the real
life and its artistic depiction creating an illusion
of the real life itself.

Extremely complex is the problem of classification
of novel forms (types). There is no agreement on
this matter in modern literary criticism. By its genre
nature the novel is classified on various principles:
according to its conceptual and thematic content
(social, domestic, novels on public morality, historical,
etc.); according to the way of representation of reality
or according to its main pathos (philosophical,
fantasy, intellectual, satirical); according to its
structure (a novel in short stories, chronicle novel,
confession novel, novel in letters, etc.). Sometimes,
a certain plot situation and character that is found in
the novel (for example, the “Don Quixote” situation
in a “Cervantes” type novel) lies in the heart of genre
classification of the novel. This type can sometimes
be determined by the typological nature of the main
hero (a picaresque novel), and so on. This is mainly
due to the fact that there is no one single principle,
a universally accepted criterion which could serve as
a basis for the classification of all novel forms known
to us. Many literary critics are involved in the process
of searching such criteria but without much success.

M. Sokolyansky, who paid special attention to
this problem, speaks about several main tendencies
in search of solving the problem of the novel
typology [24, p. 6-16]. Firstly, it is the trend, which
he conditionally calls “empirical”. The typological
constructions of the representatives of this
direction — B. Tomashevsky [24], and others — are
based on the practical experience of the historical
development of the novel, the evidence of this is
the terminology they used. B. Tomashevsky, for
instance, in his “Theory of Literature” distinguishes

psychological, satirical parody, fantasy, publicistic,
and non-narrative (plotless) [24].

Widely spread are classifications of such famous
scholars as V. Dibelius, A. Muir, V. Keyser W, mentioned
by us more than once. They are built on the principle
of highlighting of a certain dominant, which, in their
opinion, characterizes “the inner reality” of this or
that type of the novel. V. Keizer, as earlier stated,
classifies an event, space, a character of a personage to
such dominants, and, conversely, singles out “novels
of events”,” novels of space”, “novels of characters”.
In the classification system of A. Muir, alongside
with “novels of characters”, which makes it close to
the classification of V. Keizer we can find also “drama
novels” and “chronicle novels”.

Such factors as the point of view of the narrator,
and, consequently, the manner of narration are also
used as criteria of the novel typological classifications.
They lie in the basis of the classifications by O. Steiger
[10] and F. Stanzel [9].

There are also other classification systems
in the modern novel typology based on the kind
of the conflict which lies at the heart of the literary
work. Based on this criterion, we can single out,
for example, novels with “open” (extensive)
and “closed” (intensive) plot [22, p. 32-41; p. 112;
p. 122, p. 202-204;], as well as “centripetal”
and “centrifugal” novels [18, p. 342-382]. Well-
known is the principle of “chronotope” suggested
by M. Bakchtin, in which such factor as the system
of' special and chronological characteristics of a literary
work serves the main criterion of genre identification.

Conclusions. None of the above mentioned
principles, if taken separately can provide typological
characteristics of an extremely complex in its
ideological and structural nature artistic system, as
the novel is. For this we need to use all the most
essential for each particular case classification criteria.
As aresult of their intersection we can obtain more or
less complete data on the genre characteristic of this
or that particular novel as the foundation for assigning

LIS

seven novel types: adventurous, historical, it to this or that type of the novel.
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Kaoopiok L. A., I'epkepoBa O. M., Misioa M. M. IIPUPOJA TA OCOBJIMBOCTI
KAHPY POMAHY

Ha sicans, i doci ne icnye yinicnoi meopii pomaty, xoua npe0cmagHuKy pisHUX 1imepamypo3Hasuux wKin
Hamazaomuvcsa cmeopumu maxy meopito. Koocnozo pazy mu we maemo dysce 6azamo npobnem, aKi nompedy-
10Mb PO38 A3AHHA, K, HANPUKAAO, 8HYMPIUWHA CYMHICMb POMAHY, 1020 NOXOOHCEHHS MA BUSHAYEHH.

Jeaxi nimepamypo3nasyi cmeepoxiCyloms, Wo SUHAYUMU NOHAMMA POMAHHO20 HCAHPY MALIdHe HeMOHIC-
aueo. Bonu esasxcaromv, wo npunyunu, AKi ciyeyroms 0A3010 0N U3HAYEHH DOMAHY AK JiMepanmypHo2o
JHcanpy, € oeujo posmumumu. IlpedcmasHuxu hopmanicmuiHo20 Hanpamy 6 1imepamyposHascmesi po3enaioanu
Yo npoodremy npocmo i NPAMONIHINHO. [ HUX €OUHUM Kpumepiem, KUl 00NomMazae GiOpizHUmMu poman 8io
iHwux popm onogioi, € camuii 00’em TimepamypHozo meopy.

Inwa kpatinicme y meopii pomany noni2ac y meepotceHti, wo 0amu GUSHAYEHHI HCAHPOBI POMAH) 83a2dli
HEeMOMNCIIUBO, AK uepe3 ICMOMHUL, ajle HeYimKull eieMeHm po3WuUperts, max i uepe3 8eluKy KilbKicmb 1lo2o
munie ma pizHosudis.

Hapewmi, desxi 6ueni ne cXunvhi HA0ABAMU pOMAHOBL CIMAMYC JHCAHPY HA Mill NIOCABI, Wo POMaH — ye
83azani e Jcamp, a ocoonusuil pio nimepamypu. Haoszsuuaiino ckaaouoio € npobrema kracughikayii poman-
Hux gopm (munis). Hemae 3200u uj00o yvoeo 6 cyuacromy aimepamyposzuascmei. Poman xnacughikyiomo 3a
PIBHUMU RPUHYUNAMU. 8IONOBIOHO 00 11020 KOHYenyii ma memu (coyianrbHutl, noOYmosuil, MopaiizamopcobKull,
icmopuunuii mowyo); 8i0N0GIOHO 00 Cnocody 300padicelHss OIiCHOCMI YU 8iON0BIOHO 00 1020 nagocy (gino-
cogcoruil, panmacmuunuil, IHMeENeKMyaIbHUll, CAMupuyHull i m.o0.); 8ion0G8ioHo 00 1020 nobdyoosu (poman
V HOBeNAaX, POMAH-XPOHIKA, poman y aucmax i m. 0.) I[Ho0i neena citoocemna cumyayia ma obpazu-nepco-
HAiCI (HanpuKaao, «O0OH-KIXOMIBCLKA» CUMYAYIsL 8 «CePBAHMECIBCLKOMY» MUNI POMAHY) 1eACUMb 8 OCHOBI
arcanposoi knacughikayii pomany. Tun pomary iHOOT MOdCe BUSHAUAMUCA MUNOLOLIYHOW NPUPOOOIO 20108HO20
2epos (waxpaticokutl pomar) mowo. Bce ye 2010610 3a805KU MOMY, WO He ICHYE HCOOHO20 NPUHYUNY, HCOO-
HO20 3a2a1bHOBU3HAH020 KPUMEPIIo, KUl Mie Ou ciy2ysamu niocmaegoo 01 Kiacuixayii' 6cix 8i0oMux Ham
pomannux gopm. Benuka xinbKicmo aimepamypo3nasyie 3anyueni 8 yeti npoyec, aie 6e3 0codiusoco ycnixy.

JKooen i3 suwyeseadanux npuHyunie, 83amuti OKpemo, He Modce 3a0e3nedumu munoio2iuHy XapaKmepucmuxy
MAaxoi HA036UHAUHO CKIAAOHOL 3a CBO€EI0 I0€0NI02IUHOI Md CIMPYKIMYPHOIO HPUPOOOIO CUCTEMU, SKOK € POMAH.
51 yb0o2o Mu NOGUHHI BUKOPUCOBYBAMU KDUMeEPIi, HAUICMOmMHIL OJisl KOJICHO20 OKPeM020 8UNAOKY. V pe3yib-
mami ix nepemuHy Mu MO*cemo OmpuUMamu OLbU-MeHU NOBHI OaHT W00 HCAHPOBOT XAPAKMEPUCTNIUKU MOS0 YU
[HUI020 KOHKPEMHO20 POMAHY, SIK NIOCMABY 00 8IOHECeHHs U020 00 MO20 YU [HUL020 MUNY POMAH).

Kniouogi cnosa: sicanp, poman, eeneanocis pomany, opmu onogioi, nposa, kiacughikayis munie pomany,
MUNON02Is.
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