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FBTAHAANEEHDLE : VAT AT D Sonnets \ZRBITHEBREDORAZ T 77—
RFLT

1. ixUdic!

AR 2020~2022 FFED T 1Y = 7 MG EEROER OfmC (KA 2021, 2022, 2023) (Z#E
T, A 7 AT D Sonnets DV b v 7 BERTHEDTHD, ﬁw(mﬂ)fi 7
NREO 24T#A) (B 7Ly b)) OBREDH NG | FRICFFORGRNE 2 Wils S ¥ 5888125 H L.
WHRIZHE N Z BT A X 77— DI OWTER LT, KEk (2022) TiX. Sonnets \ZHED>
iz (RFD4y) (Father Time) DFFHLY), OB, B3 2 FHEICKIZTTIEM Z IR LT,
k%(mm)f‘\<ﬁ>k®%b@®¢f®%¢ (6T B EF AN DRI D Ltz L 2B IO T,
W) DAZ T 7 —OBLENOLEEL, FHRCI RSNV EEINTZV N v 7 2898 LT,
AFETIIDIEHE . ELWHE~DEBLHIW 1 BN D 126 B TOFHELRIRICT D, AR
TRIZIER LWL, #ATRDLIEY FEHEEOBBRIEICONTDORA X 7 7 —Th b,
ARIFGED & ST & 72 5T DIX, 2024 FFERAFINCET DB L 7o LaiHRERA H T35
U RU » Z75EE Bl ICBT DR L UOSGEAE L O Ch -T2, ZORETIT THFFHTFES
RV N w7 BT —<IIBIT. A 7 AT D Sonnets = DMOFRE ML L Li-, 4EH
FREZ (2004) [XfGRy = A 7 AT iEl 2T 7 A b & L, ZEA T2 0T b —o D2 RO,
FROBWMR, TEHABMAHR L ET, EELTRMAY 7 7 —mOBENLEHEO L MY v
TIZONWTEETDHEVIBEICEZ TRE Lz, FEIL, ZHAENRENSRE LTERY BiFA
MO TFFDOF N BN O EBRATHER LIz, TOPT, FHIERITROVESE 5 2 7201 Y %
v h29FKTHD, ZOFFTIL, E%@@@«@%m fthE ~DWEih 72 £ CH CBEEIC T £ N 558
DFEN, BTLHHFFEOZ L& BRI ERIERIC - SN k2, KT OEE (“the lark at
break of day arising”) 2 CHRILL T\ D, ZOKRICHE SN, Y Xy METRA GEV T)
EHFELOEROTTHLAZ SR L, CO X9 KR ERNTWD DNk A -7,

% 2T, AL fi1M%@/x/h@o%%ﬁm®ﬁ%hwtn@%if@ﬁ%ﬁ%kb
FHAELGEY FOM AP ERBICTHIE SN TV D520 BT gszWﬁ#iﬁé@%ﬁ%
RN AL T 7 —DBEING ED L DI Z B, %ﬁénfwéwﬁ%% <95,

2. REOHEU~ORG L HE

Sonnets ., FED FEET 1 AFRAF “T° R “me” BIDTEIGTLHDIL10EFTHL, 2D
FCIE B2 LERVHFERICKH L. (bbh, ZDREEZZ X T THER LB 2 2D L 5., |
(O, change thy thought, that I may change my mind: (ibid. 1. 9)), [FAZE L TW57 56, 9 — ADX
HaD 5T, TR, EHDORNT, XRNWDOETHAEETDH L DIT, (Make thee another
self for love of me, / That beauty still may live in thine or thee. (ibid. 1. 13-14)) &FF 2T 5, §&D T
FED OEEIORIZHA L DO TIERL, FFOFORGAME L TREB LIERETH D, ED T
@i H7 \Z)%E%’O)%@%%Ué)\ﬁfﬁ)é ZEAERPL, HELED FLOMOEEESRE R
ﬁ‘éi@fﬁ “for love of me” 12KV, FBYV FOX ¥ 727 ¥ —fHFEHMEIZL T\ 5D, 3

212 %“C I, A& T A 4 XG5, 550 FlX, BoRAMEEZ X, A0 L TW5D

0375‘%u$1‘ﬂﬂ LD, WA & T DO B M & | e K% i C (When1do count the clock that tells
the time, / And see the brave day sunk in hideous night; (ibid. 1l. 1-2)), F7=. KV 2@ X7-ED(E,. H
FUTE D> T BN XFE% LT (When I behold the violet past prime, / And sable curls all silvered o’er
with white; (ibid. 1. 3-4)), & HIT, HBELLLEAL, AWE (DF) ZRERN OEE O E fif i
W S IVEITIL TV < ZEM % LT (When lofty trees I see barren of leaves, / Which erst from heat

1KﬁniuT@ﬂ%ﬁn%ﬁ%%@%ﬁ%xifwé FAEBFSE(C) 355 A & 7 7 — ORI 1) (WFgefi
FRBICA, S HEPEATHR) . BARIFIN(C) [HE5EA ¥ 7 7 — OFRMFFFE 11 (a}% ﬁi‘%%jt%jc% 3
Fht) . FIEMIT(C) THRFFA X 7 7 —Offd EEL 11 (WFRREE LB, oHE KET),

2 AFETHY L 7= Sonnets D51 FIE Burrow ed. (2002) Z B L7-, ARO3IHO FEENITRTELICL D, V
Xy MOFHTO BARFER FEHEIMI AN T A XmagEi—R x> ME] S SUE, 1986) 12X D

3 Sonnets \ZBT HANFRLTDOHEM., 1 AHBLO 2 ABOFTAKORERVIKLICER LT-ERICHOWTIE, A
0 Yx s MREEOEINF L EERORE E BRI,



did canopy the herd, / And summer’s green all girded up in sheaves, / Borne on the bier with white and bristly
beard: (ibid. 1. 5-8)), & Z 2 HEAEZ M, 9-124TH Tld, BT HHFELONTEZ, SEICED
EWVWIORKEZIWD SDEGRNTEERZLDHDTH D (Then of thy beauty do I question make, / That
thou among the wastes of time must go, / Since sweets and beauties do themselves forsake, / And die as fast
as they see others grow, (ibid. 1. 9-12)) (12 FOFEMIZRHTIIRFR (2023) #5H),

L, 10/ 12 F T, BV FIIEERE LIV A, FFEOFERL, FFICEVNTD
TEP DRI H LTIV, F5Y FRERICE > THEO R LD . DO NMEEN LV
PRIZATHON D DI 14 FELE L 72D,

14 F T, ETHETIHRUTEENTEZ Z 2 A2 T»5 &9, ) (And yet methinks | have astronomy,
(Sonnet 14,1.2)) 4& iR~ EE O HEMTO XL 512, &5, HEE, FE, K, EEOESEL TS5
DT EIFTERVA, LMo/ BT, 9THUBTIIU TO X S ICH L DR 2k~ 5,

But from thine eyes my knowledge I derive,
And, constant stars, in them I read such art
As truth and beauty shall together thrive
If from thyself to store thou wouldst convert:
Or else of thee this I prognosticate,
Thy end is truth’s and beauty’s doom and date. (Sonnet 14, 1l. 9-14))

HHEDOHZEE (constant stars) & A2 L, FED FIXEEMMOL OI12, TOEENLRKEZ
RS, BEPHOENO TREKRT LA LB TOROEFELEITLEBITRKALITHAS D,
SHRITNTHFFOLITEELEDHIR THIKETHAI L TETLDOTH D,

Eks GRO1986, p. 220) X [T HH, FRHCEDIREFEREICIZ L X D5DIFABEY v hOEH)
ThdEal~%, Wilson (1966, p. 109) %, 14 F2> Sidney D Astrophel and Stella D 26 & DV 3
. “Though dusty wits do scorn astrology / ... / proof makes me sure, / Who oft fore-judge my after
following case / By only those two stars in Stella’s face” (ZHI¥KT 5 & DFATLRROFEEZ R L, 14
@ “oftpredict” (1.7) 233 R=—0 “oftfore-judge” DT —ThH s & EbLNDIHMN, ¥ R=—)URT
iEs =A 7 AT LI D LIE/HT 5,

2N Wilson DFEFDO LBV | ¥ R=—ZAT FDH L W) ZO0ENSL THL | OA%DE
M HARD LR TNDEDIZH L, Ve A 7 AET O 14 BIIHFEOH LV B0 D [HEH Y
DITSREZTELTEY, TEORRNRR DL, ILEL, Y F=—L v 7 AT OB
RERILBERADRHY, T, BEVAMOEREZIHT S22 L, BTHAOANELFKRD )%
FioTWpZ eThsd, °

1 14 % TlE astronomy 1E [RK30%) TldR< THEN OB®RTHWSLN TS, OED Tl “astronomy” (DFEZ%
2 oSN T D, 1 FOBEKIE THEE  FHoORFZONFR (quadriviem : BT - F5E - &1 - KF) ©
—OT, RECEEDOELCED, &HICHESCHEEN BRBEGCAFICRITTHELH S M, #HROENK : H
KRR KA DT & O . RESOHERINBLG:, T OMECRE RIS BT 20500 H k5 ) (BRI c1275-)
EHD . 2FOBEKRE LT THEIT 23R (ABHEMIE c1400-1727) & LRSI (“4The art of astrology practised
as a means of predicting human affairs. Obsolete.”) . 2 Z& DMl & L T Shakespeare D Sonnet 14 D Z OEFTA G| H 4
TW5, 728, B TEEN) OBWTHWLMRD “astrology” (. OED TiX 1 FOBEME LT, 14 #HidENS
HAubhsd, FtORTFOEMLE LTOERIN, b6, RBHICESE ARBSEOKR 5SS (R OFT
H, WOWHE XLHREOREMZR L) ZHE, TE95BREEN (natural astrology) . 38 X UECIHEOE) =
R L C A0 FE 75, B1E T 2mE1 52N (udicial astrology) & W I FERMAREN, 2FOEKE L
T, AlIERE 2ol TBROFME LTORILFE] v oaEg (APIENRIT 1656-1807) RENTWD, OF
V. FESEAYIZIT astronomy 23 [EEFT, astrology 73 TRICF) #4E L CWERHRH 5 Z L B3bh 5,

P v A 7 AT LFERO Phillip Stubbes 1, AR % S~ FEM R ER N, B LWRE~ LT X EEDHD
HEROEETHY  AHOMEDOHEE THY | AFOBHOIEZ 20Tl - T, £ TRV (“Butitis the malice
of the deuill, the corruption of our nature, and the wickednes of our owne harts, that draweth vs to euill, and so to shamefull
deftinies, and imfamous ends, and not the starres, or planets.” (Furnivall ed. (1882) Part IL. p. 63)) &7 U %, Knobel, E. B.
(1916,p.456) 1%, HETIZEAZE 2 D Z D Stubbes D RIFZBIEHEWVICH L, v =A 7 AT HRRICENS AM A
KB D V) HEEIFOFESZ M L7z (“Shakespeare tilted with equal frankness against the astrological principle of
starry domination:”) & iR-X, Julius Caesar 1 52 350, H L OREZTEOTWTIE/RL< H 5 OH W L5 Cassius



BN ITIZHONWT, = A 7 A TR0 Y 2y R THHVLTWL S,

26 % TlE, BHODOANEDKZE ROIF(E% Ei%k L (Till whatsoever star that guides my moving /
Points on me graciously with fair aspect, (Sonnet 26, 11. 9-10)), 116 HFTiL, =L [T XTHIFE LD
M EHZ BN B72D 72| (It is the star to every wandering barque, (Sonnet 116,1.7) &ib~2%, &N
NEZEFZEDNZ b DLW ) ZO LX) ki, 27 %, 8 FICHH/RSNTND,

27 BT, < mUNTEERIZRWZFEY FOLA I E L VH L, %@ S F I D IILAE IS
Z H#L% (For then my thoughts (from far, where I abide) / Intend a zealous pilgrimage to thee, (Sonnet 27,
1. 5-6)), TDOKILOHK) (BFEMR) THLFEDOLIT, BTWLHIHY FORICEKDOEAD X
INZEFEMNOEDY D (Which, like a jewel (hung in ghastly night) / Makes black Night beauteous, and her old
face new. (ibid. 1. 11-12)), ZDOFEAD T & T HNLMARIL, BZLLBVLEZRTLETHA D, ©

28FTH. BOFFEORIIKIHIZILHT 5 FIEAIZ (1 tell the day to please them thou art bright, /
And dost him grace when clouds do blot the heaven; (Sonnet 28, 1. 9-10)), & D FAEDLEILA RN <
BICILET 53R %2 5415 (So flatter I the swart-complexioned night, / When sparkling stars
twire not thou gild’st the even. (ibid. I1. 11-12)), 27 3. 28 FT#fke L TN D BNIKRE L TOFHE

I, FEV FI2 & o T, AL (pilgrimage) & WO FENRT L HIC, SDOIXEMOXNRLEOTH S,

ﬁ 29 F T, AfOFH1EHTHA Ui/ K912, & 1, 562 I TdA] CTH CaEIZw £
LEE0 FOMME L B3 NTEHA]TET 2 HFH 2 B o BRE O, HRAICHI N,

When in disgrace with fortune and men’s eyes

I all alone beweep my outcast state,

And trouble deaf heaven with my bootless cries,
And look upon myself and curse my fate,

Wishing me like to one more rich in hope,
Featured like him, like him with friends possessed,
Desiring this man’s art, and that man’s scope,
With what [ most enjoy contented least;

Yet in these thoughts myself almost despising,
Haply I think on thee, and then my state

(Like to the lark at break of day arising)

From sullen earth sings hymns at heaven’s gate. (Sonnet 29, 11. 1-12)

D B HAPHN D b A S I IURZREE Y FORLE AL, RIITMW TS 5 2720 (deafheaven
(13))e FH Y FIIMA~OHMIZ DL, BOOREEZWL S, & ZAN IITHEK, FFEE2Eo7
@Y B8 0 FIESEEEICH - S D, EOOEIL, KOO TEEMKEZHK D (sings hymns at heaven’s
gate) HIT DZEZ (the lark at break of day arising) (ZMZ HAVD, RERPLEFF & EEOHKS &
IEEY FOF OISR, B BE2RE2VWREBELRE =T 5 KON, B REBREOKR
#1 & B D VKT DOZED xR & AT LT DI D, £ DT, FH-2 KGIZIm D> TH D EED
FOZEEFEY FORHSEIT, IS ST D EHK (hymn) L%, T <En@$ifﬁé“(§>@
BH., FHEEIADIRGTHOM) LWVWIAZT 7 —ICEIKRALLF XD, 27 FILH
pilgrimage & %, hymn &9 RKBUZIEL, FELMEAT 2BENBNATND

Lo X oz, 14 %, 27 %, 28 &. 29 FTIX, FRITIET2OBEIOES %%i‘ﬁﬁ:\ 5T
BT 25 <L T RGBT A BV, RIKIZILECT 52 Ol ) 24k LEL S . B0

DEF., S BT King Lear 1 %2350, A4 OT# AN LT CEZBOHE 2R DTN TE AT 2 A5
\ZIEEET 2 Edmund OEFIZSIHT 5, DT Cassius X° Edmund DHF X, ¥ = A 7 AT BMEHT 27
EHLDONRNEZ T EFo Tl ik I pnbtd, LR Eb 14FDO YRy MIBITF LRI, HE
WDSHIHE & T2 R ORI T 2 4R DIRHAI R SULE T TS KB TH D & 5425, 723, Knobel, E.B.
(1916) DFHHIZ OV TN F A EHIR L Y THoRWZ2We, 2 ZIZR U TEIFLE L B 72uv,
6 OED “jewel” n. MIHMr3E 11.5.b. Something likened to a jewel in terms of its appearance, esp. in being brightly coloured
or having a brilliant sheen. {22\ T, Shakespeare D FILFEH, AL TR, FIfI 1595 Thine eye (the bodies lewell
in some kinde). (B. Barnes, Divine Centurie of Spirituall Sonnets Ixxxi. sig. F4) 3 JX OV 2 i 1702 One of her Black Brilliant

Eyes is worth a Diamond as big as her head. I compar’d her Necklace with her looks, and the living Jewels out-sparkel’d the
dead ones by a Million. (G. Farquhar, Inconstant v. 88) \ZHE< B O ENSIH Z T\ D



PR HLRRIA SN TN D, 43 FETH 27 FLFERIZ, & FHAEDORNPEEZH2 S
L. RvofhTenz 5560 Fi, BEICKE LD %Z)U\%%E&O@%ﬁé%ﬁfcﬁ%%% B4
% (Then thou, whose shadow shadows doth make bright, / How would thy shadow’s form form happy show,
/ To the clear day with thy much clearer light, / When to unseeing eyes thy shade shines so? (Sonnet 43, I1.
5-8)), T I TIE, HEMNBEONIZ, BEV L, EERBELY BB VEL LTRESA TV,

INDLOFFTHINNLFEY FEHFFORBREERT A X 7 7 — /ISR EER 11TRT, HFHEIDE
ZORKOBRNOHEREES N, TNZAODLHFEY FORAITEELIZERLRDR, WTFvh, R
IRDOFRFRN 2 )~ DB D A RO i ILE L TV 5,

K1 (RELOBEDLY) PoFBVFLFFEOERERADIAZ 77—

14 % 7% 28%F 29% 3%
WOF | LR I A % TN

. BHOTE  BOREE (= A . DR (R
FE e (omzR)  wowmkk (=) OO sogs oam

3. BYY ~DFHLER
BEMNOIT, TNETE —HE, FORBUIIHFEICH T HREOAENR D> TRD,

Even so my sun one early morn did shine

With all triumphant splendor on my brow;

But out alack, he was but one hour mine,

The region cloud hath masked him from me now. (Sonnet 33, 11. 9-12)

Why didst thou promise such a beauteous day,

And make me travel forth without my cloak,

To let base clouds o’ertake me in my way,

Hiding thy brav’ry in their rotten smoke?

"Tis not enough that through the cloud thou break

To dry the rain on my storm-beaten face, (Sonnet 34, 1. 1-6)

BETIEFF4., EORICRERIL, X 2K 9 KP, 34 FTIXRZ BN TROBRITEIL D KB

K%i\%E@iﬂbéﬁﬁﬁémnﬁ?ﬁﬁﬂ@k%J&®%ifh<%$ﬁbﬁ%®?%o
F—RREICEB E RN E WD 1TATHOREL, 34 F Tl BORICEDERNLENT, KET 5

D%@ﬁ@ﬁﬂ%hﬁ#@fi+ FEFFARVDOIEL NS 5.6 ITTHORINGIE, BEEbA
T%fikﬁéﬁ%i(% IR TROEI ETOXF DL, BOIIFFRICEUONIHEEZ LD
AR L IE D KR LOKEH B - 125k Y FOBMERDERINTWD B3 &, 34 FEDAX 7 7—I
DWTOFEMZRE LT, KA 2018a 38 L URAR 2018b B S 72\),

i< 35 F T, BHIZ, BXLRICL > THE L KBEOHEE (Clouds and eclipses stainbothmoon and
sun, (Sonnet 35,1.3)) 235 H DD, HITXKGEEFZD DXFFHITE LD, FEOEITEET 538
)% “thy trespass” (1. 6), “thy amiss” (1. 7)., “thy sins” % 2 [F] (1. 8), “thy sensual fault” (l 9) L&A
AT % (Sthy” OFED KL OFR EHRICOVTIL, AT 0P b OWDT 4 E AR O L%
RN, FRFIZ, 3B FAHIIEDOIREEZ Z & S 51255 L (Excusing thy sins more than thy
sins are: (1. 8)). HyHE ZAHFIZHFFAZE Z L (And *gainst myself a lawful plea commence: (1. 11)),

(RN T BN E 5 LWIBANWIUT, FATZOILF IR LTIV D,
(That I an accessary needs must be / To that sweet thief which sourly robs from me. (1. 13-14)) &9 %
EHIGEZ AW A X 7 7 —C, HESOFMERIET 5358 LWEE 25T 5,

40 FTH, FED 'FREDIR) ZHMET D 35 F LFEER. HHFEEZ TEA IV L, Lrbz
DIREFTT L VI REELZ AT D,

I do forgive thy robb’ry, gentle thief,
Although thou steal thee all my poverty;
And yet love knows it is a greater grief




To bear love’s wrong than hate’s known injury. (Sonnet 40, 1. 9-12)

HHELZIET “thief” LW IFEIT, 35 F TIEL “sweet” (1417H). 40 FTIX “gentle” (91T7H) &\
IMERfRE ) A 2k Eé*’@f“(b\é t WO FERES, BB FOFESOBHEREE N A TS,

IHICNBFETILEY FIXALZ HFHEOEFL(E U TAE L E & b | (deceived husband)

ez, BEZ, i‘%ﬁﬁ"ﬂl&i% DFELZZELTVDEIICAZTHIFALE IITLEDY LTVDHA
F7eFED X 9 IZHE < (So shall I live, supposing thou art true, / Like a deceivéd husband, so love’s face /
May still seem love to me, though altered new: (Sonnet 93, 11. 1-3)), = L T, HHFEDEL I %A VDI
12 %2 %5 (How like Eve’s apple doth thy beauty grow, (ibid. 1. 13)), Booth (1977, p. 305) %, [Alt:
il 53 EICHKT D “Bve’sapple” @ AN AEZIKS ] L) BHRIZEHR L’D’D\ THENEA
T OWEEDS, 21T H @D “deceived husband” X° 9 1TH @ “heaven in thy creation” (Z & U #§pk = 415 3C
ik & E@ﬁ@%ﬂﬁ’f% EERFER LTS, FEERLLEEHFFRIL LI i%*%ﬁﬂﬁéﬂ‘? T IE BV
D OFRELTEBIFIEE LTOA T NI NI TIFINTLES TS,

U EDO—HOFHIAOND, HTHEEZBLRKGPHEANE LTHRA, ZORELR UV RN E HFFE
9 LT HMBMERERY FOLEERTAZ 77— R2IZELDD,

2 (BOIXKE/FA~DEHELFTL) OBANOEVFRLEFEORBREEIDA T 77—

KRR 3 34 & 35 % 40 % 93 &
R etk BB ThH O LA GRS BRONEE

ey ‘ ‘ :

WE | ROAB lmngnm OB o RnE 1Y

4. MEZFY, BLA, £oZLickzxd

FHEOPICITHFEAME, MELRADAZ T 7— %ﬁ%ﬁ’bé AIEICEIZ L L HIC, FF
ZGEIMET DOV 95 35 FCITIEEMGED S L7z, (ZHENE D 30 BT HIEEHGED B
T 5, 12720, 30 FTHINNLDIT RS LWFFRIZOT: éﬂf_ LxDIESE (the sessions of sweet
silent thought (Sonnet30.1. 1)) T 5, iV FEE I ED BN HOH 4 % ML (summon up (ibid.
1.2)) L, AMEPRZELLEEZZ L A< (wail my dear time’s waste (ibid. 1. 4)), Ingram and Redpath
eds. (1964,p.74) 1%, Z DYV v MBI HHEEHTHERZAIFT (manorial court) TR DHEED 5
VW3R (the Lord of the Manor, or his steward) 23 HiIFT DU S K EHRIT  (the condition of the estate, its
losses and resources) Z X TWAHERFIZRZE B 2 TWA LT 5,

Then can I drown an eye (unused to flow)
For precious friends hid in death’s dateless night,
And weep afresh love’s long-since-cancelled woe,
And moan th’ expense of many a vanished sight;
Then can I grieve at grievances fore-gone,
And heavily from woe to woe tell o’er
The sad account of fore-bemoanéd moan,
Which I new pay as if not paid before.
But if the while I think on thee (dear friend)
All losses are restored, and sorrows end. (Sonnet 30, 11. 5-14)

FED FIL, SR LR AT B AR, 2 08ER%Z [IEHE ) S OEIHE] (cancelled), THHK] (expense)
ERAN-RATH TR IS TIC AT EBALHEE Z SO LIER LT WA TATND DI,
OO THWRET, | ERFHELZERRP LIRS, £ L TI3-144THTIE, TAREZIZ
HEEES & TT_XToOHEKITEDHDLIN, ELANBDLDIE, | LLMKRE LT Z2H#i<,
KUK NT2H & DFRNDOE L 2%, (ERETICE > TOMEOHK LA, FFE2, HIZH
DEDEDLMELIEZTNDZLRDND B0 FIZONTITRAE (20182) DELELBR),

S2B/ETHINOND KD, BERIZLE > T, RERMELSEICRE L, FTHREZHT TEhE
kH 5 DIFEVCTH D (So am [ as the rich, whose blesséd key / Can bring him to his sweet up-lockéd
treasure, (Sonnet 52, 1. 1-2)), — 7, NERDIFMELREND Z L ThbH, TORLEITHEZ DT



WA HTITH I D U8 FED A X 7 7 —IZOWNWTITRE (2018a) DELLBM),

But thou, to whom my jewels trifles are,
Most worthy of comfort, now my greatest grief,
Thou best of dearest, and mine only care,
Art left the prey of every vulgar thief.
Thee have I not locked up in any chest,
Save where thou art not, though I feel thou art,
Within the gentle closure of my breast,
From whence at pleasure thou mayst come and part;
And even thence thou wilt be stol’n, I fear:
For truth proves thievish for a prize so dear. (Sonnet 48, 11. 5-14)

BV FIXSITET, BFEZAOPIATLIEALY ERIDMEL LTRX, 71TH TRLEWVE
FEMEZ OO THY M—ONADOFR) 7227525, 7T TZ2ZWVWHORBREIENIHS FFI2L )
B A1TH)., [EHEZHIIWVILTHEE DT UIBN o7z 91TH) EMPEEEOERE S %
BL, TOBEEF LR ENDAREMEEMILD (131TH),

FERDOARZIL 75 FTHHPND, 55V FIXELEZ T OREERICREL X, HOOEETHD
HHEEZHBT L0 ML TZFRATCVRIRICEZ R EN DD TIE, it DEkFaH#i<
(And for the peace of you I hold such strife / As ’twixt a miser and his wealth is found: / Now proud as an
enjoyer, and anon / Doubting the filching age will steal his treasure, (Sonnet 75, 11. 3-6)),

—J7. 65 FTIE, MEZE -S> T DIFREBETIIZRLS, KThD,

O fearful meditation; where, alack,

Shall Time’s best jewel from Time’s chest lie hid?

Or what strong hand can hold his swift foot back,

Or who his spoil of beauty can forbid? (Sonnet 65, 1l. 9-12)

ZIZTIE, BFEORZ EIeoTWD [EA] (ewel) DEORHFEIFFEY FCTix7e<, (K Th
D, ELWHEDOME W) ([CRTZERFELTELS (1017H) DITRARET, 20 Lz M
S TEED FITRHIZH BN TWD, ZORMMIE, R B AMITZZ omi2 —ERFMFH Y 4 Toih
TV E 220 & ) UEE T /v (Lakoff and Turner 1989, pp. 34-35 2 R) LRWBIEZ AT 5,

87 HFTIL, EHICEBAIC Y, HUHETHEY FIXFFZ2, BOo0NTAT2I2EbEV ICTEER
L LT E451T 5 (Farewell, thou art too dear for my possessing, (Sonnet 87,1. 1)) , &8 HHEEZAH T
5 OWIBR I T L E UV (My bonds in thee are all determinate. (ibid. 1. 4)), il GG HE % K &
1L 72 5720 (And so my patent back again is swerving. (ibid. 1. 8)) & . &7 M BEDFTA I DI
IRUINOBLENOFEL OFROKE LR D, TRETHEZHA L TWIZE BTzl
BrEolcl L, EORTHSITELE >7cD72 LB (Thus have [ had thee, as a dream doth flatter: / In
sleep a king, but waking no such matter. (ibid. 1I. 13-14)), Z ® 144THIZDOW T, K (FWIER 2018,
p.193) X oI —KOFE, ROIULTTOKRMEER, | &) HIRZRERERRL TS,

FRO—EHOFICBITHAZ 77 —%, RIITELDD,

T occare” 120 TRED, DR &V mHRBOLRLT, [HELA] L\WH) HENHD (OED“care” 1. T 1.a. Mental
suffering, sorrow, grief, trouble. Obsolete. (Old English—-1720)), Sonnet 48, 1. 7 @ “care” DfFFRIFEREIZ L > TR
%, Duncan-Jones (1997, p. 48) I& “responsibility, source of anxiety” & fi#fk L. Schmidt (1971) X “care” DFEFE L L
T 1) grief, sorrow, 2) anxious concern, solicitude, 3) watchful regard and attention ¢ 3 2% 281F 7= -G, Sonnet 48, 1. 7
D “care” 1% 3) IZJ|/T DL LTWb, Booth (1977, p. 211) 1 “mine only care (1) my only grief; (2) my only concern
(with a play on Latin carus, “dear”: “my only beloved,” “the only thing I care about” --compare Italian cara mia)” & DR
AT TVD, ZOX D BREROEIE, TRDD care DEFMEAZRL TWDLEER D, TOEKTIT, £%%
RLBRR B EAZTY ALz Booth OfER2Y, 11781 (61TH) @ “grief” & HEXHSTHY ., FAORMKITK
HILWO T2V E Bbivd,

8 Wilson (1966, p. 191) 1%, 87 FHH 94 FE TOEREA “Farewell Sonnets” & ZAHT T\ 5,



# 3 (MEOHALEH) DBANOEVFLEFEOBREZIEXDZIA I 77—

30 % 48 & 52 % 65 % 75 & 87 &
- BHTN X% HMEOBHZ MEXZHTRLT BroEasfl HMEOBHZ Zodo
o F B HEE M HEHER B LLEEFR HRGRVIN WinsgeEx

BEREFHDE BENLLGEHR LIRS L o WENDEHR Eodho
FE | puamE  obcuE  ME WOREOTA Dk

RIWELD (MELZTA - BT LEMESR) OBRNOIEY FLHEOBREZIEZ D A X
77— E@F%@T HiEx <ﬁ:uﬁfuu> IR DAL T 7— LOD\’C%EE LTREVY,

24 % Tl BV FOHMNEFE T, #ED FOLEAMIIRZ 54 (Mine eye ¢ hath played the painter
and hath stelled / Thy beauty’s form in table of my heart; (Sonnet 24, 1l. 1-2)), &Y FOKRNIRE XX 5
Pkl L CHEZ AU TV D (My body is the frame wherein tis held, (ibid. 1. 3)), H 23\ 7=#x & LT
DHEFZLOPITE L TWDHEED FOEENHINN TS,

46 - TlX, 24 FTOH L LOWHNREED G —HE, inZ &Ko TH &L BRI D, °

Mine eye and heart are at a mortal war

How to divide the conquest of thy sight.

Mine eye my heart thy picture’s sight would bar;

My heart, mine eye the freedom of that right. (Sonnet 46, 11. 1-4)

I THEBLZWVWOIL, BEORENEAGLE LTI TS Z ETHDHO, FEIFHTHE L
91z, 3B3ELE, FFEOEGD THFEVIEMAF TR ZH 72550 Rl > T, 8 & D AMBE
RIFR U COPRERERMRIES N O TIERL, HFEOZIIHBLID . A5 L7=H D (conquest)
Thd, TNZFED FITEA L E L TORBEERICRZ, Z0REZO>THLOH &L
IEEHI, — ., 4T /FE T, o T2 B & LOMIZERNFEILI, B & OB EWIZEIT AV,

ZOfpEZ EE L LTHROZHRA L CEZ 2 <R3 745 (With my love’s picture then
my eye doth feast, / And to the painted banquet bids my heart. (Sonnet 47,11. 5-6)), 46 . 47 HEDFFE L

T, B L7248 FBDOMED Y 2y bt T D, ZOREENTEEMBEOENESL L
f%z%mxwuy_k@bﬁ%>M7%mxn%/%@%§¥xwvmikﬁ(mw@ LRI
l/\)o

PLED 24 %, 46 &, 47 BIZAOND REMESROA LER) OBANLEED FOFHE~D
BEWRZ DAL T 7 —DFILEURIZOWNWT, £4I12F L DD,

# 4 (RREELOFALEHE) OBANLEYVFLEEOEREZIRZIDAFZ 77—

24 % 46 % 47 %
EE= SR TSN Y] BEODS>TEHEIHEL BEOSS>THENERATER &L
HE FED FOLOHF O AL & LTk AL & LTk

5. fa L LTOMENYID (Kp) ~DIEHL

F2HiTHIE L ot DIT, 14T, G0 FREFEO B ML EFY 52OBEN O
Z. HEWNEIO X S ICHFEDEME o TWe, D 14 FEZZT, kO 15 F T, 5ED F I;U\
fi] DM iE C%ﬁ*i.“%:& ITE DI (secret influence)'! & xflb SHTHEE & LAEITLHH DM
B, I S22 (When I consider every thing that grows / Holds in perfection but a 11tt1e
moment; / That this huge stage presenteth naught but shows, / Whereon the stars in secret influence comment;

9 Booth (1977, p. 208) 1%, H & LDOFWINARHF L AMOBEZHTULIZ LTINS L L T\ 5,

10 wilson (1966, p. 151) I% “the conquest” % (a) the spoils of war; (b) property of goods awarded in a legal action D%
FELTHIRL T A, JITE (1971, p. 108), K35 (2018, pp. 106-107) 1% THFM ) LFRL TV A,

1 OED i2iZ “influence” O &5 EWMEEDEEZE (F161 c1374) 2L E N TV 5 (influence, n. 2.a. spec. in Astrology.
The supposed flowing or streaming from the stars or heavens of an etherial fluid acting upon the character and destiny of men,
and affecting sublunary things generally. In later times gradually viewed less literally, as an exercise of power or ‘virtue’, or of
an occult force, and in late use chiefly a poetical or humorous reflex of earlier notions.),



(Sonnet 15, 11. 1-4)), ARNIHEDTZ LD A X 7 7 —385 (MENASPLANTS) % 5 HE\Z#K T,

When I perceive that men as plants increase,
Cheered and checked even by the selfsame sky,
Vaunt in their youthful sap, at height decrease,
And wear their brave state out of memory;
Then the conceit of this inconstant stay
Sets you most rich in youth before my sight,
Where wasteful time debateth with decay
To change your day of youth to sullied night,
And, all in war with Time for love of you,
As he takes from you, I engraft you new. (Sonnet 15, 11. 5-14)

FED BRI DAMIE, M E EF oK RUT, IBRLCOESDZEDE & TIESSENLD L
MAHNB LT, BIEL, BHx LWEREZIZZ D, MIEICEL T, BEAZX, P TUL 1FT200n
RENHLENLNLD] (5-81TH) LWHilMAET-EDH, ZOHENWEDOAKEZRT “youthful sap” &
VO ERIE. BHEDE 2 BT | FEEEOR A LWBIARZEMSE S, TOFADL D 0F
FEORBEZEN, B PIIETIFFELZE S TSRO L, FEICHEAZIET (engraft) @
Thd I5FEDOY Ry hOL MY v 7220 T, K (2023) BRI,

FREORBULITBICLAOND, HEOENTZEEE LT, £, AFh. &, WEEZET HE
D FE, T ZOBEREOEIC, RUTDONREEZEAT LD, | L'E57 5 (For whether beauty, birth,
or wealth, or wit, / Or any of these all, or all, or more, / Entitled in thy parts do crownéd sit, / I make my love
engrafted to this store. (Sonnet 37, 11. 5-8))s

15%., 37&D [HERT %) (engraft) &\ 9 RBLD HEAET 5 IS LWHEIE, 5RO TIdks
ESIVTWRWND T, FERE WS BIEEEDANRBAR THNTWTHEAMEL TH Ly, M
NI BE L EHRTHAH, ELVWEFFEZ [EDOEMK (beauty’srose) IZ78E D 272V F v K
1 FIZHHEY, ZOY Ry METIEHFFEOR A & LTHOWOLNIZHEM O 5 B b2\ OB EHTE
MHThD (KFR2023, p. 22, KT 5] LWHTTEIN DI, BREHEARL, FHEIAD T
BCHRERE LTOEY FORNEBIND, BE IO THEELHE, TABRELZ L, IRBAD
HMED | ZOFHIEE D, E LT, ZOFFRERIIVDOBLE HT- 2 5, | (So long as men can breathe
or eyes can see, / So long lives this, and this gives life to thee. (Sonnet 18, 11. 13-14)) & 58\ E THHEIC
BReErANICE o T, GRANITRZER., #ET (o) H=) RoTh D,

DT, HEORY &5 mafkii S 28 Ah%, FRKREEOBHNOIRZ Db H D, 5 FT
1L, ELWVERCONTREOMAEETHEBELICINTLEI) Z LxBX 5o [TH, EEZKELTE
FIE, 2 E2ZIZDSVH->THERI DITANTET, FEERIZLEDIZHF L AEES] (But flowers
distilled, though they with winter meet, / Lose but their show; their substance still lives sweet. (Sonnet 5, 11.
13-14)) L, 6 FTIE 0o, XOHLINTEFEREHAOEEZRNTHIZICEZ L E I, T
A&7 L CLEW/AR IV (Then let not winter’s ragged hand deface / In thee thy summer ere thou
be distilled: (Sonnet 6, 11. 1-2)) & HAEIZEND 273,54 % TIEREY FH O NEKOELEZ o> TH S,

Of their sweet deaths are sweetest odours made:
And so of you, beauteous and lovely youth:
When that shall vade, by verse distills your truth. (Sonnet 54, 11. 12-14)

MO LWEROFTKITEAS - D EROSEE N HIEOND E L, HHEOELINAHLETH,
FED FIMEDFHC K o THFEOEEN KM SV D D72 L1~ D, FEADFFO ) THEDZE
EHFERKRKOZELFRED LT HEENZZIZFRINATND,

LEDOFRZR OGNS, MR 235 H2EMICHEAREZ LT B/EKRERGE L2V T 5 X5 ICHFFED
RO o HmEFFOITHEESE LD LT 558D FORAZ 77 —%2R5ICELDD,



#z 5 HEBHDORY HEMOMEGEDRA) DBENOIEY FLEEDBEREZELDAZ 77—

15 % 37 E 54 %
FUES BEARETORER BARETORER FKREE
HEE FE4) L7 IR

. EEORE LR

U\J:O)J: INT, B FITHFFEEZ (R, GEAN) . (WE) . W) L WVolokkx 2 b DI Z .
ENHEDEDLY DAL 77— Ko THEFAOEBERZITELN, STENLOFEETD 450
T, BERVLEANCELET 2HOBEN O EFE~OENREOND, ZOBAIE, #->T26
FICZOHFERROND, 26 KB TIE, TONEOELZL, EHDOAWNRY ST 5, FHETO
Lz, LrbRLEHE S ST TWnD, J (Lord of my love, to whom in vassalage / Thy merit hath
my duty strongly knit, (Sonnet 26, 1l. 1-2)) &, FED F2EEIEREHBT HE T E LTHIW TV,

—J7. 57F/FTIE, BV FITEE 2 FHEIE 2 206812 2 5 (Being your slave, what should I do
but tend / Upon the hours and times of your desire? (Sonnet 57, 11. 1-2)),

Nor dare I chide the world-without-end hour

Whilst I (my sovereign) watch the clock for you,

Nor think the bitterness of absence sour

When you have bid your servant once adieu.

Nor dare I question with my jealous thought

Where you may be, or your affairs suppose,

But like a sad slave stay and think of naught,

Save where you are how happy you make those. (Sonnet 57, 11. 5-12)

FED RITHEHIC TOREL] (mysovereign) &FFONT, H H % “slave” X° “servant” ELED
AN, ZOREIFEY FEREL, KFHEIZHD s 22 385, TORE EWVESFEOR % |
FEV FIXIEEE D (chide) L7V L, ¥ (bitterness) (26 D720 HHEDITE I Z2EEWIE 2 (with
my jealous thought) X 7272 L (question) 720 & L72\, EBEXLZEHNRTIINED, EEOX
FELIZZDOHEIEK L TH D Z 1T “the world-without-end hour” <> “absence sour” <> “sad slave” &
WO TeREIDGHALNTH D, 7006 T 2T, REMIZITEELRDORIIRFICEET D (B
k2t | (apophasis) DL~ U v 7 35405, B “servant” (Z-DU T, Ingram and Redpath eds. (1964,
p. 134) X U FARAFOFEFEFRFA O EK E LT, mﬂwe&anwm@ﬁ%%hmﬁé 57 %
D “servant” (21X, lover 72 & IO 72 SN WEE LZEVWNREESNL TS LY ICRZIT S
5. 30 FILHFE L ORREZIEE OER OB OBl b REL L‘( TN DA, FENHE LS
DNT=H %48 Liﬁ‘(b\é (how happy you make those) Z & ~DAE LA fEL %{%i“é‘“(b‘éo

58 & TH, BV FIZES A HFHED [IGGE] (your slave (Sonnet 58, 1. 1)), [&HDME D F FIT
_BHEB] (your vassal bound to stay your leisure (ibid. 1. 4)) &b, HHEE . HIyOEFE % B H| fi
IHER, B OIZ S B TIHFTEK E VoL EEOME B2 L & oHF L 2723 (Bewhere
you list, your charter is so strong / That you yourself may privilege your time / To what you will: to you it
doth belong / Yourself to pardon of self-doing crime. (ibid. 1. 9-12)), HH& E FIZP 2 HIXTHFHEIZ
TRV ENTIREEE Rk ~DBEIZ (Th’ imprisoned absence of your liberty (ibid. 1. 6)), & %\
HF 2 <. (I am to wait, though waiting so be hell, (1b1d 1. 13)) HHEEFFOE LAEFANT D,

61 FTIE, FHY FIIHFFIIRATITRNAEZE I L, BRICHFFEOLELH 5 HHEZH
L7 <. A ARD SETB DIXZORDOEROTZL, DO ZOEEDEN, FAOLE
EELIbL, EHDTEDITKEOEKEZDEDTWDH DTS, | (Itismy love that keeps mine eye awake,
/ Mine own true love that doth my rest defeat, / To play the watchman ever for thy sake. (Sonnet 61, 11. 10-
12)) &% 7, “watchman” 22D lE, HELEELSGZOENE BT TN I DB Z D,

12 Schmidt (1971, Vol. I, p. 603) 1% “jealous” o 2 & H D E W “suspicious in any way” O AU & 51T Sonnet 57
DZOEFEZETTVD
1B T rak) (apopha51s) IZOWTIRIEIN FH A E 8RR L) ZHRZ 157,



63 FTIL, HFHEEZMNLEE L -V ODNIAEI RSN D, [REOMOME/LLT] TH D,

Against my love shall be as I am now,
With Time’s injurious hand crushed and o’er-worn,
When hours have drained his blood and filled his brow
With lines and wrinkles, when his youthful morn
Hath travelled on to age’s steepy night,
And all those beauties whereof now he’s king
Are vanishing, or vanished out of sight,
Stealing away the treasure of his spring:
For such a time do I now fortify
Against confounding age’s cruel knife,
That he shall never cut from memory
My sweet love’s beauty, though my lover’s life.
His beauty shall in these black lines be seen,
And they shall live, and he in them, still green. (Sonnet 63)

ok, £ (king) DI L EHEEMLOSL, TOFILEEE STV, TOEERLH
(cruel knife) (2fi % C. &V FIX5FV 2B (fortify) . FEOMNFEDEEZ ADOFLIEN H Y)Y
T (cut) OEBLTH ET D (/I4’7XI:7’75\§°EE<H#OD$@%17 IOWNWTOBLEIT R (2022)
M), FESFHERO X 5 FORIEIL, §5Y FOFHT (theseblack lines) 12 X 0 EE I 5,

ZOEDIT, 57 FXL S8 F T, HHEDO AT DNTIRAS 270 b RIRIZEIE L T
W2 DFED i, 63 FICED . FHAL LTOBREERVEL, v &0 ) RIS THREOMICAT
B, BELDIHFEELSTAD ET 5D, HFELFED P2 ERBROBAENDIEZ TIN5 OFF
BICBIT D AZ 77— blE, &L LTOEY FOMEOBbNGHATN D (F62H),

£ 6 BXEUMEXETE OBANOBYFLEEOBEBRZIEADIAZ 77—

26 % 57 % 58 & 61% 63 %
Gy | EHERTS BLCESEOC BLCEEEIC o L) O L
““ R S0 Ik 5% Ik 5 W > e
#E | BE AEFHAEE  ARENAEE  Sdxgy O MDDEFER
TAHEE
7. BEEEM

VA B 1 EDNS 126 BETO, HEAOEEBEDIFFEOKEIZI LD, 3BV FIZELD
DEFHNPIZIEY RS, £ TEIOERDHFFE~OEWL, GILELEZLIRFFHLTHD,

108 BHTlE, fED PR INETEZIHEN TCEXZFOF T, HLOBELIZOWTEZZELZZ LM
HHD, MIZHF LW ERENDIONEBERI LI ET, Myt BET 5,

Nothing, sweet boy; but yet, like prayers divine,

I must each day say o’er the very same,

Counting no old thing old, thou mine, I thine,

Even as when first I hallowed thy fair name. (Sonnet 108, 11. 5-8)

THZ L, =D Z EZMVIRTIENT RV LFEDFEY FIL, EOFHEREZM~DHT Y (prayers
divine) (2722 5 2 %, Burrow ed. (2002, p. 596) I, 7 ﬁ HO Midbon b o, Flden s o (thou
mine, I thine) &9 LENEHEED [V oE O] 25 16 Hid “My beloved is mine, and 1
amhis.” DTa—THDHZ &, 8ITHD [EHDFEDL LA ZLZDTZ] (hallowed thy fair name) 723

[ X AL DEEE] 6 EIFHOEDHT Y ®—Fi, “Our Father which art in heaven, hallowed be thy
name” DEIMTH D Z & #4575 (Ingram and Redpath eds. 1964, p. 250 & &), 55D FIXEEE
HOROERBZ HWT, HESMICICET 282 62 L W IHFRMARELL TWH EF 2 D,

10 FETIE, BBV FIIEHFOINETOBITEZRE L, 21THTHDLZ “motley” L BT T 5,
Schmidt (1976, Vol. 1, p. 744) X Z DFED 2 DD EML, 1) the particoloured dress of domestic fools or

10



jesters & 2)afool ZFEH L., 2FHDOEBEWRDOHFIOOEDIZY Xy R 110FEZZHET TWD, &

(GR) (1986,p.152) 2SR L7z [7ZAE YD OEL] LW HFRIT. 2D 2 >DOEKRDOM T % A7)
L7, A A=VHUEORWVERTH S, —H T, BT LHFFITH L TUEL, 1297HT ) W
N, BOOEMLAFEFEOEVIZHIT OS2 E%ZH]E L (Agod in love, to whom I am confined.
(Sonnet 110, 1. 12)), HHFEEZ HELNR, WEH, &L, RS LW oFfbIE LTI (thy
pure and most most loving breast (ibid. 1. 14)),

108 &0 110 FICAR OND FHEADRERHNE G F A DEEITONTIE, w< - TH 2 Hi T8l
BT 2TH/ERL29FICH, ZOWHF L X HIRBD Oz, “pilgrimage” (Sonnet 27,1.6) ¥ K&
O “hymn” (Sonnet29,1.12) & WO FEDMHEHTH L, LL, TOLEDOKRR & 72> TV RKIK~
DIFMLNT, BRICHEEOEY Y 2521 T, 555 KGITHT 2~ LB L TLE S DT (5 3 i
ZH) | HOEMLTERN -T2 EFE R D, —FH RALOHFL L THHERTAREII31HFETH D,
Z DOFFTIE “religious” &9 FEDS Sonnets D THE—fFH SN T 5

How many a holy and obsequious tear

Hath dear religious love stol’n from mine eye,

As interest of the dead, which now appear

But things removed that hidden in thee lie?

Thou art the grave where buried love doth live,

Hung with the trophies of my lovers gone,

Who all their parts of me to thee did give;

That due of many, now is thine alone. (Sonnet 31, 11. 5-12)

W0 FiL EATZRNEZDOLRT X THEOMISHD SN TND HDERRLTND, U
722 DL (religious love) T, FEY FITO-Te X (ZFEH Z 15> (obsequious) 1EE7Ze (holy) J& % it
TH, B TFRELLEZOREZLORN, FEOHIZH 2% (Their images I loved I view in thee,
(ibid. 1. 13)), 7BV FIZ & > T, HHFF HMEEINENEZTHDE] 91TH) &) REMN
SliE, FEE~ORBNE 2wl E L THFENPUERZ LT TODEED FOOIED 9 A2 %,

ZOEIZYFy MEOFETR O NIRBO OB, KAED 108 FR 110 FIZHIT 5 (b
DOBESOBRIZ L o TIEBH < D7EA3, 125 F TlE, 350 FiEOWICT, HHEOIMILEZE L LESIEIC
WML DENIEEY (181TH), BFONEEZ ZEHEZHREIEL NI LRIZTEED AL,

No, let me be obsequious in thy heart,

And take thou my oblation, poor but free,

Which is not mixed with seconds, knows no art,

But mutual render, only me for thee. (Sonnet 125, 11. 9-12)

9-10 fTHD TV, FULEADLITBEIZONZ T2, BLWTNRE, L0 H72 5 ZOKTY
BT T ) EWVWIRBENGIT, FHEOLICKHT LB FOBEDORFFLN I MR Z 5D,
“obsequious” |Z1%, FHRICEB W THEIZHEIT HBNE W) BRI H Y | HFHEDOILE TRT HE X
NdbEWIZ T HH D2 (Dunkan-Jones 1997, p. 125 ZR) . Schmidt (1976, Vol 11, p. 789) X =
DFED 2 DO FEL, 1) zealous, officious, devoted & 2) Especially zealous with respect to what is due to
the deceased; mourning @ 9 HFH D& LT Sonnet 125 F &% T 5, I Z Tl Schmidt (29
W, TEXTVWD | BF~ORETHELRIFLERTRILE LTH LV, 723, “obsequious”
EWVIOERIE EIR L7231 FESATHICO R A D, ZOFEETY x>y MEREKEOHF T, 31 F L 125 %
DZD2EANZ LW HIL T2, ¥ 31 F Tl \%mem”i%%%ﬁUﬁ®/ﬁﬁT%
ST, XDOEEBIZLOEEETHEICOWTL, FFY FiE [E] LVIRIZAVRN S, &
THHETHNRZ T EEXTWD] 91TH) LIRATWEZ, YRy MEPHI EE~DE DR
BB A TIKT ORI THoT W) T &N, 125 FLHALRDLZLIZL>Thb2s, 20
“obsequious” DFEJENH 1< 31 FITRS NI GED FRNAEDOH TR & R L T X 72 religious

1% 31 % & 125 %D “obsequious” DIFIGKIZ DU TIX AT M40 2 2d% L 0 fefi\ 72720 2, & L B £,

11



love 23, 125 BIZE o THREMICHFEDOOICA D> TEPINZENRNL TV AEEFN I DN 5,
1047 H @ “oblation” {22V Tld, Burrow ed. (2002, p. 630) 7% “ritual offering, often to God” & V>
IR A RL TS, 3B T, ZOFETHANCAE TWEFEOHROE~DOER LWV ) E
MPEZE T, MICAEE D KO ICHEFOLIZHME AW, BHOOWMEEITLO L LTWnWDZ ENnb
M5B,
LB, ~DOEMOBENOLEFFELREAIGEY FOAX 77 —IZONTEKTIZELD D,

£ 7 F~OFEM OBENPLFEYVFLEEOBREEIDAF 77—

31 & 108 & 110 & 125 &
FEVE | HIIBYREMORERT A AETY 28T 26EME ZAEYRDOEL IEUIES
HE AT RN Zfhe - 32 P g fi

8. HEN : Sonnets DIERR L BURED A ¥ 7 7 —

b, AKRTIE, = A 7 AT D Sonnets D, HBESDELZHIN1FEND 126 FETT, 76
DFEHFEEND 2 AOBG AN OM T HIRIC L DG OXR L LIRYIOFFCTH D 14 FLL
B, 2 NOBHRMIENR ED L 970 A X 7 7 —TRADBIL, FBEONTWAINEBE L TET,

AK7v Yz NREEOENT B EBR O TIX, Sonnets DFFRE OHEFE 2 Hifke L Tiide 2
LT, HIMTHATLZ D TITFEN R ER L RWERNENROND Z EBmELN TS, AT
EBRLICHED FLHFORBRMEORAZ 7 7 —ICBL T, FHABEMTITREFEL LTHRZ &
W20, 2 NDOBRMEOZELD, HNbivd A X 7 7 —DEACOBLEIN Y BN %, Sonnets
(2D BT T A AR GEAED 5 H1 T 2 ADBMRMENZEL L T <R E B 2 D BRI, Gollancz, ed.
(1919, pp. xxvii-xxix) DA A & T 5, Gollancz I% Sonnets 4= 154 & % K& < 3 DIZHFET D
(A.THEBETTER ANGEL (K & Kff) 1#~126 #%. B. THE WORSER SPIRIT (L &) 127 %
~152 %, C.LOVE’SFIRE (ZD%) 153 &~154%), AD [RERM] ThbbiFEsT—~v &
L7354 3 DI FAi5# L (1. LOVE’S ADORATION (B D #LE) 1 #~26 % . 1. LOVE’S TRIALS
(ZORH) 27 F~99 . 1L LOVE'S TRIUMPH (ZDRFI) 100 F~1263F), Z O FoHHO
2 FH., FORBAERNZ 27 F~99 FOFHFEICHONTIL., EBHIT 6 DI TN T 5, (a) The
bitterness of absence (& 2. 72V E &) 27 %&~32 F. (b) Love’s first disillusioning (% D )& T D %)
33 #~42 7. (c) Love’s longings and prophetic fears (5 DY & R 72 Ti%) 43 F~55 %, (d) Love’s
growing distrust and melancholy (D% 86k & & #) 56 H~75 %, (e) Love’sjealousy (DT A
PN 1676 F~96 T, (f) Love’s farewell tribute (BRI O DEFEE) 97 H~99 FTh
Do T ODLBIZIEDNT Sonnets DR A 7RI EX 1 DX DD,

M1 Y=A 27 AT D Sonnets DHEFL (Gollancz, ed. 1919, pp. xxvii-xxix (23 X 1EAR)

A.THE BETTER ANGEL (R & Kf#) 13%~126 %
I. LOVE’S ADORATION (ZED#L%) 13%~26 3%
1I. LOVE’S TRIALS (% DakfH) 27 F~99 F
() The bitterness of absence (& x 72\ 3 X) 27 H~32 %
(b) Love’s first disillusioning (DD TDLIPK) 33 H~42 F
(c) Love’s longings and prophetic fears (&MY & R 72 F) 43 F~55 %
(d) Love’s growing distrust and melancholy (50> 55 % 5% & 55 82) 56 & ~75 %
(e) Love’s jealousy (DT A 7L ~DEE5LL) 76 %&~96 &
() Love’s farewell tribute (BRI oD% D EEEE) 97 #%&~99 &
I1l. LOVE’S TRIUMPH (3D Ji#1) 100 %&~126 &
B. THE WORSER SPIRIT (L % %) 127 F~152 %
C.LOVE'SFIRE (ED%) 153 FF~154 F

15 Gollancz, ed. (1919) = & % Sonnets DRERK D DHTIC DOV TIXPEA T M40 ZHIR I ZHORW 220 2,

16 Gollancz DAFET 76 Fi b 96 T E TOFREC G 2 HNI-L4FR “Love’sjealousy” ZRTICH-0 . ZHHDFE
BEANER D BAEIE TRAR ) &9 BARGERRE T T 20K & TR FA /7L NTHT D3 E UV E T
WL THDEZEND, [BOTA 7 ~DERL] LI IRELE Y T,
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AR TBIZ LB T L ﬁ$®F554+r ZOWNTOD A 57 77— MMNENTFOREIZ OV T,
Gollancz IZ X5 1 B~126 BEDOSHFEICIR» CEFIT AL M2D X HITR B,

X 2 FBYFRLHFEEOBRMEIZOWTORAZ 7 7 —DFT —< LEFHEDEE

Sonnets 1-126 D#H (Gollancz, ed. 1919 I&E-5<)
ARTF—DT—% N . S48 |@RIh
Zailyg RIABVWES WD T DL PELFERTFR BIRRLEE P palo) 2]
(RiFL nBEbY) 14 27 28 29 43
(BBDKBE/FBA~NDIHLFFL) 33 34 35 40 93
(HE/MCEIEROFE &L BE) 24 30 46 47 48 52 65 75| 87
(GEY OB ORBEDRE) 15 37 54
(BEICHEZZTHE 26 57 58 61 63
(FEADIEMM) 31 108 110 125

HE L OMF2ZEZ IO, 2 AOFRREBREEHIOE B OB, BLXO 22750

FE ] OBEPEAHI 2 FE TOFFHECIBWT, AR TBIR LT 6 DA X 7 7 —DT —< D D
Lo 5 FENPEY; LT 5, %@5%<f¢&@%b@><ﬁ%@ NG DORA) . (BT
25 T O 3FEIL, [FoLE] OBRBETH 1BOFCAOND (ENZh 14 F., 15F. 26 %),
(MPEEFBEIES OFTE & EH) OF7—~< Tl \iﬁéﬁﬁk%@#ﬁﬂf&®ﬂ%J@&ﬁ
APE & 79 55m T z@w¢éJ®&ﬁf1%¢0ﬁhé(%h%ma¢£:m%)<Wm@%
iy OAZT77—RNBGT 501X [RABRVEES] OEET, 1 BOF G1 %) Ihohd (27
ﬁk;ozwﬁi ﬁ@h@m%%f%@fi&w&#mb(%7Eﬁwﬁ BIZ AN TN 2200,

ZOFETHD O] BLOY 22720 ES] OEBIZBWT, &35 A E0REFBRED
%ﬁ77w®kiﬂﬁ74/f/7ﬂréﬂfmék 2D,

B2V ES | 2/ <FFETCIE, (RIKEDEDY) 226 2 N\OBRMEZRIK A X2 77—k
FRIZEND Z L ICEE Ltb\o RRIZODS ZF O EITHFEEZEIFEY FoOLEN, RIK
DFFEIIR I ~DBEH O Z TEOND 27 F., 28 F. 29 %K), 60 F & HFEOWPRRIERE
&L T < i ASHFTET D RIK L OIEBEESXIGRERE R L T0nDH LB 2 b b,

L TAN, BEUKIT S, BB FOEE~OBIIHT-RREE REHBD 5, FEOEDY &
ZUF, T TORMW =R 4250 T, %2 EH2KE) < GEN) K2 D, ZOAXT
77—, [EofLE) X T z@w¢éj®&w TEE Lo 2B THh 5, HE~OEEL
RIEA~OEIBDOZZ /2 ZF O X TCWZERTE CTOFFEE RS & RAZDBIRICKEREEZRH Y |
FZINRED FOLBOREINIDNZD GEY FOLEDOENVWERT 2D, X2 TiE HHT
DL EZNETOEMEZXY)HHMERMRIC L), B0 FIXA LA BEH) &L L
FHHOLKFHLERE LN, HFEOREREL, F TV HIEMRMEEZTTTS 33 %, 34
%\%éxmﬂﬁo_®<%ék%&%A®#%&ﬁb>@u %, FHEOKEEITEWN T4
NSOEFL | R TFHEFT O 93 FIZHRNLD,

HEICK L THO TOLWE®RD>T2%, TN TH [BE2YLEL, RERTRICEZDS ] OF
RO ERECIE, (MPEAREESROFTR E B 27—~ L LA X 7 7 —RNERFIREND
(46 &, 477, 48, 523%), WAl & LCHEEA LB, HOWTEENDLMBEROH 5 EER
MPEEL L THEFRLZH<EEY FORAIT, bITOHE L OBRMIEAR S O L ITRIES 20N En
IHRPZDARLZEKML TS, ZDOAX 7 7—%, 2 N\OBRORDOERETH D 1515 5K L
B 2GR (65, 153%) . ST T4 b~ 550 ) OFEFICHLEND 87 %),

Z D Sonnets D BRIZOT- - T, HEEZ WEW) . R FEH IR D AKX 7 7 —nHEH
THEN, TNEXZDHDIE, HLELWVEVWZ ELEREE RN VWHFEDOWTH S ~DEH T
HD, 2 N\OBRYEE WO B DIX, W) 72 FHEICH L TGEY T2 (HEF) vl (F
KELGEE) L LTEDOEDP RV EZMESE LS ER-AL EVIRADREIND, ZO HEMHD
OO LW DT —~i, [EBOILE], IO TOL), O ERERTE OFHET
Z1OFTORELTND (15%, 378, 5473,

TN & RER TR OBRMEEZELZ, HECHL ELIRREEFE] 2R DB
D<EILﬁzaﬂﬁwﬁﬁﬂgﬁi&wﬁM%%%zé%&77—ﬁ%$% BN D (57 .
58 %, 61 %, 63 %), HEL DEEBREBELHINTWEFRIC 26 HT—EREN-, (BEF) &0
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ERERRE W) A X 7 7 —RR I, HEFERBEEEWMERFOZ L L TERWEGEEE W DT
TR BRI . FHEEETINPZOHE LANRKRHIND, LOrLEOELAL, 63%&FT
X, FFOMIZHPL L CHESR R B X2 5FA D LT 0t L COBRICHIESIND,

ZOEHT, BEEETDHEDD FREDI BORELAR, E LA, B, HFEETFVRI D &
TOHFFE Vo T EIE OFEMRIT i x le A X 7 7 —IC L W ERHIND, FHELE GAED D HH 1L,
FFOEEITICE, HEDOAZ 7 7 —HRENKEE VA L) ICBnN ¥ 2%b o, ThUITnF
F.ABRRKEROREOF T, HONE IKEEHRDWRRLEEZBFTATHREFE LTS,

ZHLIEAZ T 7—DbonDk, BRI OEERE 28D 97 FD 99 FOFFHEAKR T Y 5%
DR Zii< i, HFFE~OFIL F~OEM LRSEOKFEBICEDD, ZOAX T 7—
IO 31 &, BUEZRTY OxIG L L THEFREHWZFHC—ERL NN, Z0%E-T K%
OFDLEEHBL, 2R TO- EHELET 5, 5L (KIK) IRx TEEL Wtk
BxiX, 2080 2 EHORGE L, FRZHEFEEZ GEAN) 0L, BICEFEEZELL LIz
W) 12z, HDOVITADVITAE LERET S ME) #nL, FEASEZEARICKET S
(BE) IR TWIZEED FICE > T, HFEOAFIVRIBICHK LIZZ 08 () oxx 75
—MBIEI DB Z D, BVIBENWTFHETH, RIKICRZ D Z L TRED FIXIFFEEMHB{EL TS
EVC—REZEN, TREFEOLEL LWELE~OEEICEE T, HOEWRTOEMNLTIE
einolz, BRMED 125 FIRI N, HFEEZ M) L2, 2O TIERZEDLIZHT D
BIOLOBENGHLOEERZ LD ET2RENLIE, HFEO, H 25 WITAEEMRO Y B
DIEAEN SIZROT N, ERENTZEOOESOHMEZ R CTHRD Z ENTE 5,

BE R
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Shakespeare’s Sonnets \IZR. X 58 VIRLOV FY v 7 (2)
myself, thyself, and my verse'®

BElEAEFERY EUHH  (RERRFLEER)
§ F¢
A 1IAIEIO [Shakespeare’s Sonnets (2.2 DD IK L DL~ Y w7 ] (28T, Sonnets (2.2 5
[Fl—FfEO#V IR L ZZLE L, BHONZ VIR LIZED T —~ DO RE B~ £
Twhen THED 10HE (2,12, 15, 29, 30, 43, 64, 88, 106, 138) #Hu v FIF T, F12E L 43 F %
FHELSERUTED, T2 CHMBLCBHEITEREITOMY B LOEBEMEICOVWTEZERLEZZ L2
BhfEHT- N, 19

H2HE
When forty winters shall besiege thy brow,
And dig deep trenches in thy beauty’s field,
Thy youth’s proud livery so gazed on now
Will be a tattered weed of small worth held:
Then, being asked where all thy beauty lies,
Where all the treasure of thy lusty days,
To say within thine own deep-sunken eyes
Were an all-eating shame, and thriftless praise.
How much more praise deserv’d thy beauty’s use
If thou couldst answer ‘This fair child of mine
Shall sum my count, and make my old excuse’,
Proving his beauty by succession thine.
This were to be new made when thou art old,
And see thy blood warm when thou feel’st it cold.

ZOF 2 R TIEE 1170 when iR 2 {TICH Y KRS T, B ARIAHLMEE] (envelope pattern)
2L TREREFIAE ] (epanalepsis) Z i L T, [BRINZEWIZKFZ ) &) A EFATER L TWH
HOTHDHH (LD 2021, 11), %ZE TITREFEIZAVIITEH TO when & then DV K L/ XF 2F
1T LU TATE., FRIZH 43 & & 12 /& T Shakespearean Sonnets O #iRUf) 72 4 SkEd (55 111 10T PUA T2
A & B4 2 4TiEA]) AHEE T when 238 0 IR S 4T, BEITHS when Hi Tk 5 L v 5 B AT O
WENROND, Zixk 4 EERIZX S > TR IUEIH A2 5,

BB

When most I wink, then do mine eyes best see,

For all the day they view things unrespected,

But when I sleep, in dreams they look on thee,

And darkly bright, are bright in dark directed. 1st quatrain
Then thou, whose shadow shadows doth make bright,

How would thy shadow’s form form happy show,

To the clear day with thy much clearer light,

When to unseeing eyes thy shade shines so? 2nd quatrain

18 ARSI IR ORI E ORI & 5 72, FEEISE (C) TIGFA & 7 7 — Ok L ES 11 (2019 4£~2024
£ e EFELFR, DA KR BBIFEQ) [HEEA X 7 7 —ORMFFE 11 (WFEAFEE KR
T OHFPENFRD , AREITEVESNEZERF TO 2023 £ & 2024 FEERCE IO 32 SR SRR
¢ Chm U7z Sonnets DEFIFHIHZFLIZ L TV 5,
1 KFHEDT A PRI, $0 LAJFiA % Collin Burrow BEETHR (2002) 12 & o 72, BT EILFER0S0ER
FiTn, BRAFEICEY THR) 2EEELTVWDLOT, EORETHRAM 52>, £7-13 1609 FEHIR D Y
EAFRLEICHE O IR XV iR & d# S 5 DT D, Helen Vendler (1997) <2 Stephen Booth (1977) 1%, 1609
RO 7 77 220 2 WATUTHIRIL T, 0 CAFROMEZ /R LTV, R CRIERE IO U~ 5%
EETOEIm A HIVE, MOKETIROFALES O B E T Do EEMT 5, K7, T, thoRRB3ERIC X
5,
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How would (I say) mine eyes be blesséd made
By looking on thee in the living day,
When in dead night thy fair imperfect shade

Through heavy sleep on sightless eyes doth stay? 3rd guatrain
All days are nights to see till I see thee,
And nights bright days when dreams do show thee me. Closing couplet®

43 R CIIR R B 0 BEhE & 445 see (1, 13), look on (3,10), unseeing (8), show (6, 14) DRiH- & %
ETOVIRLEREIC, [HARTFICES2 72 WEBIIFACITK T, B TEHFOERYRAZ LN TX S
BZZRORE] V555 Ry 7 ARA Y L0 L HEROFISTRASN TN D, BERD

[REDWHE] LD T —~Th DG 2%, BOBHTID when MRV IRSNDDTH Y | HfkdT
@ “nights bright days when dreams do show thee me” S IEIZHFm & L CRZICEDNINLTWNDHDTH
Do P (2021) TR TE o722 LI, A& when HiZSEEHITO “Whenmost [ wink”  [FA23
B ADR>TNBH=IRoTOD) OFVIARIITH Y | R, Z0O% 43 B b RHK1E)
(epanalepsis) DL~ U w7 ZHWCTWHLETH D,

WICRDHE 12K T, BT & RAEATIC when Hi R D RS TV D,

ERE

When I do count the clock that tells the time,

And see the brave day sunk in hideous night;

When I behold the violet past prime,

And sable curls, all silvered o’er with white; Ist quatrain

When lofty trees I see barren of leaves,

Which erst from heat did canopy the herd,

And summer’s green all girded up in sheaves,

Borne on the bier with white and bristly beard: 2nd quatrain

Then of thy beauty do I question make,

That thou among the wastes of time must go,

Since sweets and beauties do themselves forsake,

And die as fast as they see others grow, 3rd quatrain
And nothing ’gainst Time’s scythe can make defence
Save breed to brave him when he takes thee hence. Closing couplet

% 12 /1%, When I do count the clock that tells the time [FF& LT elGFOF 22N 5] ThhE
STNDZ ET, HIEDH T DD when, then OV K L2ASKFOHED X 95 (208 0 TN D A3,
ZDO4F time 2% [HFE S | (antanaclasis) (2L V5 1347 T TREDE (M) ) Z2EE L T, &&AT
DEcH&HT “when he takes thee hence.” [FEOHN H 727 % Z OMMNLHENLEHFFIZ] 23, FEY T
HNTWDH (thou) DAEDKDY LER->T, Y3y b I4ITRBDONEDTINZMRT T & <
ORI A BT TR - T 5D,

ZO XD NTEAE 2ATHIZIB W THAT 12T CHEL LGBV RSN DBRITIER L, TOEE
PEZ 58 L T D DX Helen Vendler T, 4548 OFEAIOME Y IR LIZYD Tl | FEHF ORI - FE
O IR L ZFEMCHRL T, 29 LTI LFENT —~<IZBPH 5 L LT Couplet Tie &9
FREZRITCIS4BEOI LTS, & LRI HE 2K, 12/, 43 F D Couplet Tie Z/Rk7 & |
52 T T were (8, 13), old(11, 13), make[made] (11, 13). %5 12 & Tl brave (2, 14), time (1, 10, 13).
% 43 5 ClX day[-s] (2, 7, 10, 13, 14), night[-s] (11, 13, 14), see [unseeing, sight] (1, 8, 12, 13, 14), bright
(4, 4, 5, 14), dreams (3, 14), show (6, 14) & STV %, Vendler (% @ 3 & TOHE#iqi when DV
WUIE, ZNENOSHERE TIES B A AGMm LTV 525, Couplet Tie & 13X LTl

Vendler [Z&FD 7T —~ & LT 4 HEROK I KINDENH L5E. % Key Word
& LT Couplet Tie DRUIRLTWAN, ZHHIE L2 FICHNATEY , AT, TSI

20 5 42 JECITE 2 quatrain IAEATIC 2 T/ ! ZELKETR L H D,
21 “The significant words from the body of the poem that are repeated in the couplet, calling the aggregate of such words the
Couplet Tie.” (Vendler, 1997, 26)
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AR THEE 2 ATICA NN L HBLEFAXIT TWDIEE, Zivb % DEFECTIVE KEY
WORD & LT 35 BTRLTWS (B&4ZRE 116 B TIEE 11 U4TEIZ K 57200 T LOVE 28
DEFECTIVE KEY WORD & &1 CW5%), ZiL5H ™ KEY WORDS (213445 - @ « TR aLAAMC
L EIGE] THEN (55 115 /) AFMU4AE YOU F 15 8W) , 1 (GF 145 /) <CRiiE R ON (55 50 &) .
A& RA/A] “proposition-plus-thee” with, to, of, with THEE (38 74 &) b & £ T\ 5, Z ® Key Word
LWIORREN DR EZIT T, ZE#H1X Sonnets (28T 5 AFMNA T OEAIZHE N U=, FD
BH1# TRt A 72 Bruce R. Smith (1990) Tld, Marvin Spevack (1968) D#4fii% 5| L C. Shakespeare’s
Sonnets (21X 1 ABMMORA TN LTE 25 T 1062 [FERILTE YD . oo AFMUL G085 and
D 489 [EP7E i the D 431 HZ K& BEBELTWDH Z EE2RTH D, thou & ZLEA 7 4],
I EBAVIEN SEl, we B LN 4 EIAECTWAE 123820 LT 1 & we DEBFRIEMN Sonnets
HIEOH TEILL TS Z EZiR LTS (pp. 424-427),

25 IIAFE BT Vendler @ (DEFECTIVE) KEY WORDS & Smith D5 12 S iz AFR4
SO E VI BROHR T, | AFRE 2 ABROFTA O IR LICZHER L, LR TIXET thy 254
DK S D EIRMOFER OIS & i U, 1609 4EFIO L 512 “thy self” & b EE 7 fifR
ZEY | my 230 IR SN D ER CHTAK OB AICEINIZA4FOT 7 ) o= a V DEFRE EE
T5, TNHOFmEDOWMFETH Z TX7 all & one DV i LA Shakespeare D Y v MEDER
ERLTCWVWDHZE, ZLTHALEHFFOMBMEEE 105 FE 109 Bai L CGa Lo, R&IC
“my verse” EWOEH 12[AIGMEVIRINDRELZTY LIFC, FEA, EHFFE, Yy FORBK
DEFRIZOW TR EZ RS, 2856512 A D HI Vendler D 2 % KEY WORDS % 7~9 (FR& 1%
n—~v T CTRILT D), B

VI LOOK [-s] [unlooked] X SELF XV YOU
XX WOMAN XXIV EYE[-S] XXVI SHOW
XXX WOE[-S] XXXI LOVE[-S][-RS][-D] XXXII LOVE[-R][LOVING]
XL LOVE XL DAY [-S], XLVI EYE[-S][-’s], HEART
SEE [unSEEing] [SIGHT]
L ON LI SLOW LI BLESSED
[BLEST][PLACED]
LI ONE [ON] LV LIVE [outlive] [LIVING] | LVI BE
[oblivious]
LXII SELF LXIV HAVE LXVII LIVE [-S][-ing]
LXVIII BEAUTY [-’S] LXIX EYE [-S] LXXIV “proposition-plus-thee”
with, to, of, with THEE
(4,6,12,14)
XCVIIl | YOU[YOUTH] XCIX STEAL [STOL’N] C TIME/MIGHT
Clll MORE/MAR cv ONE [alONE] CVI PRAISE [-S]
[WONdrous] [exPRESS’D]
CVII LOVE [-’S] [halLOVEd] CXV SAY [SAID][SAcreD] CXIX ILL
CXXVIlI | BEAUTY CXXXV | WILL CXXXVIlI = EYES
CXL BE CXLIV | ANGEL CXLVI FEED [-S] [FED]
[FEEDing] [FADing]
CXLVIIl | EYE[-S][-’S], LOVE[-’S] | CLII EYE[-S], | CLIII FIRE [-D]

B ERAUX, 154 B 42 B CIUERE R A I D IRS LTV DRENRH D . D 35 TH.,
WU RIT TV AN ZE TR 0 IR S5 5. DEFECTIVE KEY WORDS OfFERH Y . B &
9 E 154 BN TRI—FEDOMV IR LT, THEERR 2 I U723EA o B XMECE 230 [
5,

EHITZ 0 3 ERM. BTEAMNEZERF OB %3S T Sonnets Z a5t L CE M, 1T - 1T EEEEEA)
LEOBRVIKLICEA LT, FBEONELZHHA L, #EHZTHBA LN LR T o720,

2 PUF Of#&1E Vendler @ Key Words U A b (1997, 653-56) % HL.CHE a7 O TR, KIRKZEREERE
SRESUEIFERE 2019 FEEEE TRREIL Y » ZEeiFsE) &)NBEERE [V Ry ME] 2 ZREICAT - 72 B E
FERFOYGESFAEMAFE 2024 FFEEROKRERP OB CTRWHE | FIZ2ERTHEL TV SHERTHD,
2 ORI KRR BIRDPAER S 4T,
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& 2 AT AT 12 AT O FIENF O BRI /2> T DA, Vendler ©F 9 Couplet Tie = LT
KEY WORD MF(EL T, ZHADEAT 21T CORFE « HEOHKV KL THIFAINTVWDHE, &5
I DFEDHR Y IR LI K > THIERFH S L TWD Z &L ThDH, & 5I2iE. Vendler ® KEY WORD
List > DEFECTIVE KEY WORD list Z /LT, & D% E LT &F A7z L TWRDB BIgE ST
WRWEE (A)) DIFEICHR DN, B2 IE5 109 5 Tl 1| AITEBASEICH Y KESh T
DT, Vendler ® U A FOERFUHEZIT “my-plus-noun” OFET KEY WORD & L TRLZXDZ
L ELTHE 98T thy 13 7 BIBLAUT, A TUATE T 2 5372t 0 IK S 7= 1% I AT thyself 23 %
EHTWNLDOT, RIEY KEY WORD (2725 & b b,

§ A#MR4 A thy O VRL

BTRE  (11E)
Thy glass will show thee how thy beauties wear,
Thy dial how thy precious minutes waste,
The vacant leaves thy mind’s imprint will bear,
And of this book this learning mayst thou taste:
The wrinkles which thy glass will truly show
Of mouthed graves will give thee memory;
Thou by thy dial’s shady stealth mayst know
Time’s thievish progress to eternity.
Look what thy memory can not contain,
Commit to these waste blanks, and thou shalt find
Those children nursed, delivered from thy brain,
To take a new acquaintance of thy mind.

These offices, so oft as thou wilt look,

Shall profit thee, and much enrich thy book.

ZOFHETTRITIL thy N 1L EHEE TEY | 4 HEROKTICT X TRZ 25D T, Vendler D%
MBI KeyWord ERESRZ LR TE D, EENEHTHDIXZOFHKEOH%RAICEE 247D T
7 Jx=—3 3 T, glass (1, 5,), beauties (1), dial (2), precious minutes (2), mind(’s imprint)(3), dial(’s
shady stealth) (7), memory (9), brain (11), mind (12), book (14) &ifF_TH 2% &, 45 (glass) & H R
(dial) & FiE (book) D#EVIKLAHINDS (T#R) » ZAUIARRENTLIN-FR (L8HE ARG
D> k) 2 TFE] (thou) TSN EDHEENR RSN TWAIRILTH D, ¥ FOFTA1TH
this book 735#%47C thy book &Z(L L TWAHFITRALL TIRHRNWIEA S, KT DR T
X, BEITHFFEOEOBANE, HIFFHIFFOBANWZE#MIELH0THY, FiE, L THIZ
RSN FEN, FEREOBEI LEFLZREE LTHRT O, LOFRD, ZOKEFED thy book
WZIAD HILTWDIETTE, AL RITFTAERKIL THTA )] OBWRIZET T, FEEFEOAFICH
TET 28 OEK EOFELHMEE, S OIDAHARBRMEEZ R T OENL TH D, #DHO this
book (X Hi72 HE/ R TH 523, thy book ITFFANE L CHEFEOIA &7z / — b, ZOHDFFED
T NHFEOELETHH L EFAFICERTINLTH D,

B9R (M=)

Whilst | alone did call upon thy aid

My verse alone had all thy gentle grace,
But now my gracious numbers are decayed,
And my sick Muse doth give another place.
I grant (sweet love) thy lovely argument
Deserves the travail of a worthier pen,

Yet what of thee thy poet doth invent

He robs thee of and pays it thee again.

He lends thee virtue and he stole that word

2 IV p. 125 BB,
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From thy behavior; beauty doth he give

And found it in thy cheek; he can afford

No praise to thee but what in thee doth live.
Then thank him not for that which he doth say,
Since what he owes thee, thou thyself dost pay.

B 79 MW CIEEE 1,2,5,7,10, 11, 14 1TIC thy RN TIE Y . WUEBHERK O HBIZHLAL D & W9 FHE)
5., ZOthy [X KEY WORD &FERZ%, &1 UATHETIE, 1 AFRO my & 3 FEELILT thy & xfbb S
NWTWEN, TITHURRIZ L SIXB T A NALFFAICOWNT, ZOFNEL L EZWRLEDHDOT, %
T L my BN, B TR & RIRR. AR TCIEEE 14T & RAATIC thy 230 IKS T D
2, ZORMITTIE, BITthy O%RAIHIFEINZERE2AET S T L < thyself &9 FEITIL
BSILTNDZ EIZEH LW (1609 FEOPIRTIE, Z 2 Hho thy D L 91T thyselfe & 2 3%
WHIRIE I TWD) o AL UL, thy OBHEREEVIRL WD S22 51, 56 9378 Cldk
% 12 18] (thine &Tr) . WEOKEIZHNLTWDNLTE, ZOohbEESHIRIZOWT,
Shakespeare s Sonnets DfFEL# @ Stephen Booth 1Z%55 38 & 5 17 H (Z thyself ~DEIZLLFD &L H
IZELTWD,

5thyself  Q gives “thy selfe.” Renaissance printers ordinarily print “thyself,” “myself,”
“yourself,” as two words; the practice is conventional and would have been insignificant to
renaissance readers. Some editors retain the renaissance form because for modern readers it can
function as a convenient (though rhetorically distorting) means to point up the double sense: (1)
yourself (the simple reflexive); (2) your person. (1977, 196-197)

ZORFEOEEICOWTIL, KEO myself O HEXTHLIGHT D, 798 TiL., %O
TG D I LT DA gentle 235 217 C “My verse alone had all thy gentle grace” & “my
verse” L OXFHLTHWHLNTW D FZIER L TH <,

FERRE 12\
So shall I live, supposing thou art true,
Like a deceived husband, so love’s face
May still seem love to me, though altered new:
Thy looks with me, thy heart in other place.
For there can live no hatred in thine eye,
Therefore in that | cannot know thy change.
In many’s looks the false heart’s history
Is writ in moods and frowns and wrinkles strange;
But heaven in thy creation did decree
That in thy face sweet love should ever dwell.
Whate’er thy thoughts or thy heart’s workings be,
Thy looks should nothing thence but sweetness tell.
How like Eve’s apple doth thy beauty grow,
if thy sweet virtue answer not thy show.

% 93 B TD thy D% A DLl W~ THIuX, looks (4, 12), heart (4, 11), eye (5), change (6),
creation (9), face (10), thoughts (11), beauty (13), (sweet) virtue (14), show (14) & . AL #%4T
looks & show 23V IEE L TEMT « BEL MG « MEORIENEETH D LIZ->E VRSN
Tn5,

#1008 (7E thyself, thine &ir)

For shame deny that thou bear’st love to any,
Who for thyself art so unprovident.

Grant, if thou wilt, thou art beloved of many,
But that thou none lov’st is most evident:

For thou art so possessed with murderous hate
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That ’gainst thyself thou stick’st not to conspire,
Seeking that beauteous roof to ruinate,
Which to repair should be thy chief desire.
O, change thy thought, that I may change my mind:
Shall hate be fairer lodged than gentle love?
Be as thy presence is, gracious and kind,
Or to thyself at least kind-hearted prove:
Make thee another self, for love of me,
That beauty still may live in thine or thee.

Z ZClE thy I3 thine 2 & ® T 7 [0, EHEE TIXRWA, ZDH 5 thyself 23U TE O 2 TIZHIL
TWHHE (2,6,12) NEHET, ZIUIE 4 EOMEE 247 T another self ZE AT 572 DJEE| 72
AIEXCThsd, ZOHF 10 /I3 Sonnets £E'FHAD 17 . il procreation sonnets @ 1 > T 50>
5. MEROFEATIE “another self” 1% T (%2 L CAEND) B E LTRSS TED,

Z AT 6 5 Tl “another thee” (7) & 72 o TIRFEFIOFFaa 454, SEITR 72 K 91T 1609 4]
MLClE, 2B OFEROEFITE T, “thy selfe” “an other selfe” & 2By bHEE I TWD
23, BROKGETHROZ < T thyself & 1FEICEIM SN ZFICIE, ZOBEERDPENLTLE S5 DT,

H6E  (thy/thine5[HE self 4 [A])
Then let not winter’s ragged hand deface
In thee thy summer, ere thou be distill’d:
Make sweet some vial; treasure thou some place
With beauty’s treasure, ere it be self-kill’d.
That use is not forbidden usury,
Which happies those that pay the willing loan;
That’s for thyself to breed another thee,
Or ten times happier, be it ten for one;
Ten times thyself were happier than thou art,
If ten of thine ten times refigured thee:
Then what could death do, if thou shouldst depart,
Leaving thee living in posterity?
Be not self-will’d, for thou art much too fair
To be death’s conquest and make worms thine heir.

Vendler DAHETIE, % 67%. 10/, 6248 THUFETIZ self A& TWH DT, KEY WORD &
HESNZDDOEAIN, HLABBELTHDHOIEFE 10/ E 625D self T, ZDOFE 6K TD
FREIE RV, B Z o thyself OV IKL TH DA, IR E 79 OREITO thyself X, =
NH3IRD BRI Lo TS 2T _REFBRY (L& LTHEREMI L0 BERID,
thy poet 73k 5 RE RO A « EFEORETOERIZEE > TWV5DH, EOHERNIZTTE RN EA
I BT 717D thy poet 23 Shakespeare Tid7e< ., Z D%k TH> T o727 A4 7VULFEANT
D EIFEBICET D, Y F v MEA 154 fFH T4 poet 1% 4 T 6 [HIEA TV D 8,
Shakespeare Z 59 DX 17 B4 7470 thispoet T, 71 /NLFE A L Shakespeare % AioH 7=
B poets 735 83 141TICd D, ZiLH D45 poet O Z RAUX, T3 Z %2 thy poet Th
5 ] LORRRRERRZADIESS,

% Amanda Watson XY % v MEIZEIT DR E LRI OV TR~ %, “If we read the sonnets in the order of the 1609
quarto, the pronounced early emphasis on visual resemblances as the best way to memorialize the fair young man gives way to
an equally pronounced later emphasis on poetry as the ideal means to that end...is it the young man’s appearance the speaker
wants to preserve, or his “substance” ? Who is really meant to be remembered: the young man or the speaker?” (In Michael
Shoenfeldt, ed. p. 343) Z DRI E B 62, 105 5D my self &5 10, 71 5 D thy self O *] ELAYE 13 7E B I3
%o

% Z D DR B II KRR BIRITRR T 12,
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Sonnets 4= 154 & X HITENIZIE A TV D o) Tla <, 127 BN - & LT, 5 104 B
B 26 WA BBV EI NI VI DOBRKRFOHETH S, 7 Lo LEET 2R CREE
DD IESNDZ L, BRIROSENSITWMONTEX MO LN Y | A UFEA)IH I S ER Tt
DIRENDZ ENRETNWDHZ LD, ZOH LXX FHE O T thy, self, XU thyself 7350
EEINTHHAEINTWASZ L, bo EFEHINTIWVDOTIE ARV )y, 1609 4FAIK TlE, thyself
EWV) LFEORITEE T, o0 bEZINTWVWHLOT, EOTITHE 91TH D “thyselfe” & 2
FEICHIRI SN TWD Z & 44TH TIE “selfekil’d”, 134TH Tix “selfe-wild” &~ 7 > Dffi
WHERNODLZELERTRETL, 2000 bLEZITHRRT & Z L1, BAEF sweet 23k
AT % “thysweetself” & W JERMENSEIMBIT 228 BBL1RHE8IT. HARE 1017, 5

Vosts iviand

114 B5 617 (your) . #5126 8256 417, B 15156 41T) MRLiE &7 5,

SAFRRATE my OFVIEL
TIE. RFRAYZRE 1 AFAD my, myself OBHIZIZ,. DL D RER, BRNROLNLDTH
A, FTERK my OHBENRZWVE (10ELLE) 2, EOHOHNL R TITZ 9,

H27HE  (myl0[E) linesl & 14

Weary with toil, | haste me to my bed,

The dear repose for limbs with travel tired;

But then begins a journey in my head

To work my mind, when body’s work’s expired.

For then my thoughts (from far where | abide)

Intend a zealous pilgrimage to thee,

And keep my drooping eyelids open wide,

Looking on darkness which the blind do see;

Save that my soul’s imaginary sight

Presents thy shadow to my sightless view,

Which, like a jewel (hung in ghastly night)

Makes black Night beauteous and her old face new.
Lo, thus by day my limbs, by night my mind,
For thee and for myself, no quiet find.

FTE22TR THLH, my 210 B, FEHAF bed, head, mind, thoughts, drooping eyelids,
soul’s, sightless view, limbs, mind, self & 225 < H1C, thy [3oef FAGIZES 10 1712 1 £ thy shadow
MHBT 720 THY . ZOHDOXMN, KT ofUl, BETHFOERZBWENIDHCZZ
NTEETHD L TET L0, 10 EOBEGORKEN “myself” TELOLNLTWVWHI L, Z
AUTTRIZIR ATz Y Ry MRIZEBIT DB RORMT. € L CREFEDR D) &~ T 45 Tl 7z
AV/EN

Ba2K Q1mE)

That thou hast her, it is not all my grief,

And yet it may be said | loved her dearly;

That she hath thee is of my wailing chief,

A loss in love that touches me more nearly.
Loving offenders, thus I will excuse ye:

Thou dost love her, because thou know’st I love her,
And for my sake even so doth she abuse me,
Suff’ring_ my friend for my sake to approve her.
If I lose thee, my loss is my love’s gain,

And, losing her,_my friend hath found that loss:

27 Edmondson and Wells (2020) ik o Y x> MERXO BT L E O T, fEFEREZHEE L TIE~EX TN 5.
2% ZORFMIC L DEIROMESE & DERICOWTIE, RMEFTHORFLTHIRR, FHALEFFEOBGRER
TAZ T 7 —DOEBENLHRLTND,

23



Both find each other, and | lose both twain,

And both for my sake lay on me this cross.
But here’s the joy: my friend and | are one;
Sweet flatt’ry! Then she loves but me alone.

AR my 28 7 [ILL EHERG 2 10 BT, 4 42 5 OREEIE “(for) my sake” D 3 FEDM IR L &
“my friend” O 3EDEVIELDOE>HLY LIzt ThHD, ZOHCERBDTORKADOR I, [F—
BWREEOARRE L, NPT TEELEFTHIINEL, FE227TROK TR T, BE
O EFFOTE L L72DENS, lTOREOH, TORIEICI D 02> THT L O—KEs
I EOD0LEE (here’s the joy 25 1317) ICE(L L2 & ONLDTH S,

HERT N IHEE 2ITOMETHY . one & alone DNHIEET & LT FEAZE ) TR
bHZEThHD, 2D, FFNEEFERLTHD L OTEIT, #%IT5E 100 FEH OHGR TR R
L. HFEOMILLFERSOL D TH DA, EDH 105 % TR U alone--one DFFERT A3 fghk 2
ITICHN D DIXBIRTIER W,

F62E  (13E myself 4 [F&ETe)
Sin of self-love possesseth all mine eye,
And all my soul, and all my every part;
And for this sin there is no remedy,
It is so grounded inward in my heart.
Methinks no face so gracious is as mine,
No shape so true, no truth of such account,
And for myself mine own worth do define
As | all other in all worths surmount.
But when my glass shows me myself indeed,
Beated and chapped with tanned antiquity,
Mine own self-love quite contrary | read;
Self so self-loving were iniquity.
*Tis thee, (my self) that for myself | praise,
Painting my age with beauty of thy days.

ZOE 62 5%, my &ATA 4 mine b & 8 T4 Sonnets T b %< 13 RIHIL TWAHTEIT T
72 <, myself ST 4 EBNTND Z & T, Fmd dMMERH A 9, FHOHL-7- Burrow it
T, IBITHDOZA “myself” &b EZ L THO 13ED myself & XHILTWD23, E£EHDGE
EICZE OB IEENL TRV, JIfH T thyself D23 HEE (ZOW T ENEE 2R LT
3. 1609 LEDYIIR TIZA T “myselfe” & 2B THIBI SN TH Y, 1117HE 1217HD “selfe
loue” “selfe louing” HHHAANA 7 N2V O T, BT EIZ 1147 @ “mine own selfe loue”
D72 H LE myself 23EN T35,

Vendler (X458 Z DD Key Word % self & L. Couplet Tie % myself & LT, “following
Evans, | retain the two word my self only in 13” (p. 294) L FEFE L TV 523, ZOHRFIZ OV TR
X9, TXANERTIIITHEZ “Tis thee (my self) that for myself | praise” & EIRll L7223 5 figai
SCHCIE “..in the infatuated thee (myself) of the couplet” & 1FEIZL TWAHD T, phbEEXT S
BRE 2 B AL LTV, 2 2T Vendler 35312 L7- Evans (1997) # .5 & RD X 5 IZ1EfE
b, 2

13 °Tis thee (my self)...praise i. e. (Since you and | are one) it is you, the essence of my ‘self’
(‘thee (my self)”), that | am praising when | seem to be praising (merely) myself. The retention of
Q’s first ‘my selfe’ as two words (as by Ingram and Redpath) emphasizes a significant distinction
in relation to ‘myself’. (p. 170)

2B RBERFNSCEAFERHE LR 774k & ¥ SIKIZ Evans (1996) OERHEMt 21T £ Lz, EH L ET,
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T, Evans 23%&:H L7z Ingram & Redpath (1964, p. 146) Ti% 13 my self] i. e. ‘my true self” OEN&H

o

—75 Martin (1972) Tl AR ZH 2 ETHDIZEY BT (pp. 44-48), 1609 F-HIRKDOFE Y TT ¥

A PNEIRLTWDHOT, 4EEEE D myselfe £ TN 2FELRL T, 2 my DE A2 —EHIS:

I TnW5, ZOFE 2K TIEL, FALHFO—IKID myselfe DD IRL THEFHINATWND,
TIE. myself 3% H9 M TN TEBE 2> TN DD,

#esm (TH myself 3[E)
When thou shalt be disposed to set me light,
And place my merit in the eye of scorn,
Upon thy side against myself I'll fight,
And prove thee virtuous, though thou art forsworn.
With mine own weakness being best acquainted,
Upon thy part | can set down a story
Of faults concealed, wherein | am attainted,
That thou in losing me shalt win much glory.
And | by this will be a gainer too,
For bending all my loving thoughts on thee:
The injuries that to myself | do,
Doing thee vantage, double vantage me.

Such is my love, to thee I so belong,

That for thy right myself will bear all wrong.

ZOH B8R TCIEH LW diL, RV my OZ MK L T2 E LB Lgnthy ThD, b5
A ERSCHPIRE T thou, thee (X I, me & & HITMELHBLT 207208, ZOEKEBERICRT
T HAIE & 1T o T, FTAKIZ. TO®RAIKRDIAF. [Ro~] & [bil-o~) | =
ENEBETHDH) BT, T, my merit, mine own weakness, my loving thoughts, my love 2324 [£4
DEFr, R, EH~DOHEAHEADEW, HHF~DO%] X, 3EHRVIEIND myself 239 T
UE L, ROHRE~OFEZ, RORFTLETEETLbD] LWH E#E, 2V AROFEIL
FHABHTHLZ LA, 3EHVIETNDL D Th D,

ZOEOIZT, “myself [ ZFHFEO 1FETIEAR LS, o FEEHAG & AR, 2 5BICHIRIT <&
THY ., 2OIRTRETH D,

TiX, TR “thy sweetself” @ X 5 EAFOIRAIL “myself” ([T E TWDHDEAD
VRN

FH133E (118 myself 3[a])
Beshrew that heart that makes my heart to groan
For that deep wound it gives my friend and me.
Is’t not enough to torture me alone,
But slave to slavery my sweet’st friend must be?
Me from myself thy cruel eye hath taken,
And my next self thou harder hast engrosséd:
Of him, myself, and thee | am forsaken,
A torment thrice threefold thus to be crossed.
Prison my heart in thy steel bosom’s ward,
But then my friend’s heart let my poor heart bail,
Whoe’er keeps me, let my heart be his guard,;
Thou canst not then use rigour in my jail.
And yet thou wilt; for I, being pent in thee,
Perforce am thine, and all that is in me.

%5 133 JR 13 ATiH Dark Lady R IZ& F4v, FFA. EHFE, BEAD I HFORENTZFERDI KON D

DT, FLO6RETLITRRLIACOIZ T REND, TNEMBIIRT ONERELA~DFE

DR TOEFEELRT “‘myself” ZHWIHRAREL, 5417005 T1TICR 22 my sweet’st friend,
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my next self, him &5 SV X TH 5, JelZhL7z Ingram & Redpath DyFFE,  Tmyself &9 45
MHEXT ‘my true self OFEMRZRT ) (X, 2O 133K D “mynextself” xR L T, AE
SRR B2,

TiE, FFADOARYEDOHC &3, 5 149 RIFHEOMRBIA . Tha L MY v 7 Z VW TRL
TW5o,

F 149  (myself 4[g])
Canst thou, O cruel, say | love thee not
When | against myself with thee partake?
Do I not think on thee, when | forgot
Am of myself, all tyrant for thy sake?
Who hateth thee that | do call my friend?
On whom frown’st thou that I do fawn upon?
Nay, if thou lour’st on me, do I not spend
Revenge upon myself with present moan?
What merit do | in myself respect
That is so proud thy service to despise,
When all my best doth worship thy defect,
Commanded by the motion of thine eyes?
But, love, hate on, for now I know thy mind:
Those that can see, thou lov’st, and I am blind.

Abraham Lincoln @ Gettysburg Address Z 48 X+ %, against myself (55 217) , of myself (% 4

17) ,uponmyself (%5 847) ,inmyself (5 917) & WO RTEFDOANEZIZ L D80 K LI
TN, ANRIZED, ARDOZDDOBIF]  “(the government) of the people, by the people, for the

people” Z 73 Lincoln DFERDOFETH-7-D LR UL, HESDHEHL TWHEAAINFHEOT

=~ ThdEMPUTTTDOTH L,

AHEITHRIZE 88 Fa & 133 j& DO ILIBFIH L) 2 L AUTHEMATIZEN D all TH D, wZITHT

F 149 BT, all 135 447 L 1LATICEN T D, EFIZZ O all [ZEET 207,

gall & one DFVIEL

AEITIX, ZNFE TR TELAMMRATFDOHTAREOMED I LSIRWVEEFR OIZEF all, one DD
WL EWATL, ECRTCE-EERI “myself” “myverse” & HiEA LT, AL EHFEDME—
{LEHMET 2 2 BE AV, £ TONERITRIZT 228, £TH 109 F O all & myself OfED
ELThS,

#1098 (my9[E myself 3[El, all4[E)
O, never say that | was false of heart,
Though absence seem’d my flame to qualify.
As easy might | from my self depart,
As from my soul which in thy breast doth lie:
That is my home of love; if | have ranged,
Like him that travels, | return again,
Just to the time, not with the time exchanged,
So that my self bring water for my stain.
Never believe, though in my nature reigned,
All frailties that besiege all kinds of blood,
That it could so preposterously be stained,
To leave for nothing all thy sum of good:

For nothing this wide universe I call,

Save thou, my rose, in it thou art my all.

Shakespeare @Y % METIIHE LV XHFFEZEMK rose IZR 2T, TOLEMEE R THERICH
G RDIINRE, ZOKBDTODFEM L FAED ZHFHEITEO D Z & THESTZDTEN, 5518
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& CBEIZ “...thy eternal summer shall not fade...//When in eternal lines to time thou growest” &, it
DOfEY 24X 2 (temporal) EFFE L, TOEREEROFFAD Y X v M, O BEMED eternal 7k
H] EWORRFEME ) Z LT, FEANTFET. FEOXRELZIO ZLITLV A LOFORNEE T
FELTCWDZ L, FREENETFRETDEIIICLENEML TEEZEBRBNAZT, TORMK
DR, HE 13 BN D445 rose(s) BETARE my ZfED DEFARDOALTHD, LTEHEN [
B LRI TH S, Z O 109 WA O IR Ui DEKINC /2 5 D72 (B4 eternal 1%
S5RET6EAVWSLNTEY, TOERIZOWTCHIFETHEmT ) .

FEOBIHATIE, Burrows (2 5> T myself 2 myself &b EX L, 2L FTa#H
D% AITHND LGN A 9, EX 728X, flame, self, soul, home, self, stain, nature, rose, all
L EOEITRICFTAR thy ° my (IZHi< ZEHATOF NG, BV o7tk 1T, BORK,
B, BOOFE, {Biv, KENT, TNE5 &I THDONREH, TbbROET, Liid<
< BID, ZORMITIRMEEE “myall” OFRIIIE I, Firakbo=%Ic, ME LDt x
D THAOTIE, R Al DXFELEEZZ O TS one BEFEIHNDIFEI05 K ER LS, Z
DOffTlE my songs 75 myverse 5V MEx TRV IKIPTEY  all 2321, one 735 [Al#E 1 K X
5,

#1058 (my7[E, all2[E, one5[H)

Let not my love be called idolatry,

Nor my beloved as an idol show,

Since all alike my songs and praises be

To one, of one, still such, and ever so.

Kind is my love today, tomorrow kind,

Still constant in a wondrous excellence;

Therefore my verse to constancy confined,

One thing expressing, leaves out difference.

‘Fair, kind, and true’ is all my argument,

‘Fair, kind, and true’ varying to other words;

And in this change is my invention spent,

Three themes in one, which wondrous scope affords.
Fair, kind, and true, have often lived alone,
Which three till now never kept seat in one.

ARETIE. BT —~L [HF] —ATHY, ZOEMEEZSEDO Y7 V=— 3 THD
ZENHDOFHETHDL EWE LTS, ZOERIIRIZLY b ET, KEEAFO all & one
DRI L ERHIZ E > TR S, £D LD RFHEZIT OB Z R T ONF A my O
LFRETH D, F 417D “my songs and praises” 5 71T “myverse” OV LITZ, ZDOY R
NE, ZOT —<PEFESOEEND, HORELE~DEZEOFEREZRET, BOLOFD (ki
PE~D) BFF~EER LT %, SVWHZ THEFHT 5 D72, JRH TO my verse O F W x KL
%, BICEE 17/ “myrhyme” Z RL7223, AfRD “mysongs” OBELIZIX, Y * v MEEZTHEDIC
RLTWD, & L TR 21TOMERD alone & one DT THHIDITHE 2B LML THDHZ &
HEER L 720,

I DIZHEAIADIE, WTHOEREICH/REIIN TV D “Fair, kind, and true” &) RO [=
M—] ~O5 L, FEOMBILTH DD (ZHUTHE SLRORIUCHES HENTEY . Kig
LT O RERBE R L TR U o TnD) | 109 R COfmE TE 272 L 212, TBAEF
eternal O, KO T HFAOHF AR L, B4 all & one NIEICMHOEMETHZ one
ME—fp) . 2L T all 2% - 268 - BIE ORMWE LT, HFEOEFE, 2heé—KklLk
FMANDIERE LT, OEBELHVWOLRTVWDEF XD,

Gollancz DINAESHEICHIE., 245 2 F1E 1L Love’s triumph (100~126) &= OBF]] O
IZEFE, KEORFHEROSEICLIUL, THFE~OEI<H~DEMN> LFAEDOKIFFHIC
Ebsbl (p.13)  —ZO4h L X omnipresent, omniscient, omnipotent, 4% - 2HE - L)

30 Elizabeth I ~ONEHK D EAH T FF acrostics “To Rose” (2 “beauty’s Rose” 73i.%2 5 (Bradbrook, ed., 1953, p. 52),
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ThY, [—ATET] THDHOENL, 77O omni YT 5 al A2 b 24 THD
BEINDDITHIRTE, T, ZOFFEOMLORFFL LT OHIFIL, R<HEIILRE, alo7
ROV KL, £ LT5-617? “How many a holy and obsequious tear/ Hath dear religious love
stol’n from mine eye” ([ZRINTNHDTH D,

HIE  (al 7[E)
Thy bosom is endeared with all hearts,
Which | by lacking have supposéd dead,
And there reigns Love and all Love’s loving parts,
And all those friends which I thought buriéd.
How many a holy and obsequious tear
Hath dear religious love stol’n from mine eye,
As interest of the dead, which now appear
But things removed that hidden in thee lie?
Thou art the grave where buried love doth live,
Hung with the trophies of my lovers gone,
Who all their parts of me to thee did give;
That due of many now is thine alone:

Their images | loved | view in thee,

And thou (all they) hast all the all of me.

Vxy MEOROWIUZB W TEFTE~DOEENDL, lHFEOREOROARNL, LR, FEHK4i ik
T, PRI DE#RPEAEZTZE LT, TliE, 29 LEERFbE#B -T2 Y 3 v FHIKROMH
B, FFAICE S TOERITENLTEDTEA D D, Zi%E /L5213 Shakespeare 2XH 453D Y R > |k
Zf5 Lo 72 lines, songs, rhyme, verse & U9 45238l 5@ 4 thig iU vy (Zr 4450
poem (X4 154 B C—E b RN

8 my verse

FADNHDLD Y Ry hEFELTHW songs & line(s), rhyme 1%, FTAHE my & O@EEECTH 17 35
551417, 5 102 AT, 105 5 31T, #5107 /R 114712, this, these & DiEFE TH 32 /7
AT, W55 RE 11T, He3IRE 13T, B ILIREBSIT. BTARE 317, H 103 FH 8174
LIS WEEITICHN D DT, 154 FH T2 AT £ > THEDLN TN D Z & 3binotz, £, k
THEZHE 105 KD “myverse” (55 7417) LW O EEEE 154 0EH 14 BB L GF 17 RE#HIT. 6
19 iR A&AT. B 38R EH 217, 25 b4 IR AT, 55 60 s 1317, B 71 917 (thisverse) | #
T6REHIT. HI8RE 21T, HIIRH 24T, H8LREHE 917, FH 86 IR 817, # 103 ™ 11,
1317, 105 W5 717) 154 /a1 D 4 7~priZadfe L CHLAL, 1ZIEF VLA O “my fthis rhyme” 73
H16 RS 41T, LT R 1447, B 55 0R 5 217, A5 107 B 1L 1TSS DT, lines, songs &
AbEL EEFOIEIT B 16~19/. % 54~810. & 102~107 &) . HOLOFENT—~ &
L Cltfe L CilbiL TV D Z &R ahd, b Ofis FIXCRdst

VEAY: -
song(s) / line(s) 18 32 63 71 74 102 103 105 115
my verse 17 19 38 54 60 71 76 78 79 81 86 103 105
my / this rhyme 16 17 55 107

INHEFE LD T L2DDOIFKENIGEY | AR Ok & L CHTARAZFD “myverse” I[ZHEH L7z
Uy,

ORI KRR EARITAERR L TV,
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ZDNERPNCHIN D 16 B ClE. BRI HPI L THEDOELZERT L O, H S OFFOMIC
RN, B RS BIERE barren 2o TS Z EICEELTZV,

But wherefore do not you a mightier way

Make war upon this bloody tyrant, Time,

And fortify yourself in your decay

With means more blessed than my barren rhyme? (1 - 447)

F<EB LT R TIX, TOHEBRNFIEIT EHRFEAITTO myverse & myrhyme ZFEATS,

-
Who will believe my verse in time to come
If it were filled with your most high deserts?
Though yet, heaven knows, it is but as a tomb
Which hides your life, and shows not half your parts.
If | could write the beauty of your eyes,
And in fresh numbers number all your graces,
The age to come would say ‘This poet lies:
Such heavenly touches ne'er touch’d earthly faces.’
So should my papers (yellowed with their age)
Be scorned, like old men of less truth than tongue,
And your true rights be termed a poet’s rage,
And stretchéd metre of an antique song.
But were some child of yours alive that time,
You should live twice, in it, and in my rhyme.

AKETIEZ, BEHEITOT—</nR, DFE D “my verse” DNHEEIT “my rhyme” LSV 51T
epanalepsis O L h U v 7 IZ LV FEORERE SN TNWD, THICHE, F472% 18 B “Shall |
compare thee to a summer’sday” O1%., # 19 R4 TC. EATD “Nor shall Death brag thou wander’st
in his shade,/ When in eternal lines to time thou growest:/ So long as men can breathe or eyes can see,/ So
long lives this and this gives life to thee.” (% 18 /55 11—1417) @ “eternal lines” M\ iz & L
THID TEDIL T, B B OFFOKEDMEE Y v MEORNEMETHY KL FEL TWDHDT,
B eternal (X, ZOHDOIEA 72 X temporal (ZxF LT, MOBEBMETIH A2V, ZOHEMR. H
S EHTIEZR < BEOFOMIEZFFO T TR~ ZAPHFE~DOEESL, HOOER - O+
REMZ T, Y3y MEDT —<Zhho TN A Z LT, LT RUSMIBLE 19R L E 76 H T “my
verse” N HEAREFATICEL DD Z & THbILE 9,

H19H
Devouring Time, blunt thou the lion’s paws,
And make the earth devour her own sweet brood,
Pluck the keen teeth from the fierce tiger’s jaws,
And burn the long-lived phoenix in her blood,
Make glad and sorry seasons as thou fleet’st,
And do whate’er thou wilt, swift-footed Time,
To the wide world and all her fading sweets:
But | forbid thee one most heinous crime,
O carve not with thy hours my love’s fair brow,
Nor draw no lines there with thine antique pen.
Him in thy course untainted do allow
For beauty’s pattern to succeeding men.
Yet, do thy worst, old Time: despite thy wrong,
My love shall in my verse ever live young.

29



AT O KRB LT BIR OGS B N TIE, FFAEEFTFORBRERT A X 7 7 —ORENE
DHETIZONTEL TN Z &, DA X 77— EiwEH L CTHND Z L% U HiuTn
L, LT, ZNHDAE T 7 —ITY 3y NMEOFRWER THZERNICEIL TV D L ORI H
Ehb, EHIFEZ0HE Y FEET “my verse” D4 154 B TOMV IR LICER L7ZOTHD
D, FEDT, B LT BOEBHITE REITOA COFF~OF KL, ZOH 19 BORKITE, BT
H T8 RWOEFTICRIE S, R LT D, 5 18 F O “ineternal lines to time thou growest” D%
T “My love shall in my verse ever live young” % fAUiX, [FRAOET D ANIL, KiEIZFED Z DFFO
HC, KEOHESEZED] ORBEOTFIZ, TAFENDN, FOFIKEICHEENRT D) &)
HADRHAIND 1T,

HI6HE
Why is my verse so barren of new pride,
So far from variation or quick change?
Why with the time do I not glance aside
To new-found methods and to compounds strange?
Why write | still all one, ever the same,
And keep invention in a noted weed,
That every word doth almost tell my name,
Showing their birth and where they did proceed?
O know, sweet love, | always write of you,
And you and love are still my argument;
So all my best is dressing old words new,
Spending again what is already spent:

For as the sun is daily new and old,

So is my love, still telling what is told.

AREEIT T, JI28 16 B “mybarren thyme” THIAL7Z barren 23F N “my verse” % {Effi L C
WD ZEIFEERE LT IR B0, 5 16 B CIEEFOHIECHED THiIv) &0y 9 3tk iz 52 1T He
HNTWER, HrH) PEOEATORBETIEFHONE - 7—~D [ZLE] EFWREBRL, E
XIS U= 106 R ER LT —~Z2EA L TWDE LTS, B 5170 “Whywrite | still all one” (2
W5 all & one 1%, ZDF 105K Tix 2[m], 5EIEHVIRSL, BERHE LTHHMMH I Tz
D3, FEFNZOF 76 K CHEHAT HREUIE 10470 “you and love are still my argument” [ & 7272
LENEICRADFFOT —<T2) LWOMETHD, DEVARD barren 1T [RFE] TiEA<,
allone [Mg—DZ L | OEWRTHD,

VX MEREFFELWICKHT25EANOEOERITHD Z LT, [A UiEA) all & one DA
AL THEICE 76 B TRIN TV, ZOT7—<IkiZ, 100 FHE O T, FFIZH 105
& 109 R T [=fi—1K) DO5IRAZED TRFASN LD TH D, 25, # 105 F TOEFEDH~
DO ZDENT, b 9 —F “myverse” 2V 81 BICHN TV D,

HOLE

Or I shall live your epitaph to make,

Or you survive when | in earth am rotten,

From hence your memory death cannot take,

Although in me each part will be forgotten.

Your name from hence immortal life shall have,

Though I (once gone) to all the world must die.

The earth can yield me but a common grave

When you entombed in men’s eyes shall lie:

Your monument shall be my gentle verse,

Which eyes not yet created shall o’er-read,

And tongues-to-be your being shall rehearse,

When all the breathers of this world are dead.
You still shall live (such virtue hath my pen)
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Where breath most breathes, even in the mouths of men.

ZORERATEFITELTEA S, LI thy OV IR L O CHf LIZH 719 ROH 2170 X 9
12, Y 3y METIIIEAS] gentle 1d sweet & & HIZEFHFEICH L THOONALDIZX L, ZDF
81 F Tl FF AN A D% gentle L IO virtue 2SO L E 906 Th D, AHIFIHE TR~ X
T, 5 18 RE 12 177D “eternal lines” &) N2 RBUL, FEIT Y * v MEDEFITHE 720
b, EZALEZAICHND, ¥ Amanda Watson I “In later sonnets, however, the speaker begins to
favor immortality through the written legacy of poetry over other methods. Sonnet 16°s “barren rhyme” gives
way to the “pow’rful rhyme of sonnet 55 (2010, p. 348) LB _XTW53, FFEANRHG DY v F&fE
LTEWRZ THWAGZ £ Lo TaBl T UL, TNz BT 2 EAF O3 5212 7 CH
ND, FIOTHDOFHIE K LIZ5 16 5 “mybarrenrhyme” &\ 9 iikiE, U1 <1355 32 B 4
1T®D “These poor rude lines” &, 1 < L% 107 /F T “this poor rhyme” & FHOES O TH LN,
55 % ClE “this powerful rhyme” . & L C# 81 % TiE “my gentle verse” &9 B8 « BENED
HIZETEHAZ T, 2F 0 Yy MEX, 1609 FEHIRONETFE V IZHA T 261X, EHFFED
B (BHEO20E) b, TOREZEEZ RN, ZOWRETHT L O—FRKOESEZKET, A
D OFFDOEBIE~DOAEEZHED, FHFELZME LTHRW (B 100 HFEiER) . TOFFORTHFL
A—tL T2 HOEZB<EHR L, ZOFADOT LV X AZFFIIRTHARICE(LL TN DOT
H5,

§ fbam

445 monument (342 154 & H11Z 3 BEBLAL 5 73, 26 55 & T#/)® T“Not marble, nor the gilded monuments/
Of princes, shall outlive this powerful rhyme;” & R D E7= 6 D4 Thfi & AL 72 B SCO BTl b i
T, BODOZDOIEWFFO T NHEE THR S, L5, RUWTH 81 Tl “Your monument shall
be my gentle verse,/ Which eyes not yet created shall o’er-read,/ And tongues to be your being shall rehearse/
When all the breathers of this world are dead;” &. Y % v METHBIFIIEFFE~DOEMETH-T-
TE4%5 gentle & 445 virtue & 2B 5 OFFOTEITH, HHZIZH 107 K TH U “And thou in this
shalt find thy monument,/ When tyrants’ crests and tombs of brass are spent.” (13-14) & F3# DL &
DT, 2OV 3y MEPEHFEOEME L 2D EEMHEVIRLTND, ¥ ZOFEFIE 55
. 8LE. 107 B A HM CHATLHAITITENO LN S 7220, Philip Martin 2% “each sonnet in the
sequence is final and yet not final, that some sonnets...can be read apart from the rest with neither gain or
loss, and that a large number, as it were provisionally self-sufficient, are modified or heightened by others”
LIRRDLFLAITH D,

FATHENTD, 1609 LEMIAR T 154 FEOFIRNEFZ, FFADER L2 b O HAE OfRE L
T2 ONbNBRNDTER, ZDINEFIZHE > Tith TV 261X, #¥1DOFTEE marriage sonnets
(reproduction sonnets) 5 1058 THIO TR HICENZFHAL 1T KIS & 72T Z L 0D D,
BRI SN Z EDRBLBEEEZH D ZLICBY . TOHFORIEIZZ EHFOFEE, £ L TH
FADEEBIMERLTHE, DWIHHF L OR—ALOLEICET 5L, HPE~OEELIY HH
DR X ORFERZ TWE | iR, AL L my OFHREL TN EE2D1EA
Vo MFPFORMEOF TRFEEERIT. BOOFPHFELTET —~ L LIEERTHLIEEHD
HIER L DD (105 K) B, HIBR TR BES SN TV Y Ry hoskiElEZ %25 (Norshall
Death brag thou wander’st in his shade,/ When in eternal lines to time thou growest:/ So long as men can
breathe or eyes can see,/ So long lives this and this gives life to thee. (11—14)) . XY X v MEORE X

32 “If we read the Sonnets in the order of the 1609 quarto, the pronounced early emphasis on visual remembrance as the best
way to memorize the fair young man gives way to an equally pronounced later emphasis on poetry as the ideal means to that
end.” Watson (p. 343)

33 Shakespeare (3447 monument % ‘effigy; a carved figure, statue’ D TV K LHWTHE Y (OED monument, n. 2.
ZH) . T OEFRTO OED MBI Shakespeare 225D 4 FHZR SN TS, Y3y METOZO3IHL THE -
g OFWRLIE, TROFPHLRIOMBE LT, £ LAOREZET | LMNTE 5,

34 Shakespeare’s Sonnets.: Self, Love and Art. 1972. p. 48

35 “If it weren’t for this separation, the Sonnets would never have come to exist; in a sense, there would be no subject, for
these sonnets, unlike many others by other writers, are more about absence than presence...” George T. Wright, “The Silent
Speech of Shakespeare’s Sonnets” 2000, p. 136.
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NEEETHHZ L, ZLTEOHEOH TN, EFHFE, Vv MEOBRNPREIZE(LL T
L ENBEEND, TICAE 26— O&EEME S 251X, FFARY Xy hEHWTEHE
EMETLIZEND, MTE ML LTEHAB Y., TOEEEZXBA 2, TOEMEEREE
FTZLILV Ry MEDBENEDLADTHDL, ZOFHRTY Ry MEICIZFT LU A FOEFEL,
FNEMS T A NOFEADBRKDOILTNDDOE, TO 2P RTEIC, FFAEZDY Ry I
IE, IS LVWEFTEEAMETIE FONENL, HFEOEBPAHELED T RRE2#EE LT
AN, FONOEFRRLFFAERTHAMELTHLD Y Xy MEIZHOWTHEKS ., DF 0 FHIC
DNTDOF, AXFRTLADOBIIELL TN DTH D,

My Love = Thou Sonnets

I = Sonnets I = Thou

SE R

RGEE (FRER) 2018, [V 3w beE]  (WFEthy =4 7 AT 24ERIER) WL HFett.

KA LT 2015, Milton DA TR E A % 7 7 —Rik) [SEOLAZES (@& - BEH) ]
WO JEEAE, 385-17.

----- 2018a. [E VL FEL 2D A X 7 7 — : Shakespeare @ Sonnets <> TJ] [L FY w2, *
2T 7—, T4 Aa—A (FEUbEFEFET e =7 h2017) 1| (EOFHEHRE) KK
FRFPEE R SUEAFZERE, 19-28.

----- 2018b. [ADILNEZEERE : 2 A VAT DAZ 77 =20 o T [AXT77—H5E1]
(506 - i RZE - WIEEHR) 30X 0> UERE, 175-104
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JIVEERR 1971, [ Shakespeare’s Sonnets] HR : #57.E)E,
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PENFH 2004, TAL DA X 7 7 —HF3EFE v x=A 7 AT BIOBSG N4 2B k4 5 OED2
ORI LGEERFIELE) A% 77 W90k LR (FiEUERRME a7 b
2003) J (K& THm) KIRKZFERZRESRESULIFZER 23-33.
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----- 2021, TV xRy MIRLZ 20V IELOL MY v 7 FE “when~ then~" D1 K L Z HF0MT.
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SRR E RE UL R
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BAFEL 7T VABIIBITAT VR « TAXRY MR EHA
—HARFBOXRREGH EF DT T AFEBERIRO ST —
=i K
§1 AROHH
AFEOHBIL, AAREOTHERBLIOED 7 T v ZAFEHFRICBWWTHWONLT VA « T A
7 MEREPROBMRICE R L, 5% OERN 2GR L OET /U LORTE & 725 Al D5
Wrafro, REEICB I 2HEHEOH Y HE2ERTH L THD,
BRTIET VR« T AT MERICE D 5 B E —SCHAL TR S RFERCT 7 A N OHNLTELE
THZEIFTRLTELWI ETIERWA, ARICBWTHRERT 7 2 MEROBLE ) O
T ATV, —CHALOBETIIMMEICE D25 2 LN TERWRADOMEEZR LI L L35,
ARG TOMOERETHMEMT. NIPEFRICLY 2019 FFI2HELEERDTHD [/NE]
F L O Sophie Refle (2 L D RFED 7 T AFERFRMToH 5 Petites boites T %,

§2 MEFEOCTIZAPMIBIBT VAR« TAXRT b

REERCT VA MIBITDT VA« T AT NORBEICE L T3S < OFATHENRTFEL, £
NHEMHBIZE VDT LT LD, ZZTEEASLDOFDON ONIEKLT D,

B+ RAG(2004) TlE, /DI LA REHIELS & UC, HARGE CTIEXRFHIERIN O JLHUE L 72 D5
NA[EN T D DITxt L, B TIIRFHI SR O JEUE & 70 211 N FEAR B R EEIF 12 5F L CEE
ThHoHZ ENBRENTVD

762010, 2017) Tl IR D [HE] OB O B AGER I, HiR, AiRE & 0 &IT,
HAENTEZ L LV OHANLHRELZMET 20125 L, RARSFEIC L DR CIXHAGED
KORBEROBEBEHIZL> THFREEAMEGET L ENHLL, VRSN LOHG 7> TND 2
LERLTWS,

FRQRO1ID T WREO BEH THW LD KB B OAFICE L NDOFMRGEFICB T2 38 F
7R O B D 3T 200 U T, a7 REERE S O T 2 B & 2 7o Rl A 7 = X L FRfig D
AR STV D

FH 1(2024) T, V/ﬁﬁe%ﬁ% AL, WoRE, ERG. MRRE. B, SEIFE Vv LT

BT DEREOLRONERIN, [T 7 A MIBIT BT ART ARY M)ﬁiu\/\ FlIHEG DMk
ELEFAOREICL > TIRED E VI KV L, 77 2 M EEOTF TOFAMBEIZ L > THRE S
N5, 1. TREIT—RICETOHRENF CAE— RTHINPND D TIERL, TXTORGE AL
PJF\ZHEDIL D D TIE e, Bis b & s b 2/ E 3T R OEGIIREAT 5, ) L6 T D

§3 TIVREBDOT VR T AR FMERERE

FEHOSHICADHNS, 7T AFEDT A« T AT MERE A DOBMRIC OV T O REAR
72EBZ TR L TEL, AR TITERBQROIDDERIZLIZN, 7T U AGEDT VA« T AT K
TERUTFEEGERE o ICHAZ BTk TE T2 ob TR E . IBEDOD DREA t IS 2 B E)
SH, 4 OO TEIE AL LDLTREC I B D LT 5, BIFICITBER, Mt
TE. BRRRIE, A RENE L, %RE AR, KiBER, SMHEBER., RIEERERR
BT 5,

WEILARETlE, HIBQROINDT v A « 7 AT MEX LA OBMRICET 5 EEICH ES5%, H
AFEB LT 7 0 AFEOEH LA O Y FIZHOWTEFZHH LTV, 2B, AR
E L THBIOBI B, T 77 7HATITH 2 & &7 5,

§4 ‘D@ﬁfkﬁﬁ%ﬁmtﬁﬁ

FPFEARGEEL 77V ABIIBWURERIEDIIZHLEXEITIEEZONDIT VA « T A
bﬂﬁ@%w%ﬂ\ﬂbioﬁﬁﬁwﬁwﬁ Lo THIEMTbN TCWAHEE RS, (1)) 1X
ZOIERDOBEEDLH ThHh 5,

(1) FOEATHDLFT, & HEE 70T, ML 0BV MED IZTE TS, BERESREE:
b HAHA, B, Hiﬁ#\mﬁw%mxﬁ%&m\ﬁw BRASX  ROERERE HHW
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DY DOPHRITHIE LY A X275 TWD, ZEOAITNAZRR, AL v FOMEIFEKL,
R7 ) 73D B REZIFZEDIHIA LR,

(2) La maison ou j’habite était autrefois une école maternelle, et tout y est petit. Tout a une taille adaptée aux
petits enfants, les portes, les fenétres, I’escalier, mais aussi les casiers a chaussures, les pendules murales, les
robinets, les tables et les chaises, les étagéres, les abat-jour des lampes. Les meubles ont des angles arrondis,
les interrupteurs sont placés bas, et les poignées de portes n’ont que la rondeur de baies qui tiennent sur la
paume d’une main.

() BT [, SR~ 72 ) UAAOBGENIT X TAETHY | THUIHIET D 2) D77
VAFEIZRBUWT Y« était autrefois une école maternelle » LA OFFIIIRA IC 2> TBY, 22T
IFED FAGED OBERFICHAZE S, HORNCHFEL TWALDOEHE L T\ D LifRT 5 2
EMNTED, ZDOXEIRFNCENT, BHAEOALIKE 75 v ABEBOBEFIZRE U X 5 il A1 5
WHEHELTEBY, ALEIREFELEZELTND EZEXDIENTED,

ERZ [/NE] OIS E Petites boites #5535 L Z DL 9 72BlIEkEFTIc R 5 b—F T, H
AFEDONIGIK LT T T AFBOBAERUN DT A« T A7 MEXDNHW LN L6 D720
SEHFHET D, WEDHIIZOXIRBNCEBE L, BAREL 7 7V AFBIBNTERENED X
I IREOEY T L0 SEEROM G TON TV D0 E LT,

§5 BEDTEXITLDOWELT VR

AIEiCRZ-L 21, ARGEDONIEL 7T 0 ZFBEOBRIEEN ST AIETHWONS Z LIFE L
NI ETIEAR L, FRIT Q) DX HIT étre X avoir 72 EWREEZ H O OTEGANBAEL THO LR
DI ENITRFBE O BEIZAE Cauy,

LrL, 2 0L THERHNONDGAEICIL, BABONVENZEDEE T 7 AFEOB
E%Kﬁﬁb&w:kﬁ%éoﬁma)ﬁm‘liﬁwifi§%@f%h@%t (2725 TV
B0, 2 LHUBE TNV EZIZT A AMED 10D ), TP |, TBOLMT D), TR < |,

[SEAIELTND], e <, BIZS bbb T ), Mot s Ligv) 7o T
W5, ZIUKHIET D (4) D7 T U AGETIE, BREDO X, VIE, TANLVEOWTE, £
ZIL «s’est désagrégée », « se sont effondrés », « ont roulé », « se sont soulevées », « se tenaient », « n’a
eu aucun mal », « ne lui ont opposé aucune résistance » & V9 L 9 [T EE OESEEE F 72138
BRI o TV D,

B) BT EREBIZ DD ERS CTWEEEEZLOZIL, ZHELRIVE L, b bai o
TFRZIFODELIHEDOIUL, BEZHY, WET L X IZU2EWNIRIE NS, F2
HOEIFHESFDHIZONEUIT S X720 200, RIEZEA D EL TP, BTtk %28
WD D, BEDEZH AN AT RITTEO, AT — MIO I ER > THEIZKEADSLS, £9
o THRE, MLBMEEZHIX, BOORBETFAI ELTND, BRITWVWE 0T
FUCE 5N T, MUIHEZRZRDIONPADTZHLOH Y FHiZL, L<AEMLTNWDEZORES
DFEE, MOEHH L2,

(4) L’ombre des musiciens qui avait préservé cette extraordinaire densité s’est désagrégée sur-le-champ. Des
musiciens ont culbuté, d’autres se sont effondrés a genoux, ou méme a quatre pattes comme pour pousser un
rugissement. Peut-étre incapables de résister au vent, ou pour protéger leur corps, certains ont roulé sur la
pente, suivis par les chaussures qui avaient quitté leurs pieds. Sur toutes les tétes, les cheveux se sont dressés,
les lunettes se sont envolées, les jupes se sont soulevées jusqu’aux hanches. Méme a un tel moment, ils se
tenaient les oreilles des deux mains pour protéger leurs instruments. Le vent n’a eu aucun mal a les emporter.
IIs ne lui ont opposé aucune résistance, dociles comme s’ils savaient qu’ils étaient d’accord pour lui confier
leur sort.

B) BLD @) ZBIFDLT R - TAXY MNEROMELZ T 5L, BAGEOHIED L &
LT T URFEOH GO L RITITHR W R LND Z ER 00D, (3) IZBWT 2 XHUKETH
WHNTWD AL, WINLIBEICEZ 72 TE T L E2/ME L TS LRI N, VEE

36



BRI L CHEATAZLICE - T—HOTE I ENKRL & HORTTER L TWAEFIHIE S,
ZTORERL LTHBERNECOND LR TS, AARBETIEITE ZLHFY DEARER SN
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Wrans,

FHUZH LT (4) 7T AFETIE, 3B FOMLSIEEEY OBUERICE N E £ TEREN
DTETEDPERZ STEETBHEINTND, %®¢T HK%@ff6ﬁkLTwéj ZHEY
T HED TIT WM EFD « se tenaient » WHWNWHILTEY ., YO TE I NI o 7-BFEDY
HZRE Y FOMENBEI L, ZTOLMHEIESDE TVDINO X I RGRB b T-b 35,

75 v AFETIL, ﬁﬁm ITHFERFICH R A B X YO TE T EDREGERIMES T OND b
DL LTHEISNDIGAICBERENHWNOND =0, (4) O L 572850 Tid 2 SCHUR THRER
FHWCTHEDTE Z k%@@ﬁé EIFEELY, BHARFEONLEN L SESEEOMEIL, 22T
ITHEEBEOHEG ORI R EENHNOND Z EICL2TELD EBZXHNDH, HK%O)
HWEDOLL HL 7T U AFEOHG O L AIHEROEY FIZBW TR Tn5S,

§6 BWENDTEILOWMELT AT b
WIZ, TAXY MDA R T 5, —BIIZIE, ZTHICEL b EDTE D
EIIAARFETIIFRIZE ST, 77 U AFBTIIEARERIC L > THIE SN, RETHICE B R
SNTBEOHRFIIAARBTIITAZRICL T, 77V ZETIREBERICL > THESN
Do LU IROSE TIX, BAFETIIX I E T A ZEMEN T B THNDDIZx LT,
7T AT iﬁ“/\f#— B\EEIAHNSNTWS

G) IFLEVDOAKN RO ERILL, BREOKD D LENINTZ, — A, TT— A, HESL
TE7-50EEHEGEIN L, FHO/WNEIZID 20, EEOHNKRT Y MZEo EftE-720 L,
ETNEAHICAFEEREZLL, KRV DZRWIRY OZOIZEEZ TY Thvolz, BT EEDOEHND, &
I OKEAEZRIAL 9 & LTV,

(6) Le concert qui avait commencé sans que personne ne donne de signal s’achevait aussi sereinement. Un a
un, les musiciens détachaient leur instrument de leur oreille, le rangeaient dans la petite boite prévue a cet
effet ou le glissaient dans une poche intérieure de leur veste. C’était le signal pour les spectateurs de
redescendre de la colline afin de rentrer chez eux dormir quelques heures. L’aube essayait de se glisser a la
limite du ciel et de la ville.

(6) TIEXEHIDOENF « s’achevait », « détachaient », « rangeaient », « glissaient », « était », « essayait »
T _NRTHEBRERICR>TEY, WTFhOTE ZE bIBEICEINTLEY FORANOHE I
TW5, FRIZEAID «s’achevait» 2DV T, —ANCIZE THIRIBEEDZHN LD D TH DM,
I THERETHRFBEENHOON TV D AIZER L2V, 2O X5 ERIL 1FEY O
i) K (imparfait narratif) | & FEIZAL, & 21X 6 CHEREOEXSEIZBWTHWOLILD,

Bres(Q005IZEBWTHRIY A« T4 7D [HxDId (D7=n=0B %) ] 6 (7)) OASIT0L
ﬁ?ﬁ%‘lﬁﬂ S, ZOEREHALLEIZZOWTROELWVASTEZRICLEND L S 2AIG %

2Tl V) ZENRBIEN TS,

(7) Je... dit-il tout contre son oreille, et, a ce moment, comme par erreur, elle tourna la téte et Colin lui
embrassait les lévres. Ca ne dura pas trés longtemps.

(7) Tix, A3 % Lz) 2 PREEO « embrassait » THIEINTEBY, EARAODaF L
70|\ KHMERO A ST ORBEBHIRST 5N TWD, T2 TIEIORHEOFIZEEY FOR A
NDAVIAI, OSDITFENI TEITENT B —XT v/ S, WEEICEIT DR O BRI
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(6) DEHHIZH HDOND M EFD «s’achevait » (ZOWTHFEIROBHDENBDO LD, &
DO T HRIIBRHOTEZ L Tho/m LTH, RTHROEBZMRIZDLOMEY, £ LT
WIT DN E 9 & LTV HaRI b AhbE TCHrRmEROERICE > THEFINLZ &Ik, &
FERDHET LG BERRm<HRST 65 Ko Ikt b d,

ROBFITH, (8) DAAFETIIZ TR ENAVTEPRIEL TWVDR, (9) DT T U AFRIZEBNTIE—
BELTRREREPHOWONTZOLHEEROFENR eI TnWd, 727120 9) IZBT 5 mED
HIZiE, BEICBWTRENIATON I ATAZH 00T HLOREENS,

®) AN -T=d & | WhTERDOE T > & £ L THREICEE, B8z aflt- & OF
BNORIZNT T, MBFEOARZGZATE I TIITE o7, RS, iz xZ L2dh
L BB TE Dol B LT ONTEARE ENSIEIC M >FICERD | FEakbiidy
ROT~RLIAD B LW— 2Bl <. RICRAASRTZRE, Ny FOTF»H5 kY LA S
ERERHA~R L, PLUSHTZ 2RI 25, TO®RVIRLIZ- T,

(9) Aprés mon départ, ma cousine devait passer le week-end a lire les livres de la bibliothéque, et a partir du
lundi, reprendre sa lecture jusqu’a la nuit quand elle rentrait chez elle aprés avoir tout vendu. Je ne pouvais
pas me figurer qu’elle ait autre chose a faire. Elle saisissait le premier livre de la pile, le mettait sous son lit
aprés 1’avoir lu, et passait au suivant. Quand je revenais chez elle, je rapportais a la bibliothéque ceux qu’elle
sortait de sous le matelas et créais une nouvelle pile sur sa table. Puis cela recommengait.

§7 HimEsH LA

AAGEO/NHTIZ, BEOTEX I LE2BEV NS, BREAMORSZRBAERTEOL XD
WRZRBHTHIDIEFIB LN ETIEARY, L ZA0, ROBE TIXFARBETT A ZIENANVLH
TVWDHDIZX LT, 77V ABEBTIFBIEREAHN LTV,

(10) WODORNZHANEIZREN, KEITHENTZRIENLHERBLH Eo T, BABFEIT S22
. LT oMULIEA TV oz, FEKDOVICLIELS RWEREZHIX, LV EIETELD,
JEDOKELZ PR L Tk 22 S8 T,

(11) La lune s’est cachée dans les nuages et la froidure monte des pieds trempés par la rosée nocturne. Plus
la nuit avangait, plus le vent faiblissait. Les concertistes qui n’avaient pas envie de s’arréter se
recroquevillaient sur eux-mémes, concentrés sur leur quéte d’un souftle.

HAZED (10) TiX I32b EoTniz), TIEA T 72, THERFEETWEZ Enr koic—H
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(11) @ 2 XHLFETOEBEDOR SN S OB (10) O HARFEITIFEFMY L TWVDHEEZEZD D
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AL 70, TOBEEBEEZEL DI, ZOBEICEITT2HENREOL ) RbOTHLINERD
VEINH D, (12) & (13) 1. ZHRZER (10) & (11) OEFOEE., /XT7 7T 706 5%E55 0
HEBIALIEZLDOTH D,

(12) (...) BbTZoHBICHKEE &, BIEDIEDL Y 25| & FHE, REFDLLIICLTHDOHE
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2TVl LThH, MOEZTWEHD/NSRFITMHEFITE ST, BITRE-S TERR,
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(13) (...) il parvient de justesse a résister a I’envie de s’agenouiller et de couvrir de ses mains les instruments
qui pendent a ses oreilles pour leur apporter la chaleur qui subsiste sur ses paumes. Les mains minuscules sur
lesquelles poussaient ces ongles sont parties a jamais, méme s’il vient de les entendre au fond de ses oreilles.

(m)m)®pm®%ﬁf%é(mﬂﬁ) BOT, ARETEIAESHNLATEY . 75
SECHLHARAANVSN TS, (11) 7T ZAFED 1 LA THAERAHO S TWAH DI
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WHMHLTHDHEZEZDINLD,

(10) DHAFETIIHRDBIL D Lo TND Z LIRSV Z N, HOHERBEDIZCEY OT
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(10) @ R EIFBHIZoH, D LT oEIZIEA TWh-o72, ) 1E, (11) TIiE «Pluslanuit avancait,
plus le vent faiblissait. » & 72> TRV, —FOLKEHIZIH VLN TND, «Plus N,plus ~» &
WO RS I E S O G & bl L7 5 X CHIRANCFRENZET H 2 L 2T T H-OICHW O
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&7)5 WD (15) I LFEBRSCEPEHIN S O TH VD |, —EINCITHFE D what HilZFH24 3 5 lorsque
I U CaTE SN2 FEE TP EEERIHWLND Z N nE I Tn5D, (15 TILEHIC
iﬂ“ﬁkﬁ%%ﬁ%b@ﬁrﬁbé

(14) #, FREDREREVBKED DD LRV I Bz, — A, BHUENEVE FZ2iH-> T TR
77

(15) Ce matin, j’avais presque fini le ménage de 1’auditorium lorsqu’un homme est arrivé par la galerie.

(15) IZBWTEHIOKIBEFD «avais fini » (3 lorsque HiOBE S EL D «est arrivé » (2L -
ThobbEINLHTEILIZHITTHTEILZME L TV D RIZEL TE— B HIETH S &
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RTETENERECIZ L S EWRIR > THOWSND Z L3E,
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WL THIBEEIND TE I & ERE SN lorsque HilZ K- THESE S5 TE 2 L ORI IZWE
BROLNDHZDOTH S,

WERAE ST L2 BAMESLERME L W ) BWRIIRIL, TR - 727 MEATZT Tidze < W
PLEID lorsque HiX°, & HIZIE lorsque HiDFiEE L THW LN ARELFFA] un homme 73 & %

WCHWHND Z I L > THEMIZEL 5,

§9 %EUDEE%H‘E“\
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(16) L LA L2, BMBRZORIZEI L5, Mii/hLTWD0ns Ly, FIEF+ED
DOEBT-, R P ORI SEEZE OB O Z & 20T, B LWD RN/ NS R T
IAD B, %ﬁ%@’ﬁﬁﬂ:éﬁ%ﬂ RAY/ NRICTE N THL D, Nz BT EFAITD
<XV EXY T ALOBETOMIHALIAD, HRbRdoRBE2ARBZ 5 LR, Hx
RO LTI o ~F V1T, Shssid—BEATE D, ERA~OHFLZMI TNV E o7z
Y CTHEZABRW TV, 800 &F TR RICHIE 20 biED T, FUIZTNEZRICH LAY
77

(17) 1l se peut qu’il rétrécisse petit a petit, de maniére a s’y adapter. Je me rappelle un film que j’ai vu enfant,
un recueil d’événements cruels survenus dans le monde. Une fillette pauvre était séquestrée dans une petite
cage ; devenue difforme, elle était vendue tel un phénoméne de foire. Suivant cet exemple, mon petit frére et
moi avions essayé de créer un insecte rien qu’a nous en enfermant une mante religieuse dans la boite d’un
gadget offert avec un paquet de bonbons. Mon frére qui était encore petit avait eu un instant de frayeur lorsque
la mante avait résisté en levant ses pattes ravisseuses, mais il avait écarquillé les yeux, si grandes étaient ses
attentes de notre expérience. J’avais forcé la mante a entrer dans la boite sans craindre que les pointes acérées
de ses pattes ne me griffent les doigts.

ZTCETHERTANESZ LT, HEREO [N TH D] S (17) DT T 2 AFETIE «était
Vendue » W) YBRERIZZR - TWVWAEETHD, ZOHHET iEn@%fP%& & OB Wi D
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(18) Paul a cassé la montre que sa femme lui avait offerte. [N —/LIZENDIE L N -FFI 28 LT L
ESeye

ETAN (17) T, [+ ELOEB-) DEABRERD «aivay 12725 TNDH DT L, Kt
BN T DI TR Z ST RSN DORE —HEOTX T L ThH D A7 (avions essayé)|, [
PU9" % (avait résisté) |, [ ﬁf‘aﬁb\“(l/\f_(avait écarquillé) |, T LiA®D 7= (avais forcé) | T X THRIEE
A>TV D, LI~ T (17) ICBIT 2 —EHO K\BEROMERICIE, thoTE 2L L DDk
%%%%%f#éit%%ki%®it%%#%5bf“é&%zéﬁ£#%é

(17) IZBF 2 KBEEROFEHZENE ST TWD O, RIXVRSOBENE 2l 729 Bk
@iﬁ?ﬁ&f&;é EEZDZENTED, BEBEENEY OBERICHSAZES, 2200 iR
EOTE L EHETH1OICHOLNEDIZR L, 2 2 TORIBERITEE O HER I A
ERBESHE, ZOmEDRZE Fﬁ@qﬂTﬁzLéT% CEEHE LTS EEIRT S Z LR TE D,

2D OFREZERE L ORI B IXE — O Rl E CEMRICERTED LIEINEL P, &
FRBERNMENG T BN, HEOBED TE ZENZNTEICE R DHZEMICB W TEE
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2O XS G OERMEIE, BWHUADOERIZE > THAEL I 5, ROFIL, BIEOHR L
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(19) Z 228, FACE > THROBIET BT 72, AL S ITHEO[ Z SIS E725 9 M,
BORILR 20N EVNS HGHSGICEVENIETH, MEYTAZRKRLTEH, ZORENHIEFK
noinienoiz, fhl §E—NEDRW, RERDPENTEE—2ETRV RSN TRLAL L
RN, ESTIENRLEN > TE T, TOBEZHOET 2O, FITEMIChEZ Lz, FAOK
Fpp PbHE b <, REETZLIIBNTOREESENSH A TOT 4 VADFKD R0, AR
LB L EEDIL TV S,

(20) A ce moment-13, la tension est a son comble pour moi. Les enfants sont-ils derriére ? Méme si je me
répéte que la réponse est évidente, et que j’ai regardé la vidéo un nombre incalculable de fois, je n’échappe
pas a cette angoisse. La vision de la scéne déserte, sans aucun enfant, ou seul restait le navet géant, s’imposait
a mes yeux que je fermais plusieurs fois pour la chasser. Les parents qui n’ont aucune raison de connaitre
mes craintes sont préoccupés par des soucis paisibles. Leurs enfants ne seront-ils pas trop tendus ? Ont-ils
encore assez de film dans leur appareil photo ?
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§10 L HEASHORE
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FLAIZLTND, T2 TIERL, B O TIENEK S OETEL DIFIHD TR, LS
2T THRIIEET 5, T AMHBROBEENES OLINY, FEPEATLE ),

(22) Le tour de M. baryton arriva en dernier. Nul besoin de préciser qu’il chanta. Tout le monde s’en
réjouissait d’avance. C’est la premiére fois que je I’entendais chanter pour chanter non pour parler, et j’étais
trés tendue. La lourde responsabilité de I'accompagner m’incombait, j’avais les doigts tremblants. P.197
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41



7 MERIZOWT I D H D EEEZITHIMLERH D,

Fo, BT 7 7V AFBEBTEMNTCAHEMDL BN TER R DT A « T AT |
BRXE LTEEERIHWOND Z ENRZVN, FERICL->THERDL, 2072, 4%IZSES
FRSUFERE ST L. 2 < OIERICHET 2 — 72 ik EERIC L - TR AL b 5 Ak
EERMBDDLZELEETHD,

AT ETIRARTFEREICER D M A, Bl &HiE L0 2 < OB 2TV 20N B REEEEEICE
FAMERET A« T A NORMEERANCGH D Z L2 BIE LW,

51 FASCHR
INIEEF(2019) [/1NFE] 51 8 HHAR.
Yoko OGAWA, traduit par Sophie REFLE(2022), Petites boites, Actes Sud.

S TR

Jacques Bres(2005) L imparfait dit narratif, CNRS éditions.

HILFHM(2010) [ A > # NV AR—ZHEHIC K 5 BALTRERIBFZE] 0> CEE.

HITHMQ2017) Tk~ 7 o 258 Bk O3 2E < ] AKX

FHE3E(2024) [WRED SFEF—REV IZED Z L IZoRE#E—] O LEE.

BURIE—(2011) Tk~ 7 > A58 O3 30E] AKAL

B O - KIBH(2004) THiZ B2 € BB E2H IHEEE), KEER R Baala=r
—va Vil KIEREES, 101-136.

42



Rhetorical Literacy and Freedom of Speech:

An Intersectional Approach
Gerry Yokota

Introduction

How can rhetorical literacy serve to protect and advance freedom of speech in the academy and in society at
large in this era of extraordinary (if not unprecedented) assault on intellectual autonomy? To explore this
question, in this study I examine a selection of writings by Thomas Merton (1915-1968). Merton, an
American Catholic monk of the Trappist order, exhibited an exceptionally strong awareness of the function
of rhetoric in the shaping of public opinion in his voluminous writings. (He wrote over 50 books in his short
lifetime.) He is especially well known for his efforts in the area of interfaith exchange between Christians
and Buddhists, and met both the Dalai Lama and Thich Nhat Hanh before his untimely death in 1968 at the
age of 53. He is also well known as an outspoken critic of the American War in Vietnam. What is less known
is that he studied the work of scholars such as Michel Foucault and Marshall McLuhan as he contemplated
the roots of violence in a way that ultimately made a lasting contribution to the development of effective
nonviolent rhetoric. He lived a cloistered life, but he read widely and engaged deeply with diverse thinkers
around the world. As I will demonstrate, his writing offers a noteworthy model of rhetorical literacy both at
the macro level, with his diachronic eye for larger discursive patterns in rhetorical usage, and at the micro
level, with his sensitivity to how images, symbols, and metaphors operate synchronically within specific
discursive contexts.

Why Merton?

As an applied cognitive linguist committed to taking an intersectional approach to the development of
effective rhetorical strategies for discursive intervention in contemporary social issues, I was prompted to
turn to Merton’s work as I sought to formulate a response to the news about the U.S. government intervention
in higher education announced in March 2025 (“White House Cancels $400 Million in Grants and Contracts
to Columbia,” The New York Times, March 7; “Trump Pulled $400 Million From Columbia. Other Schools
Could Be Next,” The New York Times, March 8). I have been studying Merton’s nonviolent rhetoric for some
time, and was further compelled to apply my findings to this current event after reading an article by President
Christopher Eisgruber of Princeton University, where he stated that the attack on Columbia presents “the
greatest threat to American universities since the Red Scare of the 1950s” (“The Cost of the Government’s
Attack on Columbia,” The Atlantic, March 19). Judith Butler (University of California, Berkeley), speaking
of a civil disobedience campaign cosponsored by Jewish Voice for Peace (JVP) and American Association of
University Professors (AAUP) in a video on Instagram, stated, “We must oppose anti-semitism absolutely,
and we know what its forms are, especially when escalated by Christian nationalist groups.” But Butler
reiterated their long-held position on “the injustice of the IHRA [International Holocaust Remembrance
Alliance] definition of anti-semitism” (https://www.instagram.com/reel/DI_-Y8FpvDr/). Inspired by the
sense of urgent responsibility expressed by intellectuals to this historical event, I decided to explore Merton’s
response to similar conflicts, as one effort in the movement to promote mindful communication on this
controversial issue. I hope that this study will serve as a fitting commemoration of the fiftieth anniversary of
the end of the American War in Vietnam, as we reflect upon how far we have come and how far we still have
to go.

Merton’s Legacy

Thomas Merton was born in 1915 in France. The family moved to the U.S. when he was still in infant. His
mother died when he was six. His father then sent him to boarding school in France, but the family later
moved to England, where his father died when he was sixteen. Merton studied first at Cambridge and then at
Columbia, where he received his bachelor’s and master’s degrees but then decided to take religious vows.
He entered the Abbey of Gethsemani in Kentucky in 1941, and Gethsemani remained his home until his death
in 1968.

Merton published over fifty books in the space of less than three decades, beginning with Thirty Poems in
1944. His first autobiography and most famous prose work, The Seven Storey Mountain, was published in
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1948. He also wrote many books on contemplation and meditation, both Christian and Asian, and on the
monastic life, his own and that of others such as the Desert Fathers. His journals have been published in
seven volumes. His letters have been published in five volumes. He eventually published ten volumes of
poetry which were later published as a single collection. Finally, he published several collections of essays
on social issues such as racism, nuclear war, and nonviolence, one play, and one novel. Much of his work
was published posthumously due to church censorship, the sudden nature of his death, and his own stated
wishes.

The Texts

Of all these works, for the purpose of this study [ will mainly focus on five poems, taking them as emblematic
points of entry for reflection on the cultural critique Merton later developed more fully in a group of essays
written in the last decade of his life. Viewed in retrospect, these poems presage the concerns expressed in the
later essays about the function of rhetoric in war and peace, and the alternating use of poetry and prose is one
particularly intriguing aspect in Merton’s development of his ideas.

Poetry

“Tower of Babel” (1940-42)

“The Tower of Babel: A Morality” (1957)

“Hagia Sophia” (1962)

“Chant to Be Used in Processions Around a Site with Furnaces” (1963)
“Picture of a Black Child with a White Doll” (1964)

Prose

“A Devout Meditation in Memory of Adolf Eichmann” (1964)
“Nhat Hanh Is My Brother” (1966)

“Ishi: A Meditation” (1967)

“War and the Crisis of Language” (1968a)

“Non-Violence Does Not ... Cannot ... Mean Passivity” (1968b)

In the next section, I will begin by briefly introducing each poem with a focus on how they serve as emblems
for stages in the development of Merton’s lifelong concern for integrity in language. In section following
after that, I will expand upon how they fit into the wider context of his later literary and scholarly production.
In conclusion, I will indicate how these clusters of knowledge might be applied to shed light on the
contemporary issue of freedom of speech in higher education.

Emblematic Poems
“Tower of Babel” (1940-42)

I begin with this poem as an early example of Merton’s longstanding concern with language. It opens with
the lines, “History is a dialogue / between forward and backward / going inevitably forward / by the misuse
of words.” The poem speaks of “the function of the word” to designate “the machine,” “what the machine
produces,” then “what the machine destroys.” It speaks of how words show us these things “not only in order
to mean them / but in order to provoke them.” It also touches on the idea of words being “meant to conceal”
and a view of “our only reality” as “movement into the web.”

Merton was born just before World War I and wrote this poem at the beginning of World War I, just as he
was entering the monastery in his mid-twenties, having applied for non-combatant objector status. He would
soon lose his brother John Paul to the war, in 1943. While his first two decades at the Abbey are mainly
characterized by intense religious devotion and intense literary output, as we proceed to observe the
development of his social consciousness, it will become clear that his concern with “the misuse of words”
expressed in this early work, initially in a somewhat abstract way, underpins his ongoing engagement with
specific social issues, namely racism, the American war in Vietnam, and nuclear war.
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“The Tower of Babel: A Morality” (1957)

In this longer treatment of the same theme in dramatic verse, Merton connects the tower of Babel, symbol of
division both in language and in purpose, explicitly with war. In Part One, the Leader sees that “the skies are
as full of words as they are of stars,” and that “each word becomes an instrument of war.” The Leader craves
“steel words,” “words which divide,” as the Chorus offers the suggestion that the most powerful word is
“Fear! Fear!” and urges him to “Feel the business that springs / Out of the dark.” An invisible Voice calls,
“Blow the trumpet of division!” and the Chorus calls on the winds of God to “scatter the seeds of war to the
world’s end.” The Tower falls, and Language is accused of betrayal. But which kind of language? “There is
true language, there is falsehood, and there is propaganda.” So, all three are called to the stand, beginning
with Truth, which is deemed the most dangerous enemy of the State. But a Philosopher speaks up and says
there is no Truth; it is rather words who should be put to death as agents of the traitor. And so next Propaganda
is called to the stand and asked, “Do you swear to conceal the truth, the whole truth and to confuse nothing
but the issue?” Propaganda is found not guilty and given exclusive freedom of speech in every part of the
world. Finally, Falsehood is called to the stand, and claims to be Truth. Falsehood demands that all men serve
him in chains, as the Chorus intones, “Chains will be your liberty.”

In Part Two, the once glorious city has become a desolate wasteland, and “the languages of men have become
empty palaces / Where the winds blow in every room.” The Prophet declares that “In the last days the Word,
strong without armies, will come to the crossroads of the broken universe... Then God will awaken [the dead]
from oblivion with his Word, and look upon the Word Whom they have slain.” He proclaims that “the shadow
of Babylon will be destroyed to give place to the light” and that “Men will indeed be of one tongue.” A band
of wandering Exiles appears. “One by one we lost our names / Men gave us numbers.” An Ancient among
them recalls having heard in the past that “words could be true.” The Prophet introduces them to a village
where people do not kill with the sword or live by the machine. The hills sing “no more war,” and the cities
sing “no more despair.” In the vision of the Prophet, “Those who have taken peace upon their tongue / Have
eaten heaven.”

In the movement between these two works, a theme may be discerned which will indeed continue to develop
throughout Merton’s oeuvre: the theme of integrity of word and deed. Merton is a devout Christian, but this
is not only a religious play; it is also an indictment of the doublespeak in society that he saw as clearly as did
George Orwell; he saw it as infecting Christians as much as anyone. This vision steadily led him to view the
monastery not as escape or refuge but as ground on which to stand for all humanity, from which to reach out
to other races, nations, and religious traditions. As he wrote in New Seeds of Contemplation (1962), “Let no
one hope to find in contemplation an escape from conflict, from anguish or from doubt. On the contrary, the
deep inexpressible certitude of the contemplative experience awakens a tragic anguish and opens many
questions in the depths of the heart like wounds that cannot stop bleeding.”

“Hagia Sophia” (1962)

It is no secret that Merton led a wild life as a student at Cambridge, which included fathering a child outside
of marriage, a child who he never met. His mother had died when he was six and his father when he was
sixteen, and it is presumed that his guardian advised him to move back to the U.S. after this incident and
continue his education at Columbia in the hope that it would help him find some new direction in his life.
There are various theories about how these early experiences with women may have compelled him toward
the priesthood. Some may view the move as atonement for sin; others may see misogyny. Being more
interested in effect than cause, for the sake of this study, I introduce this work as emblematic of this
chronological stage in his growing concern for the world outside the monastery.

“The Tower of Babel: A Morality” was published in 1957 and “Hagia Sophia” in 1962. Between these two
events, in 1958, Merton experienced a sudden, dazzling realization at a busy street corner in the city of
Louisville, the corner of Fourth and Walnut. He wrote, “It was like waking from a dream of separateness, of
spurious self-isolation in a special world,” calling it a “sense of liberation from an illusory difference,” “such
a relief and such a joy” (Conjectures of a Guilty Bystander, 1966). He expressed this fervent wish: “If only
we could see each other that way all the time. There would be no more war, no more hatred, no more cruelty,
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no more greed,” suggesting that this was a major impetus for him to start to open his eyes to issues of
discrimination. News of the aftermath of the Holocaust and of racism especially began to infiltrate his isolated
sanctuary in the early sixties, and Merton scholarship tends to focus on these two aspects. Less is said about
whether it affected his views on sexism and relationship with women.

I find a Jungian approach best elucidates this question, particularly the work of Robert G. Waldron in his
1991 article, “Merton’s Dreams: A Jungian Analysis.” Waldron notes that Merton’s vision at the corner of
Fourth and Walnut occurred the same year as his visit to the Lexington studio of his friend, the artist Victor
Hammer, who was also a publisher of religious books. There, Merton saw a line-cut engraving of a young
woman holding a crown over the head of a young man. When he asked Hammer who the woman was,
Hammer said he wasn’t sure himself. Merton was fascinated by the image, which inspired him to compose
this poem.

In the poem, Merton speaks of “Unity and Integrity” and “Wisdom, the Mother of all.” He writes of being
awakened at the voice of his “Sister,” “like the One Christ awakening in all the separate selves that ever were
separate and isolated and alone in all the lands of the earth.” He says, “All the perfections of created things
are also in God; and therefore He is at once Father and Mother.” He recalls how Julian of Norwich back in
the fourteenth century prayed to “Jesus our Mother.”

Waldron analyzes two sets of dreams that Merton recorded in his journals to support the Jungian view that
dreams are compensatory mechanisms attempting to rectify an imbalance in the psyche. He cites other journal
entries where Merton explores his despair of ever being worthy of love and wonders whether this despair
may also be a pretext for evading the obligation of love. In Waldron’s analysis of Merton’s dreams and his
response to Hammer’s engraving, he sees Merton recognizing his anima and experiencing wholeness, just as
a woman may recognize her animus. Waldron also analyzes the possibilities for directions in which Merton
may have aimed his projections.

The first dream that Waldron analyzes is about a female figure who Merton called Proverb. Merton recorded
this dream in 1958, the same year as the vision at the corner of Fourth and Walnut, and later even wrote a
letter of gratitude to her. He recorded the second, later set of dreams featuring three women, from 1964-65,
after he had started writing extensively about matters of race and war. The group of three women from these
dreams exhibits an intriguing diversity: a woman from Harvard who is a scholar of classical Latin; a Chinese
princess; and a black mother. Merton is known from his journals to have read Jung in the late fifties, and
indeed, it sometimes sounds like he was engaging in some analysis of his own dreams, especially the one
about the Harvard scholar; she is mocked by the monks, a dream motif commonly analyzed as a seed of
anxiety and fear of rejection. Waldron associates it with the changes wrought by Vatican II.

“Chant to Be Used in Processions Around a Site with Furnaces” (1963)

With this poem, Merton returns to the theme of the misuse of language, drawing on Rudolf Hoess’s testimony
at the Nuremberg War Crimes Trial. He also wrote both poetry and prose about Adolf Eichmann based on
Hannah Arendt’s report on the Jerusalem trial. In later essays, Merton would focus more on government
bureaucratese, and his approach was very similar to that taken by George Orwell in his 1946 essay, “Politics
and the English Language” which Merton read in 1967, according to abbey library records. At this stage,
Merton was focusing more on the use of euphemism for self-deception and self-defense at the individual
level, rather than the doublespeak broadcast in mass media that he later critiqued, especially military
discourse on the American war in Vietnam. Here I would especially acknowledge the power of the poetic
form to accentuate the absurdity of expressions such as “purification,” “improvement,” “conscientious,”
“decent,” “passengers,” “travelers,” “guests,” “satisfaction,” “safety, “bathing,” “faultless,” perfect,” and
“elevation.”
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“In my day we worked hard we saw what we did our self-sacrifice
was conscientious and complete our work was faultless and
detailed”
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“Picture of a Black Child with a White Doll” (1964)

The photo was of Carole Denise McNair, one of the four girls killed in the 16th Street Baptist Church
bombing in Birmingham, Alabama on September 15, 1963. The poem clearly indicates that Merton was
deeply familiar with the fundamental principles of Gandhian and Kingian nonviolence. He had published two
articles and one book about Gandhi by 1965. King and his colleague Bayard Rustin had indicated an interest
in the Peacemakers Retreat at the Abbey that Merton was planning for November 1964. But King was
awarded the Nobel Peace Prize in October and needed to prepare for the award ceremony in December, and
Rustin would be accompanying King to Oslo, and so they were unable to attend.

The poem, addressed to the child, conveys “our sadness” at the same time that it acknowledges that she “will
never need to understand” that sadness. It conveys how much “our empty-headed race ... needed to know
love.” It asks “how deep the wound” and “how far down our hell,” while acknowledging that these are
questions “you need not answer now.” It abhors how “that silly manufactured head would soon kill you if it
could think” and how “others as empty do and will for no reason.” And it distinguishes “the need for love”
on the part of “our empty-headed race” from the need “which you know without malice.”

Contextualization

In this section, I will expand upon how the five poems fit into the wider context of his later literary and
scholarly production, primarily through pairing with one or more of the following essays.

“A Devout Meditation in Memory of Adolf Eichmann” (1964)
“Nhat Hanh Is My Brother” (1966)

“Ishi: A Meditation” (1967)

“War and the Crisis of Language” (1968)

“Non-Violence Does Not ... Cannot ... Mean Passivity” (1968)

“Tower of Babel” in context

The first poem, “Tower of Babel” (1940-42), stands at some temporal distance from the other four, with the
second dated 1957 and the last three from a short period between 1962 and 1964. “Tower of Babel” is
primarily placed here as anchor as well as emblem, to give a sense of the span of Merton’s abiding concern
for language. At this early stage, his concern for language is expressed in the abstract; but he gradually comes
to expressed it through terms of increasingly concrete connections with real-world social issues.

Merton’s major prose work from this decade is his first autobiography, The Seven Storey Mountain (1948).
His poetic output from this period is organized in his Collected Poems (1980) to include his Early
Poems (1940-42, published posthumously in 1971), Thirty Poems (1944),A Man in the Divided
Sea (1946), Figures for an Apocalypse (1947), and The Tear of the Blind Lions (1949). This poem is chosen
as emblematic because it is an early example of Merton’s longstanding engagement with problems of
language and because the archetypal nature of the central image clearly cried out for longer elaboration, a
demand to which he acquiesces in his 1957 verse drama, “The Tower of Babel: A Morality,” Hence I take as
this succeeding work as the primary context for the first poem.

“The Tower of Babel: A Morality” in context

“The machine” featured in “Tower of Babel” turns out to be a continuing point of focus in this verse drama.
It features prominently in Merton’s later treatments of Hoess and Eichmann in both poetry and prose. Merton
chose to make the question of how the nonviolent pacifist should respond to technology a major theme of the
abovementioned Peacemakers Retreat of November 1964. He had read a pamphlet called The Triple
Revolution in March, which warned of the dangers of cybernetics and weapons of mass destruction and the
urgent need for a universal demand for full human rights. Signatories included Tom Hayden of Students for
a Democratic Society, King’s colleague Bayard Rustin (a Black gay Quaker and conscientious objector who
spent two years in prison for his beliefs), and Nobel Peace Prize laureate Linus Pauling. Merton’s aim was
not to denounce the use of technology. He was no Luddite: he welcomed the electrification of his hermitage,
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the agricultural machinery that alleviated the monks’ labor, and the tape recorder. But, as detailed by Gordon
Zahn in Pursuing the Spiritual Roots of Protest: Merton, Berrigan, Yoder, and Muste at the Gethsemani
Abbey Peacemakers Retreat (2014), Merton felt compelled to devote considerable time at the conference to
studying this document and asking what the religious pacifist should do to counter the alienation and
anesthetization that technology engenders and the uncritical belief that it inspires, as well as the way it attracts
private and public investors to divert resources away from human needs, tempting investors with the promise
of profit. By this time, Merton and his fellow retreatants were well aware of the role that racism played in
this allure.

Merton’s rhetoric of the machine also gives occasion to remark on the possible degree of Marshall
McLuhan’s influence on his work. According to Richard Putz (2025), journal entries indeed indicate that
Merton read Understanding Media, but only in 1966, two years after the peacemakers retreat. And
McLuhan’s War and Peace in the Global Village was only published in 1968, the year of Merton’s death.
Marginalia in Merton’s copy of that book proves that he read it, but only very near the end of his life. The
echoes in Merton’s writing of ideas that resonate with McLuhan’s would suggest not so much direct influence
as cultural ambience that managed to breach the cloister walls via Merton’s panoptic reading and voluminous
correspondence.

The longer verse drama, read in the context of later developments, does not only exhibit Merton’s sensitivity
to the abuse of the English language, beyond exploitation of ambiguity to outright doublespeak (“Chains will
be your liberty”’) aimed at “the gradual destruction of intelligence.” It also presages his concern for the
xenophobic fear of the Other, featuring “Children running between the wheels / Watching the foreigner’s
sandal / Fearing the unknown words of the men with scars.”

“Hagia Sophia” in context

The third poem, “Hagia Sophia,” I take as an emblem of Merton’s prescient intersectional vision. He sees
Wisdom as a Sister; sees God as at once Father and Mother; and prays with Julian to Jesus as Mother. He
also speaks of “the One Christ awakening in all the separate selves that ever were separate and isolated and
alone in all the lands of the earth,” and for Merton, this view of ““all the lands of the earth” is not a missionary’s
perspective. The realization at the corner of Fourth and Walnut in 1958 ignited a spark that Merton had been
nurturing since his encounter at Columbia in the late thirties with Mahanambrata Brahmachari, the Hindu
monk who paradoxically set Merton on his path to Catholicism. In none of his exchanges with members of
his ever-widening circle of interfaith correspondents, from the Sufi Abdul Aziz to Czeslaw Milosz, from
Rabbi Zalman Schachter to D.T. Suzuki, from the Vietnamese Zen Buddhist Thich Nhat Hanh to the Dalai
Lama, did Merton ever seek to convert. In his Asian Journal (published posthumously in 1973), Merton
expressed hope that he could “bring back to my monastery something of the Asian wisdom with which I am
fortunate to be in contact.” In another entry which echoes the concerns about language and technology
discussed above, he wrote, “We are witnessing the growth of a truly universal consciousness in the modern
world. This universal consciousness may be a consciousness of transcendent freedom and vision, or it may
simply be a vast blur of mechanized triviality and ethical cliché. The difference is, I think, important enough
to be of concern to all religions, as well as to humanistic philosophies with no religion at all.”

And Merton’s ideal vision of a universal family was not limited to foreigners on the other side of the globe.
As he writes in the 1966 essay “Nhat Hanh Is My Brother,” he is aware of the risk of sitting comfortably at
a safe distance, “cherishing the warm humanitarian glow of good intentions and worthy sentiments about the
ongoing war.” He invokes this ideal to bear on social reality in his declaration of hope for new bonds of
solidarity “which cut across all political, religious and cultural lines,” both domestically and globally.

Merton brings this ideal home to American soil in his 1967 essay, “Ishi: A Meditation.” Ishi (d. 1916) was
the last known surviving member of the massacred Native American Yahi people. In his appeal to the reader
to “see all sides of the question” so that “the familiar perspectives of American history undergo a change,”
so that the “savages” suddenly become human and the “civilized” whites seem barbarian, Merton continues
to employ an abundance of quotation marks that may be either literal quotes or scare quotes or both.
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“One cannot help thinking today of the Vietnam war in terms of the Indian wars of a hundred
years ago. Here again, one meets the same myths and misunderstandings, the same obsession
with ‘completely wiping out’ an enemy regarded as diabolical. The backwoods had to be
‘completely cleaned out,” or ‘purified’ of Indians—as if they were vermin. I have read accounts
of American Gls taking the same attitude toward the Vietcong. The jungles are thought to be
‘infested with Communists.’”’

Merton further notes, “This is a real ‘new frontier’ that enables us to continue the cowboys-and-Indians game.”
And in an echo of his poem on Hoess, Merton pointedly observes, “the language of ‘cleansing’ appeases and
pacifies the conscience.” Ever sensitive to the importance of language, he also notes that Ishi taught his
language to the linguist Edmund Sapir.

Finally, the appeal of The Triple Revolution that so resonated in Merton, an appeal to awaken to the obscenity
of using technology to develop weaponry that cannot win wars but can obliterate civilization, is evoked with
a twist in his conclusion to this essay: “In the end, it is the civilians that are killed in the ordinary course of
events, and combatants only get killed by accident.”

“Chant to Be Used in Processions Around a Site with Furnaces” in context

The last two poems differ from the first three in being firmly situated in historical events, as opposed to the
abstraction of “Tower of Babel” or the predominantly timeless atmosphere of “Hagia Sophia.” The verse
form employed for “Chants to Be Used in Processions Around a Site with Furnaces” might be called the
equivalent of scare quotes around nearly every word. The form employed for a related poem, “Epitaph for a
Public Servant,” is by contrast typographically customized in a way that seems to point to the difference
between Eichmann’s remote position as an office bureaucrat, as opposed to Hoess’s direct command of
Auschwitz.

One later prose essay that provides suggestive additional context for “Chants” is “A Devout Meditation in
Memory of Adolf Eichmann” (1964). It is an extensive treatment of the theme of madness. Merton writes,
“One of the most disturbing facts that came out in the Eichmann trial was that a psychiatrist examined him
and pronounced him perfectly sane.” It is an ironic presentation of the idea that, in an insane world, insanity
is the only sane response, similar to the commonplace observation of “man’s inhumanity to man” that has a
long tradition in world literature. Merton extends his exploration of this initial observation to delve into the
risk of entrusting positions of authority to such “sane” people, whereas we would be more careful not to
appoint a psychotic to a role involving responsibility to make life-threatening decisions. He then explores the
slippery slopes, the way the simple obvious binary of sane and insane dangerously expands via language
through subtle processes of adaptation and adjustment. “We ought to be able to rationalize a little
brainwashing, and genocide, and find a place for nuclear war, or at least for napalm bombs.” He brings the
logic home with a reference to an example from contemporary mass media: “The ones who coolly estimate
how many millions of victims can be considered expendable in a nuclear war, I presume they do all right
with the Rorschach ink blots too. On the other hand, you will probably find that the pacifists and the ban-the-
bomb people are, quite seriously, just as we read in Time, a little crazy.”

As with the McLuhan connection, the reader may at this point wonder if Merton’s discussion of Eichmann’s
sanity could have been influenced by Michel Foucault. He does not explicitly mention Foucault until his
1968 essay (published posthumously), “War and the Crisis of Language.” In this late essay, Merton cites
Foucault’s 1967 Madness and Civilization, the English translation of L'Histoire de la Folie a I'age classique,
which had originally been published in French in 1961. I assume that, as in the case of the affinity with
McLuhan, there is no direct connection but the affinity is rather more of an echo of a broader cultural heritage
shared via familiarity with other writers such as Freud and Sartre.

“Picture of a Black Child with a White Doll” in context
The last intertextual connection I want to introduce to situate the Birmingham poem is “Non-Violence Does

Not ... Cannot ... Mean Passivity.” This essay was written in 1968, after the April assassination of King, and
thus in the last eight months of Merton’s own life, as he died in December. The essay was published
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posthumously. Merton refers to the case of the Baltimore Nine, who used napalm to burn draft records in an
act of civil disobedience. He asks first, whether this act can be considered nonviolent, and second, whether
it was effective.

One striking feature of this essay is that Merton does not take the familiar ironic approach of pointing out
doublespeak to argue against the general mood of misgiving about the potential of nonviolent protest after
King’s death. But nor does he fall into despair, although the opening paragraph is tinged with apprehension
that the country may descend into violent chaos, and there is a suggestion that mass media manipulation may
have something to do with the public’s loss of faith in the power of nonviolence.

He repeats some familiar expressions of discouragement, such as the idea that “we are all prisoners of a
machinery that takes us inevitably where we don’t want to go.” But he sounds a little more cynical than usual
in statements such as “Most people would rather have war and profits than peace and problems. Or so it
seems.” He laments that “we speak peace with our lips but the answer in the heart is war” and that some
Christians even say that the war in Vietnam is an act of Christian love.

Another striking feature of this essay is the way Merton weighs in on the effectiveness of the Baltimore Nine
protest, considering that his own vows prohibited him from ever participating in such direct action. Their use
of napalm struck him as “a first step toward violent resistance,” bordering on violence. Merton expresses
concern about escalation in a world where no one seems to know how to deescalate. He acknowledges to
some degree that the Nine followed classic nonviolent principles in their willingness to suffer for their beliefs.
But he questions their choice of action considering the “edgy psychological state” of the country. He wonders
whether it has “frightened more than it has edified,” aggravating Americans’ sense of being existentially
threatened; whether that feeling is rational or irrational, it is nonetheless real. Finally, Merton sounds
unusually resigned to the thought that “it has long ago become automatic to interpret nonviolence as violence
merely because it is resistance.”

Application

I will now take the insights accumulated above and consider how they might be fruitfully applied by
individuals and organizations to develop effective rhetorical strategies in response to the threat to freedom of
speech on the American university campus reported in major mass media in the spring of 2025, a threat with
global ramifications. It must be acknowledged that one big technological change since Merton’s time is the
rise of the Internet and online communication; but it is my belief that any of the fundamental rhetorical
strategies referred to here can be adapted to suit various media and genres.

Metaphor and other figurative language

I would argue that Merton’s sustained use of the machinery metaphor over a period of nearly thirty years had
a cumulative effect of motivating many readers to reflect on their agency. The machinery metaphor draws
upon decades of popular history and culture, from Lucy gobbling chocolates on the assembly line in / Love
Lucy to Charlie Chaplin in Modern Times, from every use of the word “sabotage,” which invokes collective
consciousness of a French laborer throwing their wooden clog to stop a dehumanizing factory machine, to
the French Resistance in World War II. (In his verse drama “The Tower of Babel, Merton uses the word
himself to expose the Leader, calling for peace while fretting that “Sabotage / Halts the production of new
weapons.”) While the machinery metaphor may initially stimulate a sense of frustration and powerlessness,
with sustained, carefully calculated exploration it can also tap into a realistically empowering sense that
resistance is not futile. Individuals and organizations would do well to examine their rhetoric, both oral and
written, and consider adopting such effective metaphors in a sustained branding campaign.

Merton’s use of the machinery metaphor is effective precisely because it evokes such vivid, dynamic images
of such desensitizing, dehumanizing devices. This stands in stark contrast to the desensitizing use of language,
and Merton also frequently expressed concern not only about the use of euphemism (as in his poems and
prose about Hoess and Eichmann) but especially about cliché. One particularly noteworthy example of his
thought in this regard is “Red or Dead: The Anatomy of a Cliché” (1962). In this essay, he presents a thorough
five-step exposition of the “horrible,” “absurd” logic of this “reasoning” (Merton’s scare quotes), the
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assumption that if a Vietnamese person is a Communist they deserve to be killed; if they are innocent and on
our side, they should be happy to die for the anti-Communist cause.

Merton’s attention to cliché also echoes his poet’s concern with the mindless, automatic use of language and
indoctrination by language and ideas infinitely reproduced in mass media, as in his poignant comment in
“Nonviolence Does Not ... Cannot ... Mean Passivity” about how “it has long ago become automatic to
interpret nonviolence as violence merely because it is resistance.”

Intersectionality

Merton’s attention to the principle of intersectionality, even if he never explicitly used the term, can be
accessed to promote awareness that one of the most demoralizing trends in contemporary polarized debate is
the “oppression Olympics,” a form of victim mentality. Why do you only talk about Ukraine and not about
Palestine? Why do you care more for cats than you do for children? Blue Lives Matter! Promoting a thorough
understanding of the power of intersectional solidarity to resist the divide-and-conquer effect of such logic,
and purging such divisive rhetorical tactics from your own campaign vocabulary, can go a long way toward
reducing such dispiriting friction.

Nonviolent practice

Thomas Merton was a genuine unceasing practitioner of nonviolence, and offers a timeless reminder to
actively and constantly study the classic nonviolent philosophy of Gandhi and King and how it has been
inherited and maintained by their successors, beginning with a solid grasp of the idea that pacifism is not
passivism. Peacemaking is not achieved by avoiding conflict but by confronting it, with love. The system of
nonviolent communication (NVC) developed by Marshall Rosenberg is also a product of the Civil Rights era,
as is the Alternatives to Violence Project. (https://avpusa.org/) Many American civic organizations offer
training for specific situations employing these skills. For example, the movement to counter Islamophobia
in the U.S. after 9/11 developed an effective system of bystander intervention tactics which have since been
adapted for sexual harassment intervention, as introduced in /'ve got your back by Jorge Arteaga and Emily
May (2022). The Asian American Federation in New York City also partnered with the Center for Anti-
Violence Education, for example, to produce excellent resources to counter the anti-Asian violence that rose
during the Covid-19 pandemic. (https://www.aafederation.org/)

Deescalation

This is actually just one specific skill in the toolbox of nonviolent intervention tactics, but I pay it particular
attention here because Merton himself did. The Movement for Black Lives has produced a wealth of material
on this skill. In this regard, I especially recommend the work of Layla Saad on optical or performative allies
in Me and white supremacy (2020). Saad’s work is a constructive development of similar problems in other
movements variously characterized as the patronizing savior or messiah complex rooted in unhealthy self-
righteousness.

Intercultural communication

The R-word, religion, is one of the dreaded taboos in PARSNIPs, the acronym for controversial topics to be
avoided in the university classroom that also includes politics, alcohol, sex, narcotics, isms, and pork
(Thornbury, 2010). But Merton helpfully reminds us that interspiritual communication is also a form of
intercultural communication. (As the full list of his correspondents indicates, he corresponded with many
secular peace movement leaders as well as religious, and so I use Teasdale’s term “interspiritual” rather than
the more common ecumenical or interfaith.) Merton’s early efforts to build bridges with Asian spiritual and
religious leaders such as D.T. Suzuki, Thich Nhat Hanh, and the Dalai Lama have borne much fruit, and the
tradition has been carried on, for example, by the Dalai Lama in his friendship with Desmond Tutu, the
Anglican archbishop who chaired Nelson Mandela’s Truth and Reconciliation Commission in post-apartheid
South Africa. Intergenerational communication might also well be included here, as many peace activists
now involved in efforts to protect freedom of speech are veterans of the civil rights and anti-apartheid
movements.” They possess a wealth of experience that could be tapped to energize today’s peace movement.
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Education

Merton was a university professor for three years, from 1938 to 1941, before committing to the monastic
vocation. The education system was not a major theme in his writing, but his concern about language use is
undoubtedly informed by this experience and indirectly bears upon the issue. Related concerns are expressed
in both his poetry and his prose from the time of his “Tower of Babel” works in the forties and fifties. In the
earlier poem, he writes, “Words also reflect this principle / Though they are meant to conceal it / From the
ones who are too young to know.” In the later verse drama, the Professor echoes a line from the earlier poem
about history being a dialogue between forward and backward, but then adds, “Going inevitably forward by
the abuse of thought / And the gradual destruction of intelligence,” a reminder of the goal of education under
Fascism, as Umberto Eco warns in “Ur-Fascism” (1995): “All the Nazi or Fascist schoolbooks made use of
an impoverished vocabulary, and an elementary syntax, in order to limit the instruments for complex and
critical reasoning. But we must be ready to identify other kinds of Newspeak, even if they take the apparently
innocent form of a popular talk show.”

Trauma and fear

Merton’s mindful attention to the problem of fear is another theme that is sustained throughout his work, as
long and as thoroughly as his attention to the machinery metaphor, from the “Tower of Babel” of the early
forties to his last essay penned in 1968 and published posthumously, “Non-Violence Does Not ... Cannot ...
Mean Passivity.” The empathy he expresses in that last essay, both for the desperation of the Baltimore Nine
and for the existential fear gripping many Americans after the assassinations of King and Bobby Kennedy, is
very much part of the classic nonviolent philosophy that he espoused. The unusual tone of this final essay in
retrospect comes to sound like it may even be a reflection on his own past practice. I may only be projecting
my own animus here, but revisiting this essay has certainly inspired me to reflect on the possibility that my
own ironic narrative style may have at times alienated others, to the effect of weakening my critique of the
alienating effect of technology and Newspeak. In this regard, I would like to acknowledge another genuine
practitioner of nonviolence who carries on the pacifist tradition: Jonathan Kuttab, the co-founder of
Nonviolence International, a Palestinian who firmly acknowledges the continuing need for healing from the
trauma of the Holocaust (Kuttab, 2024).

Accessing the power of art

In my discussion of the poem “Hagia Sophia,” I only briefly mentioned Merton’s fascination with the line-
cut engraving by Victor Hammer. It should actually be noted that Merton was a distinguished artist and
photographer as well as a poet. He seems to have somehow gotten permission to decorate his hermitage with
the calligraphic art calendar that D.T. Suzuki sent him every year. He left a collection of photographs of the
Shaker village Pleasant Hill in Kentucky that was posthumously published as Seeking Paradise: The Spirit
of the Shakers (2003). His paintings have likewise been posthumously published with text by Roger Lipsey
as Angelic Mistakes: The Art of Thomas Merton (2006). Perhaps his most famous artwork is his illustrations
for Original Child Bomb, his anti-poem about Hiroshima and Nagasaki (1962).

Extended treatment of ideas for the creative use of visual art in public protest is beyond the scope of this
essay, but I hope my use of poems as emblems may point toward the principle and the possibility.

Conclusion

While the above suggestions for application of Merton’s insights are aimed at a wide-ranging audience of
peacebuilders, I hope it is obvious that these rhetorical strategies can be localized to fit the particular context
calling for the protection of freedom of speech. Merton himself explicitly raised the issue in his verse poem
“The Tower of Babel: A Morality,” where Truth is put on trial and found guilty of treason, denounced as an
enemy of the State, while Propaganda is judged to be a faithful guardian of Democracy and given “exclusive
freedom of speech and worship.”
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In the American context especially, awareness of the obscene disparity in public school funding, due to the
financial structure that bases local school budgets on local taxes, may dampen sympathy for Ivy League
universities with endowments in the billions of dollars. Can these elite schools honestly argue that their appeal
for protection of free speech qualifies them as defenders of all levels of the education system? Can they meet
the challenge of the Tower of Babel? Gandhi’s talisman may serve as a touchstone as we ponder this question.

“I will give you a talisman. Whenever you are in doubt, or the self becomes too much with you,
apply the following test. Recall the face of the poorest and the weakest person whom you may
have seen, and ask yourself if the step you contemplate is going to be of any use to them. Will
they gain anything by it? Will it restore them to a control of their own life and destiny? In other
words, will it lead to swaraj for the hungry and spiritually starved millions? Then you will find
your doubt and your self melting away.”
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Is the “Literature of Possibility” Possible?
A translation of Oda Sakunosuke’s “Kanosei no bungaku” with commentary

Andrew Murakami-Smith

1. The “Literature of Possibility”

Oda Sakunosuke’s “Kandsei no bungaku” (“The Literature of Possibility”), an essay published in
Kaizo in December, 1946, attacks the literary establishment and its fulsome praise of the mainstream “mental-
attitude-style I-Novels” typified by the fiction of Shiga Naoya, and exhorts Japanese writers to go beyond
the narrow strictures of the autobiographical I-Novel and use fiction (humorously called “lies” in the essay)
to create a “literature of possibility.” Donald Keene, in Dawn fo the West, describes the essay as “unsystematic
and even confused. It is easy to believe that it was written in one night. For all his intermittent brilliance, Oda
never explains precisely what he meant by a ‘literature of possibility.” Did he intend to say no more than that
the novelist should be allowed the privilege of inventing?” (Keene (1984), 1087).

For Keene, writing from within the Western literary tradition that valorizes imagination and fiction,
it is only natural for writers to “invent.” For partisans and practitioners of the I-Novel like Kambayashi Atsuki
(a writer whose works, along with Shiga’s, Oda’s essay singles out as examples of the boring I-Novel),
writers who “invented” too freely seemed to lack sincerity, and might be seen as pandering to the masses:
“Oda Sakunosuke was the one who first strongly cried out for fiction, but in his case, was it not the helpless
struggling of one who has one foot in the popular novel, or, failing that, the rationalizations of one who is
about to step into the popular novel?”* Keene is also tepid in evaluating Oda’s career as a whole: Oda “ranks
as no more than an interesting minor writer” (Keene (1984), ibid.).

Keene’s Dawn to the West is full of pronouncements on the literary worth of individual writers,
and judgments of the literary quality of specific works, but nowhere does he specify his criteria for evaluating
literary quality or worth. However, many Japanese writers and literary critics contemporaneous with Oda
tend to agree with Keene’s assessment that “Kandsei no bungaku” is, as literary theory, flawed, or at least
underwhelming. The scholar of French literature Kuwabara Takeo, whose “Nihon gendai shosetsu no jakuten”
(1946) Oda quotes in “Kandsei no bungaku” (Saitd (2020), 81), wrote that the essay’s “main argument is
perfectly correct, and in the West would be considered no more than common sense.” Oda’s friend and
fellow “Decadent” (Buraiha) writer Sakaguchi Ango, too, wrote that the essay was “not really a new
argument. It is actually quite elementary, and exceedingly self-evident.”

Others considered the essay no more than a personal attack on Shiga Naoya. As Kambayashi wrote,
“Just before his death, in ‘Kandsei no bungaku,” Oda Sakunosuke showed his opposition to Shiga Naoya.”
The English literature scholar and critic Nakano Yoshio wrote that “just because Shiga called him ‘dirty,” Oda
blew his top,” and that “In this essay, Oda took out his frustrations by ferociously attacking writers like
Shiga Naoya, called the god of fiction, and Kobayashi Hideo.”®

Or might we consider the essay the rebellion of an Osaka underdog against the power of the Tokyo
literary establishment? After his death, Angd write that Oda was “an unhappy man” because “he was too
aware of his hometown, Osaka” and that “though he possessed talent and to spare, it was confined to Osaka.”’
In fact, Osaka was a theme that Oda returned to again and again in both his essays and his fiction. He wrote
on Thara Saikaku, an Osaka fiction writer of the Edo period, in “Saikaku shinron” (“A New Theory of
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55



Saikaku”), and of the Bunraku puppet theater that had its roots in Osaka in “Niryt Bunraku” (“Second-class
Bunraku™). He depicted the struggles of Osakans to survive the carpet-bombings of the city by US bombers,
and to rebuild in their aftermath, in “Tachiagaru Osaka” (“Osaka Rises”) and “Eien no shinjin” (“Eternal
Rookies™), both written in 1945. And he recounted his own evolution from ambivalent feelings toward his
hometown and rejection of Osaka dialect to an affection for the city and a championing of its dialect in
“Osaka, Osaka” (1941).

Some of the negative criticism of Oda’s “Meoto zenzai,” the work for which Oda first became
well-known, seems to have been in terms of stereotypes of Osaka, as he caricatured in “Kandsei no bungaku”
as follows: “every newspaper and magazine vilified my works using such abominable language as ‘low, facile,
vulgar, the spirit of a craftsman and a merchant’s soul, coarse, pornographic, typhus, poison, blasphemous
against humanity, frivolous and flighty’...”® Though he may have embarked on his fiction career considering
himself a “writer” plain and simple, such criticism of his works as, in part, “too Osaka,” must have made him
for the first time aware of being a “writer of Osaka.” As Otani Koichi wrote in his biography of Oda:

Sakunosuke immediately shook off such negative criticism. He had gone so far as to think of
writing works like those of writers who were praised by the literary establishment, but no more.
The reason was, first, Sakunosuke’s self-respect. But he found another support as well. At that time,
there was something he became clearly conscious of for the first time. This was Osaka. It was
clearly Tokyo that preferred ideals and held abstract concepts in the utmost esteem. This was the
source of most of the vilification. The literary establishment where they conspired together was in
Tokyo. He had been attracted by Tokyo, but now this suddenly changed. He would emphasize the
fact that his literature was Osakan. ... Kyoto and Osaka alone had the tradition to oppose Tokyo
culture. ... The entirety of Sakunosuke’s literary theory began with this backlash against Tokyo.®

Is “Kandsei no bungaku,” in fact, nothing more than a confused literary theory, a mish-mash of
unsurprising advocacy of fiction in literature, personal attacks on Shiga and his epigones, and the rantings of
an Osaka underdog against Tokyo hegemony? Did Oda actually try to realize a “literature of possibility” in
his own fiction? The essay was one of the last things that Oda wrote, so it is impossible to know how he
might have applied his own theory in future. However, among the stories written during Oda’s very
productive year of 1946 (when “Kandsei no bungaku” was published) are many which do, in fact, bear a
resemblance to the autobiographically-tinged [-Novel that he criticized in the essay, such as “Sesd” (tr. Burton
Watson, “The State of the Times”), although Oda’s stories lacked Shiga’s deadly-serious tone, instead
presenting their protagonists in a frank, tongue-in-cheek manner. On the other hand, Oda’s final work, Doyo
fujin (A Saturday Wife), left unfinished at the time of his death in January, 1947, was a departure for Oda, in
that it was completely fictional, was set in Tokyo, and featured a multifarious cast of characters intertwined
in a complicated web of relationships. Was Doyoé fujin Oda’s attempt to broaden the possibilities of literature?

Oda’s friend (and one of the editors of his posthumous collected works) Aoyama Koji thought so:
“Doyé fujin was ... an experiment in applying Oda’s theory of the so-called ‘literature of possibility’ to the
writing of a work, and, to borrow the words of the novel itself, ‘the author's attempt to bring to light social
conditions by pursuing the possibilities of happenstance.””'? The writer Fuji Masaharu agreed: “Making use
of happenstance and his talent for telling lies, Oda Sakunosuke tried to pursue what he called ‘the possibilities
of human beings.” The most splendid and most perfect crystallization and outpouring of this was Doyo
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Sfujin.”*! Others disagree. The writer Takami Jun wrote in his diary, “It’s not that I completely refuse to
recognize Oda. But Doyé fujin is no good! It’s nothing more than tomfoolery and flirtation.”*? Keene, too,
considers that “The Saturday Wife, for all Oda's devotion to the craft of the storyteller and his considerable
novelistic skill, was a failure” (Keene (1984), 1087).

In the end, Doyé fujin may have been no more than Oda’s attempt to tell an “interesting story.” The
publication of “Kandsei no bungaku,” followed by Oda’s death just a few months later precipitated a debate
on the place of fictionality in literary works (or re-ignited a debate, suspended during the war years, as to the
proper form and content of fiction that had its roots in Yokomitsu Riichi’s 1935 essay, “Junsui shosetsu-ron”
(“/A Theory of the Pure Novel”)) (Saitd (2020), 333-347). A variety of factors, such as the postwar resurgence
of the newspaper-serialized novel, younger writers’ impatience with the traditional I-Novel-inflected form,
and perhaps reaction against wartime austerities, led to a new valuation of “amusement in fiction” ( “shosetsu
no omoshirosa’) (Saitd, ibid.). As Oda himself wrote in “Kandsei no bungaku”:

I want to pursue the question of whether the “literature of possibility” is in fact possible. It is not
as if  have a clear theory of the “literature of possibility.” I simply believe that, with regard to the
possibilities of the works I may write from now on, I need to make a clear break with the traditional
novel in Japan, that abhors even a single line of fiction.*

Other late works of Oda’s, such as “Sesd” and “Shinkei” (“Nerves”), both from 1946, depict a novelist
protagonist considering various materials for writing as he wanders the postwar Osaka streets. To this extent,
they resemble a variation of the I-Novel. But they also show a boundless curiosity toward people’s stories
and a ceaseless questioning of these stories and their suitability as literature. Oda seemingly never stopped
asking himself the question he asks toward the end of “Kandsei no bungaku”: “Is the ‘literature of possibility,’
after all, possible?”

2. “Kandsei no bungaku” and Osaka Conversational Skill

Oda’s essay opens with a lengthy discussion of Sakata Sankichi, a recently-deceased Osaka shogi
player.’®> Oda explains at length Sakata’s “foolish” playing at an important match against two high-ranking
Tokyo shogi players. In his match against Master Kimura, Sakata moved a pawn (fuhyo) at the edge of the
board — in effect, a wasted move — in spite of the fact that he played second. The outcome was his defeat in
the match. In the second match, against 8-dan-ranked Hanada, Sakata again moved a pawn at the edge of the
board — the only difference being that he moved a pawn at the right edge of the board, instead of on the left,
as he had done in the previous match. Oda sees Sakata’s reckless moves as a stubborn challenge to the
“orthodoxy” of shogi, in which only two possible opening moves were considered “standard moves” (joseki).
This discussion serves as the introduction to Oda’s own challenge to the orthodoxy of the Japanese literary
establishment.

Oda had previously written of Sakata and his reckless moves in these matches in two stories of
1943, “Cho-u” (“Listening to the Rain”) and “Shobu-shi” (“The Competitor”) (Saitd (2020)). “Cho-u” relates
various episodes from Sakata’s life, focusing on Sakata’s reckless move in his match against Master Kimura,
from the viewpoint of a first-person narrator (a persona of Oda), who is implicitly compared to Sakata. In
“Shobu-shi,” the same first-person narrator recalls his previous story and comments that “In Sakata, I had
seen my own possibilities.”® In this story, the narrative focuses on Sakata’s reckless move in the second
match, against Hanada. Saitd (2020) points out that in “Shobu-shi,” Oda “repeats the same experiment —

U TRHEZINImR 2z S FREL T, MOV ) AR ORREMEZIBR L L 5 & LT\ e, ZRN—FHESH)
W2, —HBREEEE L TR L, WMHELZONZO TLHERAN] THhotz,) (“Kaisetsu,” quoted in Saitd (2020),
308)

2 T EEZFIIEEICERO R NOTIE RV, LAl THRERAL 1. W ! FEiE L IRRBLSMNIMT S 220 U
2720 5, 1 (Quoted in Saitd (2020), 317)

B TFAZIE TAIREMED ) BRI L THRED, ZOBRE L TUTERLWD TH D, [FREMEOE] L) B
W22 BGRDSFAC B 2 D TIER W, FAITZEABRENTTEA S /N O ATREMEICE L Tid, — 1T OB b Bk
WD HARDEHAI/ N & X X VBT 20BN H 5 &I D D72, ] (Oda (1946/1999), 240-241)

WO TTRMREMEDSCF) TR IZ L THRETH A 9 2 (Oda (1946/1999), 261)

15 Sakata Sankichi (1870-1946) was the subject of a 1947 play Osha, which was made into a popular film of the same name
in 1948. The film spawned, in turn, the popular 1961 song “Oshd.”

® T EHOHFIZFLDOAIREM: A 72 (Quoted in Saitd (2020), 72)
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writing about himself by writing about Sakata — a second time,”!” just as Sakata had attempted his

unorthodox move not once but twice. According to Saitd (2020), these two stories themselves, especially the
second, are in their own way Oda’s own challenges to the orthodoxy of the literary establishment.

“Kandsei no bungaku,” then, might be seen as a challenge to the orthodoxy of the literary-critical
essay. By refusing to conform to the orthodoxy of a literary theory that would be (in Keene’s terms)
“systematic” and “precise,” the essay is itself an embodiment of a kind of “literature of possibility.” As the
essay encourages writers to use fiction to write “interesting novels,” it couches its argument, not in coldly
logical and coherent rhetoric, but in an overflowing grab-bag of anecdote, personal experience, reported
conversations, and subtle (and not-so-subtle) digs at specific authors and the boring, orthodox works they
write. Oda expands the possibilities of the literary-critical essay by writing an essay that is interesting and
enjoyable to read.

In this sense, Oda’s essay conforms to a cultural norm for Osaka dialect, according to which speech
(conversation) should be interesting (omoroi). Wakagi (2011) maintains that “Osaka people rarely reply
“Yes’.” If one simply says “yes,” the conversation “can’t go on from there.” On the other hand, if one avoids
“yes,” “the conversation will naturally continue” (14).1® She continues, “‘Yes’ as a reply is the bare minimum,
and it can indicate that the conversation need not continue any longer.”'® Osakans, on the other hand, would
rather enjoy their conversations, as indicated, for example, in chapter titles in Onoe (1999): Chapter 2 is
entitled “Nanna to iwana, omoshironai” (“It ain’t interesting unless you say something”), and Chapter 3 is
“Sekkaku mono o yiite kureteru no ya kara” (“The other party’s going out of his way to talk to you, so...”).
Kinsui (2025) introduces the example of a shopkeeper who returns the customer’s change of three hundred
yen with the words, “Here you go, three million yen” (“Hai, sambyaku man’en” instead of “Hai,
sambyakuen”), and comments, “This is a business transaction, an important act for a merchant, by which he
earns his sustenance, a scene demanding accuracy above all, but still he coats the act with play, like the batter
of tempura.”® He concludes, “Osakans’ communication is rich in play and in acting.”?*

It is just this “play” and “enshutsu” (a word that means “production” (of a play), “delivery” (of a
speech) as much as “acting” (of a role)) that Oda makes sure to include in “The Literature of Possibility,”
even though, needless to say, the essay treats serious matters and is, for a writer like Oda, “an important act...
by which he earns his sustenance.” It is this that makes “The Literature of Possibility” more than simply an
ill-conceived and confused literary theory, or a personal attack on Shiga Naoya and his epigones, or the “sour
grapes” of an Osaka underdog in the face of the Tokyo literary establishment’s hegemony. The following
quotation provides just one example of the humor in which Oda couches the serious points he wishes to make.

...readers, critics, and audiences are gullible. / They tend to forget that novelists, no less than
theologians, educators, politicians, and con artists, are great liars. Even after they have been taken
in and suffered bitter experiences several times, they still tend to think that novelists are people
who only write things that really happened. Even distinguished university professors with long
beards (though it is not their beards that make them distinguished) seem to be under the impression
that novelists always have models for their characters, and write only about things that really
happened... [A university professor] asked me to lend him a copy of the court records of the trial
of Abe Sada. He knew I had written about these court records in my story “The State of the Times.”
I explained at great length that “The State of the Times” was a made-up story; that I’d never read
any such court records; that the master of the tempura restaurant who had Abe Sada as his mistress
and the draft of “Ten-Sen Geisha” and the story of the repatriated soldier and the mistress of the
bar “Dice” and the “I” in the story were all fictional, but the university professor wouldn’t believe
me. Exasperated, I told him that not only did I write lies in that story, I tried to see just how many
lies I could pack into one story, in order to test the possibilities of lies... Hearing this abstruse
explanation, he finally seemed to believe me; but he still wanted those court records.
(Oda (1946/1999), 243-44)

7O HEESZETESDELS, LWV IRLEL D VKL (Saitd (2020), 75)

B TREKONE TV SV iEFEEHED Liv, | (Wakagi (2011), 14) Wakagi (2011) highlights this in the title of
her book, “Hai” to iwanai Osaka-jin (Osakans Don’t [Just] Say “Yes”).

¥OTHEW) &V OIFREROIEET, EALLERFHELZRS THhWLWE onFIc b 725, ) (Wakagi (2011), 15)
2 TRl E VD, PERAICE o TH A OERD ., EERITATHY . MI Y EfEMENRD b D5H Tldd
0N, FIICHEEEERSELOKDLHIITELL T, BLATHWDEDOTHD, ] (Kinsui (2025), 176)

2 T[] RIRAD = I a2 =b—a U - BEPEICEAT) W5, (Kinsui (2025), 178)
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Over and above the serviceability of Oda’s essay as literary theory, it is simply enjoyable to read. Reading
“The Literature of Possibility” is similar to an experience Ko Hiroki (an editor and writer from Osaka) had
reading a work by Machika Ko (a writer and former punk rocker also from Osaka): “Machida’s extraordinary
‘anything goes’ writing, that hurries the reader on to the end in one go, does not allow any doubts such as ‘So
what exactly was this work all about?’”?? Ko then introduces a quotation from the columnist Odajima
Takashi:

What a column conveys is not a “cargo” such as “facts” or “the results of research” or a “message.”
We want to convey the boat itself. In fact, columnists are not people who cross the ocean to convey
cargo, but those who raise their sails for the voyage itself. / In other words, even if the boat is empty,
as long as its lines are beautiful, or it leaves a vivid wake, or, failing that, if it at least sinks
splendidly, then the column is a success.?®

In “The Literature of Possibility,” the “cargo” may not be a completely logical and systematic literary theory,
but the “voyage” of reading Oda’s essay is entertaining. His medium — the rhetoric of “interesting
conversation” — takes precedence over his message. His rhetoric challenges the orthodoxy of a “serious”
literary-critical essay, just as the message of the essay challenges the orthodoxy of the literature of the time.
In the end, Oda’s rhetoric is his message.
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The Literature of Possibility
By Oda Sakunosuke
Translated by Andrew Murakami-Smith

Sakata Sankichi is dead. He died in July of this year, at the age of 77. There are many unique people
in Osaka, but we are unlikely to see anyone as eccentric as Sakata Sankichi again. Even in the world of shogi,
where obstinacy, eccentricity, and strange habits are common, we will probably never again see the likes of
Sakata.

Sakata, uneducated and illiterate, could not read game notations, could not write sealed moves in
cases of adjournment, had no sensei, and developed his own unique style of play, “Sakata Shogi,” the most
unconventional even in the unconventional Kansai shogi world. His style, hailed as artless and uncontrived,
took the shogi world by storm, and at one time Sakata even called himself “Osaka Master,” but in his later
years he did not play well. No: throughout his life was not Sakata — uneducated, illiterate, knowing nothing
but shogi, unable to socialize or meet people without an intermediary, keeping his address secret and never
opening the front door to anyone, a lonely “fool for shogi”” — though his impish obstinacy was popular with
the crowd, was not his whole life dogged by the shadow of tragedy? He lived in terrible poverty until middle
age. In the old days, shogi players had no set income, and, dunned by loansharks and unable to buy rice, he
would bet money on his own games, lose, and come home stripped even of his kimono. Once his wife even
took their two children and went looking for a place to commit mother-and-child suicide. In later years, on
her deathbed, his wife’s last words to him were, “If you must play shogi, at least try not to play like a fool.”
“Got it,” Sakata replied. Inspired, he rose to become a player capable of putting even Master Sekine on the
run, and called himself “Osaka Master.” But his self-conferred title caused other players to shun matches
with him. Then in 1937, the 68-year-old Sakata had his first match in 16 years, against the two 8-dan shogi
stars of the day, Kimura and Hanada. At that time, Kimura and Hanada were ranked first and second in the
upcoming title match to decide a new Master after the retirement of Master Sekine, so for either of them to
lose to Sakata would cast doubt on his fitness for the title of Master. The reputation of Tokyo shogi was also
at stake: they could not afford to lose. But for Sakata, too, this would be a chance to show the world the
meaning of his 16-year silence, and the true value of “Sakata Shogi,” in essence a once-in-a-lifetime match,
on which he staked his whole career. The Yomiuri Newspaper, sponsor of the match, proclaimed it “The
Greatest Shogi Match of the Showa Era.” But in this match Sakata did in fact “play like a fool,” and lost.
Confident that he could win even if he lost the important piece called the Kaku,! Sakata played with no
handicap, and suffered crushing defeats in both games.

Among Sakata’s famous words is the phrase “Silver is weeping.” In a poor move, the piece known
as Silver or the Silver General?> has been placed where it cannot advance and cannot retreat, and is weeping
at its misfortune. The Silver weeps on behalf of Sakata’s own heart, weeps with the chagrin of having made
a foolish move — that is the meaning of this phrase. These words are fitting for Sakata, who saw the shogi
board as his life and the pieces as his heart, and will be remembered as a famous saying of this uneducated,
illiterate man. The unique picture painted by this saying could only have been painted by Sakata, and it could
be said that it fatefully symbolizes Sakata’s entire life. In the end, the saying, “Silver is weeping” was the
only thing Sakata had to show for his life, in which the wife he had put through so much hardship died with
the words “don’t play like a fool” on her lips, his daughter ran off with a man, and then, in the match of his
career, he did in fact “play foolishly” and lost. Sakata’s shogi skill was at one time proclaimed to be so
peerless that the 81-square shogi board was too small for him. But, by the standards of today’s professional
shogi, he would be no more than 6- or 7-dan, and not someone to be remembered down the ages as a genius
shogi player. If he were playing today, all we could say of him would be, “Silver is weeping; Sakata is alive.”
But for me, it is not this famous saying but his “foolish playing” in the match of his career that I would like
to memorialize as Sakata’s masterpiece.

What kind of “foolish playing” was it? As his first move, Sakata moved the pawn® at one edge of
the board from 9-c to 9-d. In a game without handicaps, the first move is always to open a way for the Kaku,

Y Kaku (%) or kakugyé (f41T) in Japanese. A piece that can move an unlimited number of spaces diagonally in any direction,
like the bishop in chess.

2 Gin ($R) or ginsho (#R4%F), which can move one space diagonally or directly forward.

8 Fuhyé (#4*£%) in Japanese.
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or to move the pawn that stands in front of the Hisha*. These are the standard moves®. This is true no matter
who plays. Whether Master or amateur, these are the only two opening moves. The only time you would
move a pawn at the edge is when there is no other move you can make, or when you have essentially attained
your desired arrangement of pieces for the initial stage of the game, or when you want to bide your time and
see how your opponent will move. And even then, unless you are very careful, there is a danger that your
opponent will simply ignore your move. Thus, to move a pawn at the edge as your opening move is rash —
reckless, crazy. And Kimura, ranked 8-dan (now a Master) did in fact ignore Sakata’s move. Since Sakata
moved second, losing a piece at this point meant he was two moves behind from the get-go. And to lose two
moves and still expect to beat Kimura, representative of the Tokyo-style shogi that had by this time largely
perfected the swift-moving Double-wing Attack, proved impossible. This opening move of the pawn at the
edge proved Sakata’s undoing; he suffered a crushing defeat. But in the following match against Hanada,
Sakata again moved the pawn at the edge on his first move. This time he moved the pawn on the right edge
instead of on the left, but it was a pawn at the edge nonetheless. And Sakata suffered another crushing defeat.
This was his “foolish playing.”

However, regardless of how foolish it was of him to move the pawn at the edge, this was a move
that showed the youthful spirit of Sakata, who had always played a headstrong kind of shogi. We cannot but
be exasperated at Sakata’s over-confidence, making such a move not once but twice in a once-in-a-lifetime
match, but are we not even more surprised at Sakata’s youthful spirit, in trying this unprecedented new move
at the age of 68, and in a once-in-a-lifetime match? There must have been other ambitious shogi players who
toyed with the idea of moving a pawn at the edge. Even Hanada 8-dan seems to have thought vaguely that
moving a pawn at the edge might be possible, if you have the first move. But no one actually made the
experiment. Up to the present day and probably for the foreseeable future, Sakata has been the one and only
player to try such an experiment when he had the second move, in an important match. This move was
Sakata’s challenge to the standard moves, the orthodoxy of the shogi world. A shogi board is limited to 81
squares, but moving a single piece can lead to countless permutations, and the possibilities of those
permutations, like the possible changes a single chance occurrence might bring to a person’s life, are infinite.
Innumerable shogi matches have been played down the ages, but not a single one of them was identical to
another. Similarly, innumerable stories have been written down the ages, but none of them are exactly alike.
However, there is something that limits these possibilities. This is the “standard moves,” the orthodoxy of
the conventions of literature. By challenging the standard moves, Sakata Sankichi tried to expand the
possibilities of shogi. At the time, the Double-wing Attack had been brought to a certain level of perfection,
both theoretically and in practice, by Tokyo-based shogi players, and it had the highest authority as standard
moves in non-handicapped shogi. But now, these Double-wing Attack standard moves are no longer popular,
and young players, unceasingly seeking to discover strategies other than the Double-wing Attack, try new
moves in every match. Leaving aside the question of whether moving a pawn at the edge was a good or bad
move, the experiment of the 68-year-old Sakata was, from the point of view of pursuing the possibilities of
shogi, a great leap. However, surveying Japanese literature, an anemic orthodoxy still has the highest
authority; the old masters take not a step outside the old-style standard moves, and even new writers furtively
adhere to them.

In the literary establishment in Japan at present, there are almost no antitheses to the standard moves.
Shogi can be found only in Japan, but literature can be found the world over. But Japanese literature,
accepting the standard moves of the traditional novel in Japan as the highest authority, does not try to pursue
the possibilities of literature. Abroad, the modern novel is the “literature of possibility,” and one could say
that its depiction of the possibilities of human beings and its pursuit of the formal possibilities of the novel
clearly distinguish it from the traditional novel in Japan. As it does not encompass possibility, the traditional
novel in Japan is itself a standard move in the narrow sense, but since the modern novel abroad contains
infinite possibilities, it is not reified into a standard move. The “literature of possibility” always includes the
possibility of moving a pawn on the edge of the board. Six years ago, when my debut work “Hooray for
Marriage, or Sweet Beans for Two™® was selected as a Recommended Work by the Kaizdsha publishing
house, I wrote about how I saw the story as “something like moving a pawn at the edge of the board,” but in
fact I was only moving a pawn at the edge of the board because I had no other move to make. In the face of
the authority of the traditional novel in Japan, there was nothing else I could do. The work did include a bit

4 FRIHL, which can move an unlimited number of spaces forward, back, left, or right, like the rook in chess.
5 Joseki (FEBF) in Japanese. Accepted moves which, although not required, embody conventional wisdom.
6 THIm3ERL ] (“Meoto zenzai”), 1940.
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of antithesis, but [ was not moving a pawn on the edge of the board to expand the possibilities of the modern
novel. My impression at the time was that Kambayashi Atsuki’s attack on the work was not unreasonable.
Kambayashi said that the work “doesn’t seem as if it were written by a new author; it’s out of sync with the
literary establishment, and makes me want to turn my face away.” At the same time, I was dissatisfied: the
autobiographical works Kambayashi wrote did nothing but follow the standard moves; they had none of the
lamentation of moving a pawn at the edge because there are no other moves to make, let alone the newness
of moving a pawn at the edge to expand the Modern Novel. Kambayashi, writing from the point of view of
an I[-Novelist who seems to pray three times before writing each word, strongly declares his dislike of
Okamoto Kanoko’s works, in which we can see at least a little effort to depict human possibility. Kambayashi
runs counter to the path that leads to the modern novel: never writing a coincidence, never writing fiction, he
writes about a final settling of accounts with life, but never about the possibilities of life, shutting himself up
within the confines of the traditional novel in Japan, which has as its goal to look at the world though dying
eyes’. He is a true representative of the literary establishment.

From a young age, | wanted to become a playwright, and, feeling no attraction for fiction, read
hardly any novels. But at the age of 26, I read Stendhal, and was possessed by the attraction of the novel for
the first time. However, infected by the accepted theories of the time, according to which “the literature of
Stendhal or Balzac is, in the end, nothing more than made-up stories; the I-Novel of Japan, in the form of the
mental-attitude novel, is Pure Literature, and, along with poetry, stands at the pinnacle of serious literature,”
and thinking I would never learn how to write fiction in Japanese just from reading translations, I read the
celebrated works of the day, of the autobiographical fiction, mental-attitude novel, and I-Novel stripe, which
forced on me a kind of nostalgia: “Ah, so this kind of novel, this kind of writing, this kind of attitude are the
best.” But this increased my dilemma. I had learned to see through dying eyes before I had any chance to
pursue human possibility. At the time, I had been thinking vaguely that a Pure Novel should be something
impure. | had been thinking about “Pure Theater,” and had reached the conclusion that the purer a play was,
the simpler and plainer its form would be, with something like the n6 drama being its acme. But as for the
Pure Novel, I believed that the purer it was, the more impure its form would become, the more complicated,
its structure woven on more layers, ignoring perspective, and the distance between the characters and the
writer varying like the camera angle in a movie, the eye and the hand betraying one another, and the farther
it would recede from unitary description and the order of the figurative arts. I believed that for the novel,
nothing should be off-limits. I even thought that the novel did not necessarily have to be art. However,
literature in Japan esteems, not possibility, but depth within limits; considers obedience to authority to be
sincerity; thinks of even a single line of lies as soot in one’s eye; and prefers in all things the bland taste of
green tea on rice®. This way of thinking has been given authority as orthodoxy, and against it I quietly tried
to posit an antithesis, but at the same time, I put on the rose-colored glasses of nostalgia. This was my
dilemma. But recently I have finally made up my mind to challenge this orthodoxy. This is not rebellion for
the sake of rebellion. [ want to pursue the question of whether the “literature of possibility” is in fact possible.
It is not as if [ have a clear theory of the “literature of possibility.” I simply believe that, with regard to the
possibilities of the works I may write from now on, I need to make a clear break with the traditional novel in
Japan, that abhors even a single line of fiction. The traditional novel in Japan has its good points, as does new
literature from abroad; some may say it is not necessary to burn one’s bridges and choose one or the other.
But rather than taking a little from here, a little from there, collecting the best characteristics and rounding
off until you have a work with all the 36 characteristics of an archetypical beauty®, I would rather write a
work like a beauty who is somewhat flawed but fascinating.

Readers, critics, and audiences are gullible. Why, just the other day at a literary lecture, I started
talking about Arabic, saying that the word “kyakkya,” that appears in a novel of mine now being serialized
in the Yomiuri Newspaper'?, is actually Arabic, and means “to sleep solitary and alone;” long ago the Arabs,
being quite Epicurean, would never sleep alone after the age of 16, but once, a youth traveling across the

7 The phrase “dying eyes” (matsugo no me) was used by Akutagawa Ryilinosuke, who held that the beauty of the world was
most appreciable to the eyes of one who is resolved to die. The phrase was also used as the title of an essay by Kawabata
Yasunari. Both Akutagawa and Kawabata committed suicide.

8 Ochazuke in Japanese. A light, non-filling dish of hot tea poured over rice, usually with other toppings such as dried
seaweed, salmon flakes, pickled plum, etc.

® Probably akin to the “Thirty-two Characteristics of the Buddha” as set forth in the Mahaprajnaparamita Sutra (Dai
hannyaharamitta kyo in Japanese).

10 TR AN] 4 Saturday Wife), serialized from August to December, 1946. In fact, Oda’s final work, left unfinished at
the time of his death in January, 1947.
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desert with a caravan became separated from his companions, and had to spend the night alone in the bleak
desert. Lying there by solitary and alone, he looked up at the sky and saw a shooting star. Unable to stand his
homesickness and loneliness, the youth yelled out a certain word, and this was “kyakkya.” In Arabia up to
that time, there had been no human language, and so “kyakkya” was the first word ever invented in Arabia;
thereafter, all Arabic words except for the Allah Mode (that is, the prayers of Mode) were formed on the basis
of this “kyakkya.” In fact, “kyakkya” can be seen as an all-purpose word in human life; everything from the
“waaah” of a newborn baby to the “gya” of the death-rattle is based on “kyakkya.” The reason why sleeping
solitary and alone is said to feel like biting sand is that, when that youth said “kyakkya,” the first Arabic word,
a wind happened to arise on the desert and blew sand into his mouth, I expounded. Further, to elaborate,
although I do not believe in the Theory of Evolution, “kyakkya” actually evolved from the cries of monkeys,
said to be the ancestors of the human race. I went on in this vein, but the audience seemed to be listening
attentively with deep respect. They probably thought that their lecturer was a very learned man, but as I talked
on, I was not at all sure whether there was in fact a desert in Arabia, or whether monkeys had once lived there,
and I was filled with trepidation lest someone ask a question. It happened that a student who was in the
audience that day went to visit Ikushima Ryoichi, the translator of Stendhal, the next day, and told him about
“kyakkya.” Mr. Ikushima knows some Arabic, but had never heard the word “kyakkya.” Said he to the student,
“Perhaps it is classical Arabic; it is troublesome that no Arabic-Japanese dictionary yet exists. But Oda is
quite learned; I have a new respect for him.” As I said, readers, critics, and audiences are gullible.

They tend to forget that novelists, no less than theologians, educators, politicians, and con artists,
are great liars. Even after they have been taken in and suffered bitter experiences several times, they still tend
to think that novelists are people who only write things that really happened. Even distinguished university
professors with long beards (though it is not their beards that make them distinguished) seem to be under the
impression that novelists always have models for their characters, and write only about things that really
happened, just as they happened, and that to write a novel one must do fieldwork. They even console one
with words like, “You novelists have to do all your research on the ground, you have to travel, and study
women as well — how many pains you must take!” Recoiling, | said, “I would never write anything real;
they’re all lies,” but he replied, “Of course, of course, you have to make it dramatic or it wouldn’t be a novel.
But Yoshiya Nobuko!* must have experience with men — she writes some quite racy things.” And this from
auniversity professor of literature with a long beard — I was dumbfounded. What does he mean by “Of course,
of course”? And what does he know about Yoshiya Nobuko? As I listened in disgust, he asked me to lend
him a copy of the court records of the trial of Abe Sada. He knew I had written about these court records in
my story “The State of the Times.” I explained at great length that “The State of the Times” was a made-up
story; that I’d never read any such court records; that the master of the tempura restaurant who had Abe Sada
as his mistress and the draft of “Ten-Sen Geisha” and the story of the repatriated soldier and the mistress of
the bar “Dice” and the “I” in the story were all fictional, but the university professor wouldn’t believe me.
Exasperated, I told him that not only did I write lies in that story, I tried to see just how many lies I could
pack into one story, in order to test the possibilities of lies; lies are the instinct of the novel; just as human
beings have instincts like appetites for sex, food, and so on, if the novel itself can be said to have an instinct,
it is the instinct of the “possibility of lies.” Hearing this abstruse explanation, he finally seemed to believe
me; but he still wanted those court records.

At present I am in Tokyo, and a few hours before starting to write this manuscript at my lodgings
in a back street near the Ginza, [ was drinking at the bar Lupin with Dazai Osamu and Sakaguchi Angd — to
be precise, Dazai was drinking beer, Sakaguchi was drinking whiskey, and I, as I knew I would be confined
to my room for the rest of the night to write this manuscript, was drinking coffee. The conversation turned to
a certain trendy novelist, and Sakaguchi said, “He uses his novels as a tool to pick up women, but he’s an
idiot.” Whereupon Dazai said in his Tsugaru'? dialect, “We couldn’t use our works to pick up women even
if we tried. Women get creeped out by the kind of works we write, and even if we tried to pick them up, it’s
bound to fail.” I completely agreed with him, but a little while before, as we hurried toward Lupin in the rain,
Dazai had said to me, “I bet you feel forsaken, Oda, it’s hard to get ripped apart by the critics time after time
like you do.” But I answered, “I’'m grateful for your sympathy, Dazai, but don’t worry about me. It’s only
because I’m so good-looking that the critics rip me apart. If I wasn’t so handsome, the critics would praise
me.” That’s how confident I am in my own looks. Hayashi Fumiko!® allowed that I have much more of a

11 Female novelist (1896-1973) who wrote serialized romance novels, girls’ fiction, and lesbian literature.
12 Aomori Prefecture.
13 Popular female writer (1903 or 1904-1952), author of Vagabond’s Diary, Floating Clouds, and myriad other works. One
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clean youthfulness and modernity than she had been led to suspect from reading my works, but in fact, the
reason my success rate with women approaches zero is my novels. Even Hayashi Fumiko, who’s in the same
business, imagined a squat man of 150 centimeters or so, dressed like a head clerk in a merchant’s apron,
until she met the real me, a svelte 175 centimeters, so there’s no telling what kind of grubby person readers
imagine upon reading my works. There’s nothing I can do about it if they imagine someone as filthy as
bacteria, but I’d rather they didn’t imagine someone foo ugly. The day before yesterday I did a radio broadcast
at the crack of dawn under the title, “Eroticism and Literature.” The announcer who introduced me was a
young woman in the flower of maidenhood, and as soon as she started to say, “And now we have a talk on
Eroticism...” she glanced at me and blushed to the roots of her ears. My talk, which was supposed to go on
for 15 minutes, was over in 10 minutes, so in the five minutes remaining, I yelled, “Ladies and gentlemen, I
write those kinds of stories, but I’'m not that kind of man.” I intended to go on to explain the meaning of “that
kind,” and then to say that, the meaning of “that kind” having been defined, I don’t mind being thought of as
“that kind” of man, but since I write nothing but lies in my works, readers should not be deceived. But if I
had said those things, it would probably have been an even greater screw-up, since women hate liars.

Therefore, I don’t want to emphasize more than necessary the fact that writers are liars, but... For
example: after parting from Dazai and Sakaguchi at the Lupin, I came back to my lodgings with an editor for
this magazine, N, gentle on the outside but with an iron will at the core, and, in fear of the look in N’s eyes,
which said he would not fail to make me complete this article by morning, I started in like an innocent to
write about this great issue, the “literature of possibility,” when suddenly a huge drunk, tall enough to reach
the clouds, comes bursting into the room, saying he’s on the run from a woman of the night and has nowhere
to turn, the woman’s an idiot, she won’t turn loose of me, she’s a regular Kiyohime,* you gotta hide me
here for tonight — I saw that it was Sakaguchi, who I had just taken leave of at the Lupin. Handing us some
fancy cigarettes, he said, “Here, I’ll give you these cigarettes, I got them from that woman,” but we had just
seen him get those cigarettes from the master of the Lupin. As this shows, Sakaguchi Ango is a liar. And
when I discovered that he is a liar, he went up in my estimation. To me, there’s no point to a writer who is
not a liar. I find it hard to believe that Sakaguchi Ango, while lying in real life, would sit down to write a
novel with an earnest look on his face, attempting to avoid all lies. He should realize from his own example
that the pleasure of telling lies is, at the same time, love of the truth. Japanese novelists who are pre-disposed
to drink seem to be unaware of this fact, and this may be impoverishing the Japanese novel.

By concentrating its efforts over the course of several decades on the development of the mental-
attitude-novel branch of the I-Novel, in the writing of which one prays three times before inscribing each
word, the Japanese literary establishment has made great contributions to the regression of the form of the
novel, and has thereby been highly successful at going against the entire ideology of the Modern Novel.

Human efforts are a strange thing. As far as efforts go, over the past few years, the military, the
government, and the citizens, each in their own small way, have made great efforts, but those efforts turned
out to have been efforts to lead Japan to defeat. In the same way, the efforts of the Japanese literary
establishment have turned out to be efforts for the impoverishment of the Japanese novel. Perhaps there was
no malicious intent involved, but when accepted opinion — according to which the mental-attitude-novel-type
I-Novel like those of Shiga Naoya is the epitome of the novel — when this accepted opinion is invested with
such authority that it becomes sacred, then discussing Shiga Naoya’s works becomes nothing more than
worshipping Shiga Naoya. Then we must say that the conventional wisdom committed an unintentional sin.

It is not my intent to play word games to repudiate Shiga Naoya’s literature. | freely acknowledge
Shiga Naoya’s innovation, his natural disposition for writing, his efforts to elevate the dignity of the novel to
a level at which it could be appreciated as a work of art, and the literary genius that allowed him to create a
model of concise vernacular Japanese, thus affording even amateurs an opportunity to study literary style.
On these points, I am perfectly willing to recognize Shiga’s achievements. But I do not hesitate to declare
that it was culpable to make Shiga’s novels the orthodoxy and the mainstream of the Japanese novel. The
mental-attitude-novel-type I-Novel is no more than a tributary, a side channel of the great river of the novel.
It is much too small a stream to float the great ship of human possibility. It is not the main channel. In order
to reach the great ocean of the Modern Novel, the mental attitude novel must first be absorbed into the main

of the most commercially successful writers of either gender in the immediate postwar period.

14 From the legend of Anchin and Kiyohime, dramatized in plays. Anchin, a young, handsome monk on a pilgrimage to the
Kumano Shrines, stayed at the house of the steward of a local manor. The steward’s daughter Kiyohime fell in love with
Anchin at first sight. To protect his vow of celibacy as a monk, Anchin attempted to escape, but Kiyohime, transformed into a
snake by her passion and rage, pursued him into the Dd;dji Temple. The monks of the temple hid Anchin under the temple
bell, but Kiyohime found him and coiled around the bell, and the fires of her passion and rage burned Anchin alive.
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channel of the river. The novels of Shiga Naoya, for example, may have perfected a certain element of the
novel, but have not developed the possibilities of the novel. This should have been obvious to anyone who
has thought even a little about the novel — particularly about the ideology of the Modern Novel. However,
thanks to the authority of the idea that with Shiga the novel had reached its apotheosis, and thanks to the fact
that many of the writers and critics of Japan had been influenced, to some extent, if not by Shiga’s novels as
such, then by his point of view, his attitude, and his writing style, the idea that the novel had already reached
its perfect form as the art of “neither too close nor too far” took precedence in the pursuit of the possibilities
of the Modern Novel. Further, this situation has continued even in the postwar literary establishment: the
academism of the Iwanami publishing house has been resurrected with the publication of Shiga’s “Gray
Moon,” and as for the literary establishment, the leading literary magazine Shincho has been up to its ears in
its work of debuting new imitators of Shiga Naoya. Even now the literary establishment in Japan is
preoccupied with launching toy boats fit for a small creek: is this what editors really want, or is it the
fastidiousness of a literary establishment that keeps washing its hands in a small rivulet? This fastidiousness
forgets the strong hands of Balzac’s ruffians as it furtively continues to cleanse its own hands in a small
rivulet, thus serving only to further weaken its skin. It’s something like a fussy sign reading, “Urinating
Prohibited Here.” Though the literary establishment’s heart is so weak that it would probably faint away at
the appearance of someone like Stendhal, with his 171 pen-names and aliases, it mistakes the reddening of
its anemic skin with rubbing and cold water for the ruddy glow of health. “Gray Moon” does, of course,
within the limits of the traditional novel in Japan, show the vision and skill of the Old Master, and one can
imagine the effort and narrative ingenuity that went into turning the author’s experience into the finished
story “Gray Moon.” However, the story should have begun from the point where “Gray Moon” ends; just
because a vignette called “Gray Moon” was completed based on a personal experience does not signify the
completion of the story. We might say that a story should have been written based on the vignette “Gray
Moon.” The conventions of the traditional novel in Japan commend the depiction of the student worker in
the story, saying he has been depicted with neither excess nor deficiency, but what is “depiction with neither
excess nor deficiency”? The education we have received from the Japanese literature of the past teaches us
that depiction with neither excess nor deficiency is something like the discipline of Kobayashi Hideo’s®
“eyes that see without trying to see.” Depiction with neither excess nor deficiency results from “eyes that see
without trying to see,” writing from “neither too close nor too far.” This is the view of Japanese literature. It
is the accepted opinion that this is the apotheosis of the novel, and this accepted opinion is followed by one
and all. The imitators have a blind faith in this kind of depiction as a rule of novel-writing, and even writers
of other stripes have a nostalgia for it. We can’t hold up our heads and look it in the eye. But is it even possible
to depict human beings with neither excess nor deficiency? And if we can assume that there is such a tradition
in Japanese literature, is it a tradition that the younger generation should follow? Why do they not question
the convention of depiction with neither excess nor deficiency? Wait — they say “depiction with neither excess
nor deficiency,” but when has Japanese literature ever depicted human beings with “excess”? They say
“neither too close nor too far,” but has Japanese literature ever approached too close to human beings? Can
it be said that we have departed so far from the traditional novel in Japan, and wandered so long in the strange
foreign lands of the Modern Novel, that we must feel nostalgic for the mental-attitude-novel-style I-Novel?
Have the viewpoints and skill of rebellious expert writers pushed the possibilities of the Modern Novel so
close to their limits that we must praise as unaffected new writers’ works that are no more than diaries or
essays, and accept them as novels on the literary scene? When writers like Toyoda Masako!®, Nozawa
Fumiko!’, Naoi Kiyoshi!8, and the author of “Back-Street Workshop,”'® recommended by the Association
for New Japanese Literature?®, appear, must we feel nostalgia for their amateur, unadorned quality and lose
our heads in applauding them? I heard that in a literary panel discussion, a certain writer of popular fiction

15 Literary critic (1902-1983), perhaps most famous for his essay “On Transience” (“Mujo to iu koto,” 1946).

16 Female essayist (1922-2010), first famous for an anthology of compositions published when she was in elementary school,
published as a book in 1937 and made into a movie in 1938. Visited China as a correspondent during WWII, joined the
Japanese Communist Party after the war, but left the party after opposition between the Communist Parties of Japan and
China. Traveled to China during the Cultural Revolution.

17 Left-leaning female writer (1921-2017), who joined the Communist Party after the war.

18 Former soldier (1915-1997), confined to bed due to illness contracted in China, who became a disciple of Shiga Naoya
and wrote Seiryii (Clear-running River) in 1943 (published 1946).

19 By Ozawa Kiyoshi (1922-1955).

20 Shin Nihon Bungaku Kai, a postwar organization of writers with proletarian leanings (including the well-known
Miyamoto Yuriko), but which distanced itself from the Japanese Communist Party after 1950.
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confessed to a writer of serious literature that “Our mistake was trying to write interesting stories,” but has
Japanese literature, serious or popular, ever had this interest proper to the novel tradition, going back to The
Arabian Nights and The Decameron? 1s Japanese Literature so high-calorie that we have grown tired of fatty
novels and need to write bland green-tea-on-rice novels instead?

When there is a public exhibition of the treasures of the Shosoin Temple, tens of thousands of
people —every Tom, Dick, and Harry — board long-distance trains and electric commuter railways, and though
they had their own independent identities as So-and-so back in such-and-such a place, once they have been
shouted at by train conductors, had their feet stepped on, been pushed in the back, and swarmed together like
maggots, it’s enough to make them forget their independent identities as So-and-so; they fight their way to
Nara and, with their last gasp, make the circuit respectfully viewing the treasures, and even the young people
piously sigh, “Very nice, very nice.” This is all very well, but if we could call this the cultural ideology of
Japan, then they have become the Toms, Dicks, and Harrys of this cultural ideology; their feelings and their
longing for beauty are truly touching. What a rebellious tomcat I must look as I refuse to go look at the
Shosoin treasures though I live not far from Nara, instead staying in bed sulking and looking at recent pictures
of Jean Paul Sartre (his eye looking like a glass eye) in Life magazine.

A certain writer of popular novels, while having the nerves of steel to write novels with titles like
The Great Honeymooners’ Driving Race, when he appeared in a literary panel discussion, timidly put on the
airs of a martyr to culture, lamenting the effect on Japanese culture of today’s students, who read philosophy
in the morning, and vulgar popular novels at night. Which in fact does he suggest they should be reading?
No, he would probably answer that they should go see the Shosoin exhibition. If, among the Japanese arts,
only the fine arts are worth looking at, then it is only natural to end up thinking that novels should be viewed
as works of art. The reason it is impossible to write a novel while living in Nara is probably because the pen
succumbs before the indescribable, simple pleasures taken from the works of the figurative arts. Before such
works of art, all efforts to depict human possibility seem fruitless, and pursuing the possibilities of the novel
form to create a Pure Novel, which by definition must be impure, seems like a vulgar artistic endeavor. Thus,
by depicting the author’s immediate surroundings and feelings with neither excess nor deficiency, from
neither too close nor too far, writers attempt to create novels like works of art, whose highest goal is to be
viewed as works of art. And the works they produce are straightforward and unembellished, but nothing
more; as for interest, they are almost murderously dull. I am fed up with the state of the Japanese literary
establishment, unchanged from yesterday until today, which forces us to read the works of these authors with
respectful attention. Their literature, propped up by a haiku-like realism and a tanka-like lyricism, colored
by the intellect of cultural ideology, tries to escape as quickly as possible into the state of perfection of the
figurative arts. And these writers long for the jaded view of the aged, make their goal in life the kind of
completion as a human being that is attainable by simple accumulation of years, like the growth rings of a
tree — or, rather, a sober, rusty decrepitude, and think that to write down the final reckoning of such a life,
just as it is and without adornment, is literature. And this final reckoning is sealed away just as it is, never to
be used to develop the possibilities of others’ lives. Among their works, the comparatively less mediocre
works portray how they have lived their lives, but not the possibilities of how to live one’s life. Kuwabara
Takeo?! said something to the effect that the reason Japanese literature is not interesting is that it lacks the
idea of how one should live one’s life, which can be found in foreign literature. I interpret this to mean, in
effect, that the traditional novel in Japan does not depict human possibility. And this is only to be expected
as long as the traditional novel in Japan accepts as its highest state “the view from dying eyes,” and takes as
its model, not music, which is a modern art, but instead the classical figurative arts, which no longer have
any room for further development. The autobiographical works of Shiga Naoya and his epigones may once
have been “close to human beings from afar,” but I believe it cannot be denied that since then, their works
have drawn further and further away from human beings. They may say they depict human beings, but in the
end they only depict themselves, and moreover, in depicting themselves, they do not depict their own
possibilities, but merely their immediate surroundings. When they depict others, they merely depict those
others as they see them, without depicting those others’ possibilities. They have no interest in people outside
their own immediate surroundings, and cannot depict people outside those immediate surroundings. Is this
due to their so-called artistic sincerity? Or is it because they do not love human beings, or perhaps because
they lack talent? Their skill may be praised as superior, but I believe that a time will come when it is called
clumsy.

21 Literary critic and scholar of French literature and culture (1904-1988).
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If it is not my intent to play word games, neither am I blurting out nonsense to vilify my senior
writers. | have heard about that new writer of yore who brought about his own ruin by writing an article
denigrating his senior writers. The mouth can be a gateway to disaster. Further, I know how hurtful
unfavorable criticism can be. I have a literary career of only six years, but in those six years, every work I
have published has faced unfavorable criticism, and at present, the situation seems only to be getting worse.
A hasty relative of mine, seeing how every newspaper and magazine vilified my works using such abominable
language as “low, facile, vulgar, the spirit of a craftsman and a merchant’s soul, coarse, pornographic, typhus,
poison, blasphemous against humanity, frivolous and flighty” and assuming that such unfavorable criticism
must make it impossible for me to make a living as a writer, that the whole world ignored me, that not a
single publisher would be willing to advance me 10 yen, and that I was probably on the verge of starvation,
sent me a money order for 300 yen. The daughter of another relative came to me and blamed me for her
failure to gain admittance to a girls’ high school, saying it was because she had such an ill-famed person as
me among her relatives. When word got around that a certain Old Master pronounced one of my works
indecent and blasphemous against humanity, I had to check in to lodgings under an assumed name. In this
way, unfavorable criticism can hurt one’s feelings. That is why, instead of making those who attacked me
feel awful by attacking their works in retaliation, I would rather hypocritically praise their works in the
strongest possible terms, if I could. Nor do I wish to disturb the peaceful slumber of the gray-haired Old
Masters by raising a loud cry outside their gates.

And I venture to write this essay not to defame the works of the Old Masters and their epigones,
but because I believe that as long as the opinions of the literary establishment on their works — i.e., the
accepted opinion that gives their works the highest authority — as long as these opinions tenaciously prevail,
the Japanese literary establishment will have no shortage of unadorned works one must read with respectful
attention, but no new literature will arise; the literature of possibility, the true Modern Novel, will never be
born. I do not wish to put on airs as the single voice raised in indignation and lament for the sake of Japan’s
literary establishment, nor to guide or direct it, nor to take pride in being an influential voice within it, nor to
get a thrill from making venomous remarks, nor to make a living from cataloging the faults of others. I am
one who is thoroughly comfortable being a lone writer living in the Kansai far away from the literary
establishment. But as the present state of the literary establishment remains unchanging, I feel sorry for the
readers who buy literary magazines featuring exceedingly boring stories as their lead or final stories, and put
up with reading unskilled, unreadable works by new writers, thinking they must be good because they are
recommended by established writers, and [ am greatly put out as a reader myself. I am put out when they tell
me, “This is by the God of Fiction??, so read it with respectful attention,” or “This story is a purification rite
performed by a priest of the God of Fiction, so at least recognize its earnestness.” When you stop to think, it
is a little strange that, though less than a century has passed since the beginning of the Meiji Era, works of
Meiji and Taisho are already treated as classics, and their authors called the gods of literature. And once
someone becomes a god, their authority is absolute, and their every word is treated as gospel. What laziness
it is that no one doubts the authority of the literary establishment, even though in the wake of the war,
everything that was formerly treated as authority and sacred is now viewed with skepticism. Even in a country
like France, which has a tradition that includes many classics, there is constant rebellion against the classics,
and an avant-garde movement tired of the orthodoxy of the Old Masters produces its 2015 new writer. Julien
Benda, writing in a recent French magazine, utterly repudiates the Old Masters like Valéry and Gide;
meanwhile, Jean-Paul Sartre has proclaimed Existentialism, recently establishing in Paris an organ of the
movement, the magazine Les Temps Modernes, and publishing as lead article a theory of Existentialist
literature. They say there is such a vogue for the word “Existentialism” that you can even hear it in the
subways of Paris, but in Japan, the only time people line up in front of a bookshop is on the issue date of one
of the literary magazines featuring the Old Masters and serving as organs of Iwanami academism. Both
France and Japan are invalid, riddled with uncertainty and confusion, and especially the younger generation,
now skeptical of every established concept wrapped in the veil of tradition, has fallen into nihilism. These
conditions have, in France, given birth to the intellectual necessity called Existentialism, which, by tearing
away the veil of tradition that had enveloped human beings, contemplates the void, sees humans as grotesque,
substitutes contingency for necessity, and sees in this the ne plus ultra of freedom. Now, I am not all that
impressed by Sartre’s story “Intimité” (“Intimacy”)?® — actually, I find more of the attraction of the new in

22 Shosetsu no kamisama, an epithet applied to Shiga Naoya.
23 A story of 1939.
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the deformation of Kistner’s Fabian®* — and it would be silly if two or three anti-orthodox writers were to
proclaim a Japanese Existentialist movement. If we were to be labeled “Existentialist writers,” I would either
fall into consternation or be forced to say, with a bitter laugh, “Don’t exaggerate! Why, in Japan, even the
lyrical Nagai Kafu passes for pessimistic and flinty-hearted.” In the first place, though the philosophers of
Existentialism, from Heidegger and Kierkegaard on down, have for the most part been imported into Japan,
it is the literary foundation that is lacking for an Existentialist literary movement. And even if an Existentialist
movement were to rise as an antithesis to the established tradition of Japanese literature, that tradition is so
weak that a mere antithesis to tradition would not immediately produce works such as “Intimacy,” “The
Wall,”® or Nausea.’® Where, as in France, orthodoxy itself consists of the already-established Modern
Novel — in other words, where there is a proper foundation — then antithetical works will be able to take an
imposing form, but in Japan, where tradition consists of novels like works of the figurative arts, being
antithetical merely produces conceptual I-Novels for literary youths, like a literary youth sentimentally
confessing a drunken regret, so that, when they try to depict, for example, the human body, the body only
appears conceptually. Works depicting the physical body are not physical — that is how little foundation the
traditional novel in Japan has for creating something new — and its authority is accepted as gospel, something
never to be transgressed! I cannot but be exasperated. Actually, the reason I have ventured to introduce Sartre
is because [ wanted to point out this lack of foundation on the part of Japanese literature.

Though Sartre’s “Intimacy” is seemingly invalid literature produced by a sick France, it is in fact
healthier than the seemingly healthy literature currently produced by a sick Japan. Existentialism had yet to
be proclaimed when “Intimacy” was written in 1938, but Sartre’s thought, that sees human beings as
grotesque and contingent, already forms the background of the story. Though it is a most intellectual story,
in fact it betrays fewer traces of cogitation than recent works in Japan, which have no thought in their
backgrounds, and are most unintellectual. This is only to be expected, but it strikes us, inured to reading
recent works in Japan, as something strange. “Intimacy” is not unornamented, but it is simple. For us in Japan,
it is a fresh stimulus that in a country like France, where the Modern Novel has reached full maturity, Sartre,
as his starting point for a new pursuit of human possibility, first dragged human possibility, that had already
been pursued to its limits, back to a primitive state, and depicted the physical body stripped free of the veils
of spirit and concepts. When human possibility is pursued, as, for example, when Stendhal pursues his own
possibility — in other words, the possibilities of the individual passions of his characters Julien?’ or Fabrice?®
— he reifies human possibility into the archetypical “How should one live,” thus even giving birth to words
like “Beylism”?° and “Sorelian.”®® Meanwhile, in “The Counterfeiters,”®! Gide took the Modern Novel,
which had been written within the frame of modern drama, and gave it a hanamichi®?> and a revolving stage,
and then, while pretending it is a play, reveals that it is actually a movie with a play within a play when he
turns the camera on the audience, and finally the author operating the camera appears in the frame
simultaneously with the author acting on the stage with the other characters. Later he tried the complicated®
format of the “behind the scenes” Journal of The Counterfeiters. Thus, taking a hint from Dostoyevsky, he
pursued the possibilities of a confrontation between people, and, at the same time, transformed the formal
possibilities of the Modern Novel. But Sartre, instead of starting where Stendhal and Gide left off, chose a
different starting point from theirs, thereby opening a new window for the pursuit of possibility. Like an artist

24 A 1932 novel by German writer Erich Kistner (1899-1974), perhaps best known for his children’s literature such as Emil
and the Detectives (1929).

25 A 1939 story by Sartre.

% Sartre’s famous 1938 novel.

27 Julien Sorel, character in Stendhal’s 1830 novel Le Rouge et le Noir (The Black and the Red).

28 Fabrice del Dongo, character in Stendhal’s 1839 novel La Chartreuse de Parme (The Charterhouse of Parma).

29 A doctrine developed by Stendhal (his real name was Marie-Henri Beyle), also called by him “egotism,” which “urges a
deliberate following of self-interest... Its essence is inward, an intense study of the self... It ultimately proposes self-
knowledge, not self-interest... the elite alone... may seek the supreme goal — happiness and the complete conscious
realization of self — through self-analysis leading to self-knowledge...” (“Stendhal Facts,” Encyclopedia of World Biography,
copyright 2010, The Gale Group, Inc. https://biography.yourdictionary.com/stendhal)

30 Oda seems to think “Sorelian” refers to Julien Sorel, whereas in fact it refers to Georges Sorel (1847-1922), who, after the
failure of Syndicalism (the international unionizing movement), advocated a “French integral nationalism,” which bears
similarities with subsequent Fascism. Or might Oda mean “Stendhalian”?

81 The 1925 novel Les Faux-monnayeurs by French novelist André Gide (1869-1951), which features mise en abyme —a
framing story or novel-within-a-novel — and has as its main theme the original and the copy.

32 In a kabuki theater, a runway extending from the stage, through the audience, and to the back of the theater, used mainly
for entrances and exits by famous actors.

33 Yayakoshii (an Osaka dialect word) in the original Japanese.
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who begins the study of depicting the human body by sketching nudes, Sartre depicted the naked body
without veiling it with morals, humanism, or concepts. And he believed that as long as human beings are a
grotesque existence, all veils are deception and hypocrisy. A few writers in Japan, too, depict the human body.
But the body that is depicted is clothed in the veil of emotion, or in veil of concepts, or the body is depicted
only as a pretext for decadent thinking like that of a literary youth. In these circumstances, Sartre’s “Intimacy”
may, after all, be a challenge for Japanese writers to meet. When a new literature is about to rise, a challenge
to the established concept of the “human” always arises; the armor of stubborn medieval concepts is smashed
and an attempt is made to depict the naked human body, starting with sketching of the physical body. But is
the current literature depicting the human body a literature of resistance? Does it possess a scalpel sharp
enough to cut through the veil of hypocrisy with which human beings were covered by feudal ideology and
its powerful ally, Taoist moralist prejudice, as the amorous works of Saikaku were a paean to humanity
originating in the new class of merchants that arose in resistance to the medieval ideology of warriors, monks,
and aristocrats? Is it capable of being a new erotic literature, similar to the New Perceptionists, like the early
tanka of Yosano Akiko and Saitd Mokichi? Or is it capable of being a literature of the sorrow of the body,
incorporating the masochism and self-ridicule of the decadents? A literature of Neo-Decadence,®* which can
only find salvation through sinking to the depths of the corruption of the body? Sartre liberates, but he does
not look for salvation.

In any case, while efforts to depict human beings have been made since the days of Naturalism,
Japanese literature has ended up retreating into mental-attitude novels like works of the figurative arts; it is
fair to say that in Japanese literature, “human beings” have never existed. Provided that this is true, the
Modern Novel, which pursues human possibility, should start by sketching the human body, naked of the veil
of concepts, and develop from there. For instance, Yokmitsu Riichi, to escape the influence of Shiga Naoya’s
literature, propounded a theory of the pure novel, embraced fiction and coincidence in resistance to the
quotidian quality of the traditional novel in Japan, and strove to attain the intellectual quality of the Modern
Novel in a new, full-length novel that asserted that the novel is not art, but when he reached the second half
of Longing for Home,® his characters’ thoughts began to seck for a spiritual foundation in the world of art
objects, thereby straying from the physical body, and at that point Yokomitsu’s ambition suddenly lost its
potential to develop the Modern Novel. s this not because this ambitious writer began with Shiga Naoya,
and did not investigate the body before Shiga Naoya? That is why New Perceptionism ended up bowing
down before Shiga Naoya’s “model-penmanship” style, and why the description of the tea party in
Yokomitsu’s Family Cres*® became so verbose.

In hindsight, not only Yokomitsu Riichi but most ambitious writers and new literary movements in
Japan have, in the presence of the art-object-like novel represented by Shiga Naoya, secretly felt a sense of
awe, or of nostalgia, or been forced to blame themselves for their own decadence, and thereby handily failed
in their attempts to realize the Modern Novel. It was not just that their talent was insufficient. They ended up
considering that efforts to realize the Modern Novel, which makes the romance painted by the lively
dynamics of fiction the playing field for human possibility, were fruitless efforts when compared to skill at
observing rabbits®’ or insects. This shows the narrowness of the Japanese view of art, and the denial of the
Modern. When Kobayashi Hideo wrote his theory of Shiga Naoya, the potential of his own Modemn
sensibilities became nostalgic for Shiga Naoya’s point of view. This was all right as far as it went, but for the
literary establishment to ignore the nostalgia of Kobayashi’s potential and unproblematically take his theory
for unalloyed praise of Shiga’s literature was jumping to conclusions. Kobayashi must share the blame for
this. The fact that Kobayashi’s Modernity longed for Shiga Naoya’s potential primitivity has to do with
Kobayashi himself, and to treat it as something pertaining to the literary establishment as a whole — given the
fact that Japanese literature has never had enough Modemity to need to yearn for primitivity — is ludicrous.
And even if we follow Kobayashi’s lead and recognize Shiga Naoya’s primitivity, it is not the outer limits of
possibility, but rather something pre-modern, something previous to the point where we should start. This is
our fate as Japanese at the present time, unable to feel nostalgia because we never had a modern age.

Is the “literature of possibility,” after all, possible? But as long as we do not make it possible for
Japanese literature, we will never be able to join the modern age. To create a novel is, after all, to create a
second Nature, a possible world, and here, human beings should not be depicted as the accumulation of past

3% Oda himself was in fact included, along with Dazai Osamu and Sakaguchi Angd, among the “Decadent” or “Hooligan”
(Burai-ha) group of writers after World War II.

35 Ryoshii, serialized 1937-1946, but left unfinished at the time of Yokomitsu’s death.

3 Monsho, 1934.

37 This seems to refer to Shiga’s 1946 story “Rabbits,” which Oda mentions in his essay “The Possibilities of Osaka.”
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experience, but pursued as the possibility of leaping beyond past experience. The novel is the arena for this
pursuit, but as long as the form of the novel is a “standard move” that always seeks to limit human possibility,
the Modern Novel, whose purpose is to depict the possibilities of human beings as free agents, must always
take the form of an antithesis to the traditional form. But the conservatism of the Japanese literary
establishment, in which the pre-modern traditional novel continues to have authority even after the War, is
an unpardonable reaction against the literary demands of today, which are to bring modernity to Japanese
literature. The fact that a few writers rebel against this conservatism by attempting to depict the human body
is, therefore, a not undesirable attempt. But the depiction of the human body must be, not the final goal, but
simply a sketch; it is only after this sketch is completed that the colors of human possibility can begin to be
applied. And these colors should not aim for a pictorial fixing, but should rather go floating away in a musical
expansiveness. Human beings are in the midst of anxiety, confusion, and complexity, but the frames of
humanism and existing morals seek to forcibly simplify them. Thus, these frames actually blaspheme against
humanity. The romance of the fictional and the coincidental seeks to smash these frames of the everyday, but
is pronounced “vulgar” by the pious I-Novel view of art. Isn’t it this view of art that needs to be exiled, along
with old idols, to a dusty corner of the literary establishment? Only then, when writers are given a clean slate,
will it become possible, for the first time, to create from the strength of nothingness a “literature of possibility,”
and the fascination proper to the novel will be born with the breath of the Modern in the literary establishment
of Japan.

(December, 1946)
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The Rhetorical Value and Message-Bearing Function of Split Infinitives
in TIME Magazine!

Hiromitsu Fukumeoto

1. Introduction

The split infinitive, typified by structures such as fo boldly go, has long been a topic of controversy—one
that is not purely grammatical but shaped by broader ideological and stylistic preferences. The resistance to
such forms, often framed in prescriptive discourse, reflects attitudes toward linguistic authority, genre
conventions, and perceived decorum. In this way, the controversy itself functions rhetorically, indexing not
just syntax but also social positioning and communicative stance. in English usage, often criticized as
grammatically deviant. Traditionally proscribed by usage guides, it has nonetheless persisted across genres
due to its expressive flexibility. Recent linguistic scholarship, including Crystal (2006) and Huddleston and
Pullum (2002), recognizes its increasing acceptance, particularly in journalistic and spoken English.

The construction involves the insertion of an adverbial element between the infinitival marker fo and the verb
like the example (1) in below.?

(1) Samsung's savvy Korean-American marketing chief, to boldly suggest that he hopes to surpass Sony in
brand recognition by 2005. (2002/3/25)

This study investigates the rhetorical utility and pragmatic implications of split infinitives, drawing
upon the TIME Magazine Corpus (1923-2006) to evaluate how these structures contribute to meaning,
emphasis, and discourse flow. By analyzing this grammatical construction in a historically significant
American journalistic context, the study sheds light on how syntactic variation reflects broader discursive
strategies. Building upon earlier observations of split infinitives in American presidential rhetoric (Fukumoto,
2024), which emphasized not only syntactic positioning but also how rhetorical intention—such as emphasis,
rhythm, and contrast—shapes cognitive framing and communicative impact, this paper aims to reassess the
construction's functional potential in mass media writing, focusing on its diachronic development, contextual
variability, and stylistic motivations. While previous corpus-based studies have focused largely on frequency
or prescriptive attitudes (e.g., Perales-Escudero 2011; Calle-Martin & Miranda-Garcia 2009), little attention
has been paid to how these structures may serve communicative strategies within mass media. This paper
aims to fill this gap by adopting a functional-pragmatic approach to usage trends in a corpus with clear
editorial continuity.

2. Background and Research Questions

Historically viewed through the perspective of prescriptivism, split infinitives have often been cited as
violations of grammatical purity, largely due to their perceived disruption of the fo+verb sequence.
Traditional grammars strongly discouraged their use, despite no syntactic rule being violated. Recent
linguistic works (Crystal 2006; Swan 2017) have challenged this stance, arguing that the supposed rule lacks
a defensible grammatical foundation.

In corpus-based linguistic research, Close (1987) provided an early functional account of split
infinitives, while Calle-Martin & Miranda-Garcia (2009) traced historical frequency shifts using diachronic
corpora. Perales-Escudero (2011) conducted a genre-based frequency study and highlighted the persistence
of the form across registers. Phoocharoensil (2012) compared learner corpora and standard English,
suggesting educational implications. Gonzales and Dita (2018) demonstrated split infinitive usage across
varieties of World Englishes. These studies, while quantitatively robust, generally overlook genre-specific
rhetorical motivations and nuanced effects.

Fukumoto (2024), in a study of U.S. presidential addresses, showed how split infinitives align with
prosodic phrasing, enhance thematic salience, and avoid end-focus distortions. Extending this line of inquiry,
the present study integrates discourse-pragmatic frameworks with empirical corpus analysis. The research
aims to answer the following questions:

1. How have split infinitives evolved diachronically in TIME Magazine from 1923 to 2006?

! This paper is a partially revised and expanded version of a presentation given at the 27th Conference on the Pragmatics
Society of Japan and Fukumoto (To appear).
2 Emphasis in the examples in the text is by the author.
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2. What rhetorical or pragmatic functions do they serve across different decades and discursive
settings?

3. In what ways do split infinitives enhance communicative efficiency, reader orientation, and textual
clarity within journalistic prose?

3. Data

The primary data source is the TIME Magazine Corpus, compiled by Mark Davies (2008-), encompassing
over 100 million words from TIME magazine issues published between 1923 and 2006. The corpus includes
roughly 275,000 articles and is accessible through the BYU interface. Its large temporal span, editorial
consistency, and status as a leading U.S. publication make it ideal for investigating diachronic patterns and
stylistic evolution.

The search query “to [y r v?i” was used to extract split infinitives containing -/y adverbs, such as
to boldly go or to fully comprehend. The choice to focus on -ly adverbs is motivated by their clear adverbial
function, semantic weight, and frequency in English. After retrieval, each token was manually examined and
coded for its syntactic environment, verb type, adverbial category, decade, and discourse function. Contextual
excerpts were classified by genre (e.g., editorial, feature article, quote), speech/writing mode, and thematic
field (e.g., politics, science, human interest).

Analytically, the study combines qualitative discourse analysis with a frequency-based survey. The
pragmatic framework incorporates Grice’s (1975) conversational maxims and Sperber & Wilson’s (1986)
Relevance Theory. Particular attention is paid to the maxim of Quantity (providing sufficient information),
Manner (clarity and brevity), and Relation (relevance to context). By evaluating how split infinitives conform
to or violate these maxims, the study aims to identify their functional role in guiding reader interpretation
and managing information flow.

4. Diachronic Distribution and Contextual Trends

Split infinitives in TIME appeared with varying frequency across the corpus timeline, reflecting broader
stylistic and ideological trends in American journalism. The 1920s and 1930s saw sporadic usage, often
embedded in political reporting, legal discussions, and foreign affairs coverage. Notable examples include
expressions like fo democratically elect, to boldly tackle, to legally entrench, and to totally exterminate. These
instances tended to occur in declarative or assertive contexts, where the adverb added evaluative force or
ideological framing:

(2) Not for a long, weary while will it be possible to democratically elect a ‘President of China.’
(1928/10/22)
(3) We must have a conference to boldly tackle this much bigger problem in all its aspects.  (1933/02/13)

(4) By passing a bill... British Tories hope to legally entrench the upper house... (1932/11/21)

Such examples reflect the use of the split infinitive as a tool to frame political agency and institutional critique
with rhetorical sharpness. They suggest that even at times of lower overall frequency, the construction was
chosen for targeted communicative impact.

During the 1940s—50s, usage declined, likely due to stylistic conservatism influenced by wartime
editorial policies and the dominance of formal news reporting styles. However, the construction persisted in
direct quotations, opinion columns, and reflective commentary, suggesting its continued viability in dialogic
or subjective registers:

(5) We don't feel ready to blindly follow. (1941/6/2)

From the 1960s onward, the stylistic shift toward more explanatory and reader-friendly prose® catalyzed an
increase in split infinitive usage. This was particularly evident in science, education, and feature writing.
Common verbs included understand, comprehend, analyze, and perceive, often modified by adverbs like
fully, really, or clearly:

3 The term refers to writing styles that emphasize clarity, accessibility, and processing ease, often associated with late-20th-
century journalistic evolution.
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(6) You have to be aggressive in your studies to really understand what you're doing. (1983/3/28)

(7) The ability to fully understand and consent is a prerequisite... (1969/11/7)

This stage marks the beginning of a gradual normalization of the construction, especially in informational
prose. The rhetorical function expanded beyond assertiveness or irony to include epistemic precision,
metacognitive signaling®, and facilitative reader orientation.

Most notably, a sharp increase in frequency occurred in the 1990s and accelerated further into the
2000s. According to frequency data from the TIME Corpus, the overall split infinitives rose from 9.94 per
million words in the 1980s to 31.33 in the 1990s and reached 53.21 in the 2000s. This exponential growth
coincided with broader transformations in media language: a shift toward informal tone, greater cognitive
accessibility, and syntactic flexibility suited to fragmented, digitally mediated reading environments. TIME’s
stylistic evolution reflected a move from institutional detachment to individual voice—foregrounding clarity,
emphasis, and rhetorical immediacy.

In addition, the 1990s—2000s surge corresponded with new discursive demands in reporting on
science, health, technology, and global affairs—topics requiring precise articulation of degrees, conditions,
and processes. Split infinitives became an effective syntactic resource for encoding these nuances within the
space constraints of journalistic prose.

The construction’s growing ubiquity during this period suggests that it had become not merely
tolerated but functionally integrated into TIME’s editorial toolkit. In these later decades, split infinitives not
only marked stylistic modernization but also encoded journalistic values of interpretive transparency and
cognitive salience. In short, the form had become rhetorically indispensable in shaping how information was
delivered, qualified, and framed in a rapidly changing communicative landscape.

5. Rhetorical Functions

5.1 Focus and Emphasis

Split infinitives often function to highlight adverbial elements in ways that foreground not just syntactic
constituents but conceptual salience. By inserting the adverbial directly between the infinitive marker and
the verb, writers manipulate reader attention to specific modalities or degrees of action. This positional choice
transforms emphasis into a rhetorical cue, encoding evaluative stance and guiding interpretation. In this sense,
such constructions do more than reorder sentence elements—they participate in meaning-making itself,
where form becomes a medium of conceptual prioritization.

For example:

(8) It is no easy task for our two countries to really understand each other. (1997/10/27)

In this sentence, really intensifies the challenge of mutual comprehension. From a Gricean perspective, this
satisfies the maxim of Quantity by providing specificity and the maxim of Relation by foregrounding the
evaluative stance. More importantly, the insertion of really signals the speaker’s meta-awareness of epistemic
complexity. Such usage does not simply amplify but marks a shift in interactional alignment, signaling to the
reader that the utterance is framed from a reflective or contrastive perspective. The rhetorical emphasis thus
carries both informational and attitudinal load.

Additionally, corpus data show that high-frequency collocations such as fo really understand, to
fully grasp, and to clearly see frequently occur in argumentative and persuasive writing. These phrases are
not merely intensifiers; they enact metapragmatic commentary, signaling that the writer is alerting the reader
to a concept’s interpretive or cognitive threshold. In this way, the construction does not just highlight
content—it models how the reader should engage with that content. While some prescriptivists might object
to redundancy, the rhetorical payoff in terms of interpretive focus is evident.

Although Grice’s theory was not originally designed for syntactic microstructures, many corpus
pragmatists (e.g., Aijmer 1996) have applied the theory productively to textual positioning strategies. The
split infinitive’s utility in highlighting scope and emphasis aligns with these broader discourse patterns.

5.2 Rhythmic and Prosodic Effects

4 Epistemic precision refers to linguistic strategies that express degrees of certainty or knowledge; metacognitive signaling
refers to language that guides the reader’s understanding of how to interpret or process a claim.
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Another key function is the enhancement of sentence rhythm and natural prosody. Journalistic writing often
mimics spoken cadence to promote accessibility, and this rhythmic alignment enacts a cognitive simulation
of spoken discourse. Such simulation fosters reader engagement and facilitates comprehension, effectively
linking the rhetorical structure of the sentence to cognitive processing—thus reinforcing the rhetorical-
cognitive interface central to the interpretive act. The positioning of the adverb before the verb also
contributes to the maintenance of natural stress patterns, allowing the reader to anticipate the semantic peak
of the utterance and thereby reducing ambiguity in real-time interpretation.

(9) To fully understand how a protein works... (2000/3/3)

Here, fully precedes the verb understand, allowing the reader to anticipate the sentence’s informational
weight. This structure avoids prosodic awkwardness associated with end-weighting or delayed emphasis. In
contrast, fo understand fully may sound formal or stilted in journalistic tone. Rhythmically optimized
phrasing thus aligns with TIME’s communicative ethos of clarity and immediacy.

Moreover, this structural rhythm not only contributes to aesthetic fluency but also performs an
affective function. The reader’s internalization of rhythm facilitates an embodied reading experience—one
that feels natural and unforced. As Tannen (1989) and Chafe (1982) have shown, prosody and rhythm are not
merely secondary to message delivery but are primary mechanisms of discourse coherence and information
packaging. Thus, the rhetorical choice of split infinitives reflects a conscious or intuitive strategy for
maximizing discourse alignment between writer and reader.

5.3 Cognitive Load Management and Reader Orientation

Split infinitives can also reduce reader processing effort by positioning semantic modifiers where they are
most predictable—thereby not only facilitating comprehension but also advancing rhetorical strategy. The
ease with which a reader interprets the clause contributes to message fluency and argumentative strength,
subtly reinforcing the intended emphasis and interpretive salience of the utterance. This aligns with cognitive
models of sentence processing that emphasize incremental interpretation and the preference for early
semantic disambiguation (Frazier, 1987).

(10) I defy him to publicly deny it. (1949/11/28)

The placement of publicly highlights the rhetorical weight of deny, while preparing the reader for the nature
of the denial. The modifier's early position helps constrain the interpretive path before the verb is fully
processed. Although this effect has not been directly measured for split infinitives, Staub (2010) has shown
that modifier placement influences fixation time and regression patterns in eye-tracking studies. These
findings support the idea that syntactic positioning can modulate reader attention and comprehension.

Importantly, split infinitives not only facilitate real-time parsing but also serve as markers of
syntactic transparency. By foregrounding evaluative or manner adverbs, the construction makes explicit what
is often left implicit in unmarked infinitive forms. This explicitness has rhetorical consequences: it supports
inferential reasoning, reduces the risk of misinterpretation, and encourages alignment with the writer’s
intended epistemic stance. In genres like journalism, where clarity and trustworthiness are paramount, such
cognitive clarity translates directly into rhetorical credibility.

Thus, reader-oriented positioning in split infinitives exemplifies how processing efficiency and
communicative intention operate in tandem—not as separate domains but as mutually constitutive elements
of rhetorical design.

6. Socio-Stylistic Factors
The rise of split infinitives in TIME correlates with broader cultural shifts that redefined both journalistic
practice and public language norms. From the 1960s onward, the magazine gradually adopted a more
conversational, accessible, and flexible editorial voice. This change emerged alongside wider societal
movements toward democratization, individual expression, and resistance to traditional authority—a climate
that also fostered linguistic innovation. TIME’s editorial stance, what Firebaugh (1940) described as
“irreverence toward authority”, provided a discursive space for stylistic experimentation including the
increased use of constructions previously deemed improper, such as the split infinitive.

Split infinitives, once stigmatized, came to signal clarity, naturalness, and audience alignment,
thereby socially encoding a rhetorical stance that contributes to genre-specific meaning-making. In the
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context of TIME’s evolving discourse, their adoption paralleled a shift from authoritative detachment to
dialogic immediacy. Writers used split infinitives not just to adjust rhythm or highlight adverbial content, but
to project a voice that was both precise and personable. Their grammatical form thus became a stylistic
signature in modern journalism.

Importantly, the construction’s emergence as a mainstream rhetorical resource mirrors larger
patterns in linguistic change. As Millar (2009) observed with modal verbs, TIME’s language has gradually
become more functionally driven, favoring constructions that foreground speaker intent, gradience, and
epistemic nuance. Split infinitives are emblematic of this shift. By permitting adverbs to occur in
informationally salient positions, they support more nuanced claims and highlight metalinguistic stance—
hallmarks of contemporary professional discourse.

The construction also played a role in genre hybridization®. As TIME increasingly ambiguates the
boundaries between editorial, feature writing, and soft news formats, split infinitives offered syntactic
versatility adaptable to a range of tones. Their rhetorical adaptability made them an ideal fit for a publication
navigating the tension between institutional authority and stylistic dynamism.

In summary, the trajectory of split infinitives in TIME reflects not only a grammatical evolution
but also a cultural and communicative recalibration. Their uptake marks a point where linguistic form
becomes of social alignment®, where rhetorical structure itself embodies the values of accessibility,
immediacy, and cognitive transparency central to contemporary journalistic voice.

7. Conclusion

This study examined the rhetorical and pragmatic functions of split infinitives in TIME Magazine across
eight decades. The findings reveal that these constructions are not merely stylistic anomalies but serve vital
communicative roles. Their increased use corresponds with significant shifts in journalistic tone, cultural
expectations, and discourse practices that increasingly valued clarity, immediacy, and interpretive
transparency.

The rhetorical role of the split infinitive highlighted in this study can be summarized as follows.

Table 1 Rhetorical function of the extracted examples

Function Description Example

Focus and Do . . . to really understand, to
Emphasis Highlights evaluative stance, epistemic depth fiully grasp

Rhythm and Simulates spoken cadence, avoids end-weighting fo ul.ly understand how a
Prosody protein works

Cognitive Load

Reduction Positions modifiers predictably to ease parsing to publicly deny it

Models how to interpret claims (metapragmatic

cueing) to clearly see

Reader Orientation

supports Gricean maxims
& Relevance Theory

Transparency and

Trust Enhances journalistic clarity and rhetorical credibility

These findings underscore that the split infinitive has evolved not merely as a stylistic convenience or
grammatical variation, but as a rhetorically and cognitively salient structure whose form participates actively
in meaning-making. The construction's ability to modulate rhythm, control interpretive alignment, and
encode communicative stance confirms that form and function are inseparable in language use. Its
development from a stigmatized construction to a stylistically marked and pragmatically efficient device in
TIME reflects broader linguistic trends that prioritize accessibility and audience engagement.

Theoretically, this study supports the claim that syntactic choices are integral to rhetorical strategy
and not secondary to semantic content. The deployment of split infinitives reveals how grammatical form

5 This refers to the merging of different textual conventions (e.g., news, opinion, narrative) within a single article format,
often observed in late-20th-century journalism.
6 An indexical expression links language form to social meaning (e.g., formality, solidarity).
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can encode speaker intention, establish coherence, and guide inferential reasoning. In this way, the structure
exemplifies the principle that rhetorical form is itself a bearer of message—an embodiment of the
communicative act.

Future research could explore genre-comparative corpora to determine whether the patterns
identified in TIME are mirrored across other journalistic or non-journalistic registers. Additionally,
experimental methods such as eye-tracking or ERP could provide empirical evidence of cognitive processing
effects associated with split infinitive positioning. Such studies would further illuminate how grammatical
variation intersects with rhetorical function, contributing to a comprehensive understanding of form-function
unity in discourse.
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The creative urge to write novels is motivated by an enthusiasm and a will to express visual things
with words. . . .

When [ was growing up in Istanbul in the 1960s, before there was television in Turkey, my brother
and I used to listen to soccer games being reported live on the radio. The commentator provided a play-
by-play description, transforming what he was seeing into words and making it possible for me and my
brother to form a picture of the action taking place in the stadium, whose layout we knew from first-
hand experience. . . . Because we listened to the reporter regularly and had grown accustomed to his
voice, style, and turn of phrase — just as we did when reading one of our favorite novelists — we were
quite good at transforming his words into images, and would feel as if we were practically watching the
game. We became addicted to the broadcasts, developing a private, intense relationship with the
reporter’s voice and language, so that listening to the live coverage would satisfy us almost as much as
watching the game in the stadium. The pleasure of writing and reading a novel are much like the
pleasures derived from this kind of listening. We get used to it, desire it, and delight in our close
relationship with the narrator. We feel the joy of seeing, and of enabling others to see, through words.
(102-103; underlines mine)
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BERDBIPEREZEND, LWOIDbITThS, DL, TVFDAR—YENRIL. WiEEHH<
TEOORWEEREZMNONEZ TFHVAKE L THEEL 9 52 &%, Pamuk [I/RIEL TWAHDTH 5,

ZIT, KWXNEB LIZWOR, AR—YEREZY L7220 Pamuk O SCEERE A T

L RRFZRIE, IST WRAEACAFZEG HREAIAZE 7 1 75 4 JPMISP2138 DXL =T 7-H D TY,
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< &9 72 A¥H Don DeLillo DES _"‘%‘Té LThHBH, BIREWNT L1z, DeLillo fEfuICiX
A= TP E T D NDBEEOIERIZBS T 5, B2, Underworld (1997)0 7 11 & — 77 “Pafko
at the Wall” Cl, 1951 FIZBHESINTZT— NV RV —XT LA A T7E 3O T U4 PikE Y L
T2 FZED T F 7 Y —Russ Hodges 233575, BEE LTERT LT T U o —2MEFITEA X
A TIERW, REEOSHEUELFRIME Y r =7 TSI W -7 L 512, The
Silence (2020)IZ3FB W\ Tl, HOEBICL Y 2— =R I L0OF L BN A7 < e o 12 BREEIC
%bVC Max &) ANINZEZET A 7 FNRENEZFERFED HT . LW ) U— U BNIFET 5L

Z 9 L7z, DeLillo fEfENIZE 1T 5 TAR =Y ERE T HBIG AT H ] OF D RiesLTlE
ana%n@IAQBm&w%%ﬁ@ﬁL THE D, AR FEW%TkéBmﬂ\ﬁﬁ
% @ Brita Nelsson (ZHEH DHBEEZIROE DM, DERMRICEERODZLZEEZ NP E R LA Z
EEFTLAT DGR H D, Kiwld, ZOGmEZR RO RE L, MEMICT Py o —T5
TEHELTWEZ EIZEED Bl NEATDH I EN, ENETTANERERI NSO D REEIER
E L TOBill DEZEFHHELS 9 ZTODIHEEE L 9 2 & MET L THoW, & BIZAR T, Brita
DHITZ @9$ﬁﬁ®ﬁwm%;é LML Bill DBRFTHE D X 500122 > TV D ERGEL ., 1E
Bl R 7S B AR T T Bill W A~BEIZ ERQTW S EEFZI0 22035 . #D 2B b & Fi A > T
WX Bill O AIEE OFERICEI D AL TN ZEZHIEL TV,

ENCFED BRI O B VH

Bill Gray I£, ZHE TR T —/NZRBEL, XZEE UTHBL DM ZERBLE, £
DFEMNE AT 4 TICHNE T, ATET HGHBEIZHE L TWRWERTH S, —FH T, TARME
X, FEZHICH O REPEVHATHDGFEETLH D, oMK LI EAans, T CICm
SMENTERA T —EZR E L TOHN P 2T, MDD ORIE~OYIFFIZ A LICEEL T»
<o FAIRH, BRITIEDS D2 E %%ﬁf%%&bmfé & T, ORERE L TE/NEIZE -
TLEIDTHD, SHITIE, WRRDRDROESL R L7222 & F AR, 1% A2 sk
SHLHERFNE LD, BoT, OENPEE 27D LWV EMREERIZMHR->TWVDHOTH D,
2O LR EFTRE T 200 X 512, HITHE LOEBEEAZRD Z LIZkD D, BHLOFELE
NITHNTZ L O EL HFERD Scott & Bill D/EMN OO L CT&E 7= & 9 e R &7
oMk Karen & D 3 N&ES LA TWD Bill 1%, H D AFA THERRYHFH D SRR OV 72 0ES L
ZLTCETNMEER LD, 22T, BEZFE Brita D45 Z L1, #oES LICEREZHIT S
NOE IR E LT, WIIELICEEEZROE TV DOMEEICRY, FxtimThHIZH
o, iz L, BHIZOWTEEXIZEED, €9 LESEoh <, M ERRICE ERDZE
ZERMEI LA EEFE-> T D,

“When I was a kid I used to announce ballgames to myself. I sat in a room and made up the games and
described the play-by-play out loud. I was the players, the announcer, the crowd, the listening audience
and the radio. There hasn’t been a moment since those days when I’ve felt nearly so good.”

He had a smoker’s laugh, cracked and graveled.

“I remember the names of all those players, the positions they played, their spots in the batting order.
I do batting orders in my head all the time. And I’ve been trying to write toward that kind of innocence
ever since. The pure game of making up. You sit there suspended in a perfect clarity of invention. There’s
no separation between you and the players and the room and the field. Everything is seamless and
transparent. And it’s completely spontaneous. It’s the lost game of self, without doubt or fear.”

“I don’t know, Bill.”

“I don’t know, either.”

“It sounds like mental illness to me.” (45-46; underlines mine)

ZORET EOBIETH B - T DERRAOBEITH H TN D, 9.1 E@—Fﬁ’ﬁ%‘fﬂ&iﬁh‘
D BEOBNEH LT E~OF R, MEICTHRAD LWV ), D4 Bill DARKIC
I BIIZ DT D ATREMED R L FL Z N TEDHIEAH D, TR IT, SMEFFH L L,“COD

2 The Silence \Z33\F % Max DERZET A 7 M FEPUZ DWW T DOiEamiL. Nakamura, pp.60-61 &M = &,
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WNBIZHa> T LE -2 id, YD Z L2 ZoBRIZE EXREFD LK U2 S idlen & EIFET
LDTH D,

EHIZ, 220D TR & ZDOEDICFEHRDOEY | I FE L THREZEDL DL HIZ, BFOI
I, “HEfiEZ =2 he— L, bbb ARG ICWLERFE —IKIL L2200 X 5 IZAIE
WCEBAL CTW e, fOFITLUEL, 22 %D “the pure game of making up” Th ¥ “completely
spontaneous” RITATEST2DTH D, T ThbEL LT LI, AR—=VIZONTEED (FERT
%) WS Tl BEBMEVNIGELINETHLED, S BEREIUEERIRLESZ L 0E
BHZED Z L THH D, Bill DVEHORLEIT. AN ELm Y OMRBlE LD EFRRTES
LWV BN b EZBNDTH D,

LU 6, 28 writer’s block ([ZEH LTS & W5 iR 212, Z O/MEH O [EIFRI I D
BUREXFESND, 2F VD, ZORMETE LI AL, Bill NED E L2V EE D R ORI
L LTCOEEZ R7-F 07, ik L7z X 512, Bill Gray & W O 1EFIE. EVWVEEIIRF 288 THRIE
O LWREZ AL L T NAITENRD, EWH NS DA A= %M LA HIVAFIET
bole, T LTINS G2 5 IZ5ERIRAZ AT TR E el 22V RELIZE N Bill (128 -
T, FELOHEHOAWEHEROBHIN ZIUTEETITHICYAR D Z LT V0O Th D, 3~
TWDIRPLUZ I T, 0302 TR U7z purity X innocence & W o> 72 BRI HOWIZRHT Z &N T
X720, Bill 1ZBLIR a spontaneous writer TlX7e <, T LA, DMERMRO B HIE, ZFEHOH DA
TEIZBIT DB ORE A VBT 2B RIC/->TLEOI DO TH D, —HBVFEY K 272112, Brita
HE “Tdon’t know.” & Ebi7=Z L%t L. “I don’t know, either.”EIREZE L TCLESI Z & B F72,
PR NFERLEY X LT W BEDIEFIZ > T LE ST 2 E 2T HHE A TELI LN
7259,

LL, ZORELH LI, Brita lTROLDIIZELEDOH HEHEL IR D,

“You like being a little bit fanatical. I know the feeling, believe me. But what is more harmless than the
pure game of making up? You want to do baseball in your room. Maybe it’s just a metaphor, an
innocence, but isn’t this what makes your books popular? You call it a lost game that you’ve been trying
to recover as a writer. Maybe it’s not so lost. What you say you’re writing toward, isn’t this what people
see in your work?”” (47; underline mine)

Z @ Brita DFESIZE, INFETOBIl ODEEY [EF -T2 BZZ2MEIESTINDDILESZ D, OF
V. Brita (IEORESOFIZ, EFFE L TEIE LW OBEEEZFHARY . 9 LTEEBOHIC,
WOVERDFIEERED S D Z L2 W< OTH D, Scott 1TFHIEDIERMD A AR NLL EIZE F
ol Z b, ZZTlE, Scott & Karen & D3 AES L& W) FSHZEMICB W CIXHED O
L7einoloThAH I F 2%, Brita 3 Bill IZIREIAATEZ L2705, FEEE. ZOHFEREICBITS
255X, Bill AHEOWREO T L LT, spontancous ([ZENE HH4Z L DHIFL &7 -> T, #
e @ T, MEMBEEH T ZORBIZER SN Z EOER, £ LT, ZNLOHmMNBONIT
TEf Y- TO Bill DB %G AEL 9 Z THIZR > TV DD %G LTV E 720,

TAVABRTHLIER

Z 2 E T, Bill AERT B ERO I AN 43 AT A2 Lo DR RORME L THEET 52 L1
Mz, Bh T SINTZER) E VW)LY T 2B -S> TNDERP 2T, Z ORI FIC 7
LMY SRCHB I L VRN THICBKRIRD S F 2 LNIC L TEZ, Lidni, ZZTH
W DAL D EAREFER T do 2 RMEIZ DWW T, b 90 LIESRIAA Tl a T2 ERHHTEAH 9,
Z 2T, 728 Bill OYPHIOTLENEFER LG O TE RSN DBENDH S T DINTDONTEE
D THIZ, LT O ClE, B~ ma—72 “AtYankee Stadium” S L7235, #—#
ROEFREEEAD Yankee Stadium THHE SN TV D LW EERFREN, D4E Bill OFEHE L VI
KGO D Eam LT,

F9°. Bill BWERIZEWHIO TV BFERO A CHESG T H R 72WEE 0 NI B 55T
Holo L DT, T Yankee Stadium b ANKITZE D WV olof A=V &M T 5 AR A E L TERIC
BASINTWDEER D, FEBE AFEEXL 2R 6, —HSITAE LR Karen 2B K
T ZDOHFITR - T E 724 Rodge 73“There is a strangeness down there that he never thought he’d see
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inaballpark”(4) & B XA TWD Z LRI TH D, T Z Tl ballpark (2 DWW TW DG 28 the Tl
72< a THHZENRTEIIT, WERY—MIZ OV T Rodge 1FEF 22 KLHETWD, DFED,
Rodge D ZDEEIL MFICES>TOT AV B TOYDRET] b LIEL HEREWIT AU DY
TOANZOWTHENE X DY -V ET ZAEE LTWDHDOTHD, ZOHEDEBSNAIZEEN
L2 LIZEo T, WG ARG LT 25 ZORERERD, 7 A U BHMIESL) b RAVTO AN 5
BRTHDLIDPPENLDE IR >TWDHEDTH S,

m&%kbf@ﬁ%@%%\%b<i ARD IR & — IR SN TND OB TEENR
= [Yankee Stadium (23T Dt—HZDOERFEHER] LWV 9 AT Z 7 uiE, 48K Bill DERZESE
ﬁ¢ﬁ_%ﬁ¢5ﬁﬁ& IMENRRLZ DL D, OBV MZEMICBW L, B CTHH
IR E NS T2 DITHIE SN DHEEIC /2 > TV D572, Rodge 13 Karen # BT HZ S &
BAAIZ K o TEBHNIRIE SN HE G B F a2 7o T A2 T DaBkd 20 b, L0 X 512 E
WERKHE D,

They are a nation, he supposes, founded on the principle of easy belief. A unit fueled by credulousness.
They speak a half language, a set of ready-made terms and empty repetitions. All things, the sum of
knowledge, everything true, it all comes down to a few simple formulas copied and memorized and
passed on. And here is the drama of mechanical routine played out with living figures. . . . This really
scares him, a mass of people turned into a sculptured object. (7)

PPER A8 L TR AT B D SR RE DO BB T- 2RI IE. 2 OB SFE R e o
AR OT-WRED AL — MR & UTHRET 2 Z &322y, e LA Z oL, B 5
K%ﬂétt10®ﬁﬁ@% WEHMIZED 282Xk, AkRmZ L, 61, MAZE

WAFE LT T T /NS iEn, B TEORE RPEEICEI ST < —IBFE I E 72072,
BHEREEROET AU HOGHE L TOBEROA A—TIZK L, ZOAERFEERA < O
B DEENRFEI N TN, REEREITEENHERZ2OTH S, Rodge IZ& > T, BFEET
ZOLEEREEZBD D Z L1, IV MEMC IS TER LT AV IORERD Z LIZF LUy,
SHIZZEDHBITWEBBIML TND ZE T, T L SOWEORELITHE->TLE D DI,

—J7C, Rodge D.LELOXIER T 5 Karen X, Yankee Stadium D77 7 > K EIC, #HHIZ L - T
PO BT RIS T O#E AN B Kim & 32> TWd, 78D F13“Did she ever think she d find herself
in a stadium in New York, photographed by thousands of people?” (10) W9 55V 2 LT, &7
7?/FL_4oTwé EDORBRSICERT D, ZZTH, ﬁ%@ﬁ%f%%#ﬁ%éné@
O ALIINE ZATNED T ST o122 A D L Rfi S v 5 Z & iE Karen IZ & - T % Yankee Stadium
if%%%ﬁét DY) 72OTHY , OWTE, b ELBHERICTERBLALT AV T AD 1
ANTHBHZ ExaRT, FEEE, &2 Kim (2% LT, Yankee Stadium 3\ 72 BT D0, &6
IZIE, EOGTHESNDIHERLITVDNRDIAR=Y2ONEIRZ LD ETH5HENRH 5.

Karen says to him, “This is where the Yankees play.”

He nods and smiles, blankly. [. . .]

“Baseball,” she says, using the word to sum up a hundred happy abstractions, themes that flare to life
in the crowd shout and diamond symmetry, in the details of a dusty slide. The word has resonance if
you’re American, a sense of shared heart and untranslatable lore. But she only means to suggest the
democratic clamor, a history of sweat and play on sun-dazed afternoons, an openness of form that makes
the game a kind of welcome to my country. (8-9)

T Z CKaren 2 Kim {Zx%f LEFERIZDOWTEED Z L1k, 7 A U b AoHi@#dik 4 Kim 695 2
LDO—RES 2D, 7277, ZoHmEIE, HFEAKmMIZK LTT A YU 4 A Karen 287 A U A B E
BrBb 5. LWoloth A — Raeied EITMENREN X S Il b b3, LA, Z 2 TEESE

3 ESL T OBEICR ST, T AU I AER Bl BARA — MZED, TurY R NEHILLESTH LN S
By bl Z bl RIENPLA VX ) XAE T Z LI TR L TEH LW & Tldkv, AR S
LTWB LS, [Mao HOPFEFIIARERBRE - L > TE2] B, RMECBITFAFV =L # ) ZAR—RH7E -
Tl b HEFETHH(189), FfEMIX, ABFH. pp.189-190 D &
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DD F Karen 7’ Kim (25 2 72N Tld 72 < Kim OF8E A5 h3blankly” £ i G- ST 5 L 9H 1T,
BOWBEALEDHTH D, BAOESIZHTHKM DY T 72 a AZEKDTERIND I E B
WXz, £5T, 7AD 73/\@ CHMPETH AHEKIT Kim 2T VT 50D L 5 ITHiBE ST
Wb, b2 b, FBELHICEST, FHOFEIZHMTENL, FRLER L HBEEMED
BAMRZR WV, B4 512, \__“C%%ﬁéﬂé Kim D7 A U 5 OYRE~DOEE.LIL, v SE7R s~
DEFORBEFZXRWVICTHEETEH D, T LT, TOEEZESRY, & 2HmoHy
EDEE T 5 AR — )éz%ﬂﬁb®ﬁﬁf%é &l wb@i&w@to

CIFETHRTELEZENLHL LD Alfs O =5 % B7EkY5 Yankee Stadium & 3
HZEIZEoT, IV MNREFICEET D Z kﬂ EOYFENEAICT HZ LITHFE LV EN
EIRICRBL STV D, 5, Bill 2MBEOMEONE RB L IZHERGOWEEE v O Siie . FFER
) @l 2 OV CRNET S Z S TiE, v MEINZ K- TRHE SN D Sl % OWREDIFAE~
L IV —EBREOFEEEZNITOIMENRHHEFZA DA DS,

A ) B AERICMIT = THREHES)

::i))ﬁgi O Bill Gray D HTIZ R - T <, Jeik L7c K 912, 23 Brita (2% L CTRWH A
FEDZ LT BRI Z b o e EENOIRIT TR L 2D, £ LT HMITAHEERKZID B L,
W?kbfﬁibfw<;k Ib7b, Z) LIZIBRRIZEB W TEH XXX, Bill X7 A U 7 &4
N, vy Ry, 7T7F, XA b— b~EHIZAN> TN ZETHD, 22T, ZO Bill 0F)
Xk, TAV IO THENES) (22F 5 2z, Bill © [HENES)] & WO ROFIZFNTHEZD,
PEHBEEN LT AV B OETIEROMFETHY . 7 AV HOMHEEORETHDH, — T, Billickb
I—a v X~ORMZXOBENT, TAUVIANZESTHLOLV—=YETED, BIFY DT ML
EHLTNWDEEXD, IBIZ.BIUlBT AU IHERTH L Z L2 HE 2T, A XU REF
Uy v \[ZRT TR ZENRD Z Eid, UFORELEWAHRIZREDL DI EETHLAHEEA D,
T 52, Bill © [HE#ES) | (330CFE Bill NHOLOIEFRE L TONL—Y %21 ED)kE V) Rt
ZFEODOTH HS, ARETIL, Bill DHICBENT HIZONEZET T ERRIZER LR 5,
X &3 65572 Bill OEBAFEORGIZIBW T, DERMRA~ORIEEN D D& E 2 BT Lz od

Bt AR TN E 20,

4 Mao INTFEIFAITIEE Y | FIFA TR DO IMELZ > TNDHZ b, = r— 7 TAA )L— METEF D Brita
PERBIZT HREERNIT, e e = TCORERBIFRICHEIND bDLEFR D, v — TOERRERX
ZEEMEDHER SN DB Th o7, RIIC, = e — 2281 A 5EEIZ3U T Brita 78 “Bonne chance” .
“Bonheur”, “Good luck”, “Salam”, “Scal” &M SFETHBERFOMHEZSHRNTND Z L IR TH D
(240), Z® Brita O~ /VF Y U HABRBEOSHEL | O SHEIIE XD L5 B U % ETIC@E»T 20
HBOBEIZONWT, EREES TEROEE L7 B RYEE~ORL ERVVEHZEEZTLI00TH A
91 (289 LTS L H T, HADHFENHEINDRHFEXLITRRY | Hx OMFEREZITRY 5 HREE
%%@ﬁﬁ%%:mu%%énfwé@to
S LiIFVAR, ZOBKRGOV—r a2 LI, AERT A DEMEEB A ERICERD DL LTORHF->TND
A TLEI ZEITHEETHLZ & ﬂ:ﬁiaé”% INREEASH, HHERIFTXKDO LD ITHEHBHLTND
BEGE WS, HOERTH LT AV INETZDOLAT T oL b T AV AR L %ﬁﬁ YN
BIgHE, HEROT Y A REHINTHWD L W) RICERTH0ED, TAUTONTHATHLRN LS
OOLNRPELTND LW | EFITIRIERAT 4 THIEWE Mao I & WO ERDBRZE > TND X IR A
5, LinL, HEIEZ O HMTIERY, Hi— ﬁA@wV/jﬁiiﬁ&&n T A T O RATE~ &N
2T D, L LEOTuEAL, AV ROWEKEITEALER—ICHETEEND, T 2I2iE, Wb oLk
7 AU HEEIE S E72 O DOFEMTEE 20O TIERWNE WO BERH S, (195)
8 JATHIZEIZ RV TH, Bill ZSHUSIANT THRILD Z & ORBIEIZ OV T2 0 KT b TE 7o, M
[=2—3 =7 ERORNENL_A—bOT B U X hORNFE~ LRI ~ED ) FEOROYINL, /i 4
PET 2 VIR OIEROEGF G . BERER 2 AT IR O T 1 Y 2 b DAY~ DB 2 #)75 > T\
Do FHUTE, AT ) A MEHED LTIUTTDITL, MEREL LTO [FEHE —V—2 v )] %
MRL, = OERF A E LT [HR] oficEZIATA TN TR ATHEH D] LIRRTNDH(278), T
x} LC. Kazutaka Sugiyama | “Throughout his journey, people try to use Bill as a commercialized image of a hermetic
novelist to make political statements. This iteration of signification parallels the gradual loss of Bill’s value as a public figure:
each time he is utilized by a person with a specific political agenda, he is physically injured, and the damage drains his value
asapublicicon.” (77) & . WA HIZMMND Z DB, AAIERLELTOA A—URNHBE LR SNDKETHLH D L
CLTWb,
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Bill D3HTIZRE D HIZ Mao HIZHBWTOHEOHFIERRNPFEL TUNSL W &2 TR LT
BEWV, AMEZIE, Won 2 AIBEIZF > T 57— RanhsolbHE XM v—FFDOT
1) A~ Abu Rashid DF FDDEE B L, @i%%bﬂ%%%ﬁéﬂt&iﬁ@ﬁ”ﬁ?é
BM@QEﬁﬁ@ﬁfi AN =N T HEREFEEELADOND —FH T, AEIC

5 20 e R EZ A& HDEELDIT, F 9 LR AR F AR 2 A S = k#f%&wo
v'u— 7 CEE4 S Rashid OF FODET-HIT-OW T, Rashid OIFFR L Brita (2% L THRD L 9
IZERBH L CTW A,

The interpreter says, “The boys who work near Abu Rashid have no face or speech. Their features are
identical. They are his features. They don’t need their own features or voices. They are surrendering
these things to something powerful and great.” (234)

FOBIRANGHL NI DI, ZoEEERHES N F R & DERBIL, DF BIill ERE SIS
io@ﬁfﬁ%éo_obtéﬁt I, FHLOF] @&ﬁmﬁéhﬁé@ﬁa va= B SN
SRR ENRLDIZENTLESTEY, #iooHic, D4 Bill RF# T5l H L7z Pamuk O
Y — R LA D Lo, BOMEE - T TAEZ R L) R ERHTZLIXT
X7V, ZO/NHTHIDON D METE IR, LR EDNS Z LT, HRARBICE S ANE
DOz, £ LT, DEMICEAG OISR BMG T E THREIN T LE ST/ B 2D TH D,

29 LIV HEBO—J5 T, Bill OVERMROEFITW R D &EE RT-T DA ), 22T
i, BEHO Bill NOEMOFEEZ LS TS BRICESAEZY T GEmEED TRz, £H T
%m@maﬁ@&Hi?ﬂb&tﬁ@%bfbij:km%ﬂﬁ%%@Dé%%%ﬁﬁfwko
WDOBIIL, 1873 Brita Z /B T-HOBEE F120ELENE YU VU LR BEITA L —2 T
H5,

He resolved to count to ten and if the lights did not appear he would go to the desk and turn on the lamp
and do some work, going over what he’d written during the day . . . . He counted to ten and when no
lights showed he began to count to ten once more, slower now, standing in the dark, making an
agreement with himself that this time he would really go to the desk and turn on the lamp if the car did
not appear at the top of the hill by the time he reached ten, the mud-spattered compact, and settle down
to work because it was only children who thought they could make things happen by counting, and he
went to ten one more time and then one more time and then just stood watching until the headlights
finally showed . . . . (28; underline mine)

TN T D X DI, T 10 £ TE AT OHLUCERE Y $UEICER Y e & W O KR E B ISR
LoDob, BRI T Y FE#VIEL TS, 29 LERIBEVWEZT IO FELTETTEEA
FICEWVHENERRDE, AL TRALLS] TAZIZREDZENTERY, I TO Bill D&
HiEL, REZERDUFHFLDLORLVHEO L) hEmBl e L THEMICH AN TS D TiEe <,
LA, WMARXTEZIMO T, FHCATLKEEEZ L TLEI B ~DORNLE LTHESLTH
%o F7-. Brita & ORFETHEKZEZEEPUCE KT HHMEICT, EHENEH ETTHELRROD
BWHE L TOARGESTWDHZ Y, Fit Diftﬁﬁb iﬂ“éfﬁoﬁﬁﬁfﬁ%fﬁ“%@k%i 5
L7259, fEMEHTO Bill 1X, BHO R UATEH 7 & I3z E S, RAL LIIEES &
EHBIZEVWENETWD X RFERDOTH D,

L AR, ZHO Bill O HE LV D BEEZERINC Brita DFARIAJEN AR A Z L2k V., Bill ®
BTN~ EIEN > TN Z 225, b2 b Bill NHEZHND X onT Lo 20X
HDKNTH Y FREH @ Charlie Everson 723 Bill & &2\ 23 > T3 &9 53R % Brita 2ME 125
2T EEot, LT, Bill 13§59 X< Scott DIEFLT HH T=a—I—7 (T2 D, 2
MNIFA & OEFRAE W DD, KN EDOHRTBIT 55 L LT, Bill D& T#EE~L
HONDHZ LD, ZZThH, &Hiﬁ%®%bﬁ%%@ﬁ5%A%%é@T%é %LT
Charlie 1Z3A1 /L— K CTNbNDE & 72> T D A A A ANFEA Jean-Claude Z W HT7=dlzm
PV?%%75%?474&/F_”@Té’k%Bm ZHRHE L, Bill 1 Scott | ﬁ%;b@wi
Ty Ro~Emnd Z ik b, Brita OIRIZ Charlie 1255011 A T, Bill IRk % IZHE A~ &7
PO TN DThD,
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Zory RUENIT, BEEINZFHAEZRWHT LW HIO L EfTbcZ b Billlo &
S>T MERELTTEDZ &3] B2 575, TR EFRC, #OEEZITA L OWE
EAnb IBIZRANS TN, ZO—fFl& LT, R s RUCEBEFHFICEZIAENL, T AD
Whz= 7 e LizBEos—r 25 [H LT,

Bill picked a fragment of glass out of his hand. The others watched. He understood why the pain felt
familiar. It was a summer wound, a play wound, one of the burns and knee-scrapes and splinters of half
a century ago, one of the bee stings, the daily bloody cuts. You slid into a base and got a raspberry. You
had a fight and got a shiner. (129)

Kazutaka Sugiyama 75 Z OGO —E Z 5| L7228 & | “Notwithstanding the terrorist attack, the
physical damage brings Bill back to a personal memory” (82-83) & f5#ii L T\ B L 212, H T ADWEA
(2 &> THERYL Tﬁ%@ué:&c;of‘&u@@Amﬁmrﬂﬁofwéo__f%%%
W2 2D, BERTAN—RITWWVIAATERHCZ T 12 TR0, 1EHEL LTIcROF H I e LI R S
5@k\ﬁ®9$ﬁﬁ®£rﬂﬁ® EDOREMERL L TNDDTH D,

S BT, WIZEIH LIz, BT 720 Bill OGS IERIIEY 5,

In his sleeplessness he went down the batting order of the 1938 Cleveland Indians. This was the true
man, awake with phantoms. He saw them take the field in all the roomy optimism of those old uniforms,
the sun-bleached dinky mitts. The names of those ballplayers were his night prayer, his reverent petition
to God, with wording that remained eternally the same. He walked down the hall to piss or spit. He
stood by the window dreaming. This was the man he saw as himself. The biographer who didn’t examine
these things (not that there would ever be a biographer) couldn’t begin to know the catchments, the odd-
corner deeps of Bill’s true life. (136; underlines mine)

ARIEDBED 1989 FETHDH Z &b, 1938 FIL 51 AERTICR D, ZZTh, £SITBIlATFLED
EolHOREPHEINTNDIDTHD, 1| DHO FHEICEEHINTND LT, 2oL
FLIEIIC E > TOLZDMEE LTHEEEL TV D, S 5HI22 200 FEETIL, Bill Gray &9
AN (Zhig~rx— AT A4 1% Willard Skansey Jr. Tdh 5 Z & % Scott [TFN D Z LT 503) O
FBIC 72 80 B L 2D Bl BH LD L EHFEG S TNDDH, L) NEASFHELE
M2V R Y AN FTRE kifmof®féo__f%Bﬂ@ﬁfﬂ@iﬁﬁﬂ%ﬁ&ﬁ@%ht%@
ThHhdHIENRINTEY, PEIICT CICFEEDLONTDEIL~DHI T Z—FFT 4 T &
BRI L2hD0 L ZORNMORLENFORENOMSPRRINATNWLDTHD, £ LT,
O LB ERI-%, BlLIFPDTANEDOZ LIZonTHENWEKL R & :6Mé@ﬁam)
iz b PR T \ﬁ®m9%@£f%%Eﬁém%#ﬁbi@Eﬂfwéoﬁ%ﬂ%
Bill 23BN D L EON TV SHE “Measure your head before ordering.” (170, 201,216) X\ H &
EMMEFCTHEEM Y IKSINDZ a2 L LT, HOBENZOWT TEARADHFIETH D I & &EF
O, B TE] O£ E L TORWHZWBEIZ LD LR TE 5] LI~ TNDH(O),
ZOHEROEY | BNFKEWA DA OEELROH L, HERICESZFIR S EE V] (L#E  6)
LB D Bill 123 L, DFERROGEERIT TR EOWEE] OFEZBESES 2 LT, fiRke
L THICER E LTEREZEERRLIEEEZ D, 2F Y, Bill DRWEEKOEIE X, Db
FRFRA~DOEBIZ L > TR SNIEAL & WO /NS RO B, NE LW EAIZ DN T
DTN E W POFMERFL L2 X DEY & A SO, Bill 1% THRENES)) &5 ERR72
ITEhZE L, AL WO EDEZ S EICHE O/ FE #5252 & T, Bill Gray & W9 FAANE
HERR S 2 ER M) 2 R T2 Z & il/e o7, RS, Wb OFF AT OV TRV AR, {E
FE L TOKBZHB®RTHZ LT, MIANEERZMYRLH LD TH D,

2O LI OEIEZ R 20D K 510, W ZEFERPREZAT ) —rPNEASND Z LI
HEHIZMET % @ He looked up and said aloud, “Keltner takes his time, tipping a glance at the baseball. Hey
what a toss. Like a trolley wire, folks.” (198), Z D2 F 25 &, 1EMLEHEIZEIT D Brita & O
FEICRWTE K SV PR O BPER R Z2 FE i, DO S 2 H38#% L., B DEET
AWE~EDE D LT 28D EFRLE LTOEE] ~DIRBIE-> 72072,

Z ZC, Bill Gray & FETHY EiF 7 Orhan Pamuk (¥, Pamuk 2378~ 2 AR — FEP & LD
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OO HZERETAFEHEL LTO BIll EWHZTFICEEELARN, ELRIFENOXEZAESLZ
Ll B, DFED, RANET—ERL W) BIO Z L X FESMLMEKR I, SMBICRD B
HEEETIERL, BEICHLOWNMILIEE ERNZANEESEZ S LI, HORHELTSELEL
THBENA A=V OFHETED L HICEDLERLHRME L7 Bill (X, F SI12 Pamuk 73/ —3
— NRFOFZAMPICHWTEEERZE LTORLAD 1 DEFRVRERLTHEY, iz, 1ExF
CLLTHAEZZRTDAIETICESTZLEEZADDTHD, TOEWT, FHLCATITWICH CAfES
BEUHDOTIERL, LA, FELERNLLEDLDLZ LRV, ALDLNLIEE ENSAIEE
BRICZZFWRITLEAE L, 29212, ZF U - FRIE LD LK Y &b, XA b— b~
HEIDIRMNST=DTH D, WIS EFEROZEZE RN E LT Z LI BiR D H DO H
I, WIHEZFZ E LCORERZFIRT L, HERWA~EEL T YT RRORTEST=07,

O LTHEFEE UCHEIE LZIRIE. BEOEFEFEAMRICSHELT £ TITR 5,

He could have told George he was writing about the hostage to bring him back, to return a meaning that
had been lost to the world when they locked him in that room. . . . He could have told George a writer
creates a character as a way to reveal consciousness, increase the flow of meaning. This is how we reply
to power and beat back our fear. By extending the pitch of consciousness and human possibility. (200)

PEVFNEFR vs. 7 1 U 2~ DR %wfﬁ%ﬁ%tf&%ﬁ ik L. AH O AR 2 B ERIC
AETZET, 7ul AN VRN oT WX T DT E—FTT 4 T AT
<EpEH LT,

BIZIE, FIFE LRI L72 200 <=0 b DHFEDEH% ITHGE 2575 A Jean-Claude D EEZIZE T 5
BLWVEYEN . EBRIC Bill BEWARRMERND L S RER A 525 Z LIIFETREELH,
Peter Knight [Z Z DG HEIZOWTLLF DO X 9 I2FEH 7 % : “In the passages that describe Bill’s
imagination of Jean-Claude, the prose that is focalized through Bill’s consciousness takes on the constricted
rhythm and narrowed diction of the hostage, so that it is hard to saV whether it is Bill’s inner voice or that of
the hostage that we are reading.” (45; underline mine), = D471, Bill DFEV 72D, FivE H NE
DFED 22D, ZOEERPEHRIC /> T D, L L Z OB, ZO5HE, Bill 0B 13
Jean-Claude ORI AV AR, %%’@bﬂf:fﬂi@%%ﬁ%%@ﬁ‘é EWVWIHIEF & LTOE RN
P LT2 2 Ean G SR A D 2 LA FREIC T D, JOMIL, Bill DFEE B 2 DS, HERM
a5 2 T<id,

JlE EGUA L7 Bill DAEFE AT IR, 29 LEFREFELLOFRZFHFEUBAD Z &0
ER DM o7, Bill IZ_A L— MIELIMTEMEZ TLE D, ZORMIIRZENRNE
FEMTIHEZACTCLE S, ZOMIEZ S & 12, Mao 13 Roland Barthes DF 5 [EE DL &M
T L9277 my hELTHEND Z ENRED o 7= (Sugiyama 75; #BH 197-200), X 5|2
Douglas Keesey 73“Bill has trouble imagining his fellow writer freed from confinement because he himself
is still imprisoned by false consciousness and self-doubt.”(192) £ ik~ 2% L 512, ZDOIEsMIZIIT D Bill
DIEF L L TOEIFEIFR L TRAFICETITE > TV RWNZ & %ih%%“(i@% Do

TelZZn TS, BT L9 72, Bill ITRBZICAA A NFADEIZET Y {ﬂ\ Thz st
L7292 TRMEZ T2 L W) IRRICIZT—EDELRNH D & 51T Pb%bé Bill (I==2—3—~/—n
Y Ry->T7 Tl DRENED) 28U T, FRE L TCOEGZ HiER L. HW?M%WD%LT
WoTo, ZOWMIVCEANIR, BOR—HKENR -T2, b LIE, HITRHATWIERE L
TOTAT T AT A—EBORL, FRELTOHEZR LBRITIHIC, WIROFEETZ TH
HEMADZEBHRELENDLTH D,

T U A RMEFEND BN RZ ST 7220 LLE, Keesey Id Bill ™3 % “his needless death and
his failure to save anyone, including himself’(192) £ #2 2 T\ 5, — 5T, Kin Cib T X 7=iiuicin
ZAE. Mao I £\ 5 RS % Bill Gray ORGFOMEEL Hile Z L b IRLTFT B ATEHRWES
9. Tom LeClair |& “Me and Mao II” & L 7=5#{5 D H TT'd like to suggest that Mao 1 is the kind of
book Bill has learned to write, a book of voices in which no single voice has dominance” & IR-~<TU 5 73,
Z D Mao IE Bill 3F T % X 91727 fdh] THD EWIRBITERITET D, LWV HDb,
Bill 282 9 L7cARin 2 E L T2 o DEAED | BEHORZEBERIEN DO > — B REND D 1 Do
Wed THENER) ] 725726 ThH D, /NRATIZB N TS, = e —ZEFTORE O 3E “The nice
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thing about life is that it’s filled with second chances. Quoting Bill.” (224)iZ72 > C\\%, Mao IIZFT 5
Bill ®fiflx, 1E5 & L CTPD“second chances”® 1 D TH VY, TNEE- L= 2T, HiZF0E)E
AL EBER DD,

fEeE

AFwSCTHE, Bill ODFERMROBFERARZE T A A X — IS, DA /v 2A0ER, £ L
T ERELTOEEEVWS T —v2d LIlEma D TE o, EIC, IRTTHITMATEHEX
Vol KaalddH < ETBIll fHAOEZWS Z &2 FIRIZEWTW 720, &7 & A1
SEELBVWEFOLEZANRDDHENH) ZLETHD, TOREHHIE LT, KTk Bill 2EAHE
T HEZ w0, MY CH B AR RBBICESANEZEMTH D Z L2 BRDH7-DIC, ZO%HRE LT,
HN TR NDATARF—2REHH L TWDZ EnBFonsd, =72, 20 AT
BHTHDH, EWVHIDL, HATHIEDOL L THRRENTE L 912, ZO/EMIL, Bill © L 9 72E
& Rashid DL D77 2 U R MIXEINDHGFIETIETRL, @L% L @t e o L x
FEWOICLIEERENSTH D, 995D &, Bill DHEKENZT 5 HOGHEIT, £5 THNAH
HOMRDOLEED T ELEESGmE LTOMRLEY L, Bill LT r Y X NIz, A
SN E T MR EIEY HE ) EWRTHEMAEE L CHEAEZRS, LW diid YRAHEIC
725, ETlRR7 X 91T, Bill OLEZERFERFE N 2 BORE) TR R & LTI+ 204 TiIX, 5
ERLT MmN - T=D7,

727, INHEEH LD 2 ThH ., mBICKHDRR LW DX, Mao IIZBWTHR/RER T
HDIE, LFA~OEFETHDL WD Z L7, HRSEERERL CWbmbh, TN EZRI7e 77
4 T TH— L, AMBICEERET D 2 E THERFE SN TS | 7r U A MOR—HESOSTUTIE [
HOFHS], 2F0, A LENRWBENTND -NT, WICHREOEKIZN I -ShD ] En
I B H(196), Bill & Z 9 LIZSHOBMICHOWT, BOHDOAWETAICLER LANRL, &
DI YT~ D,

“Even if I could see the need for absolute authority, my work would draw me away. The experience of
my own consciousness tells me how autocracy fails, how total control wrecks the spirit, how my
characters deny my efforts to own them completely, how I need internal dissent, self-argument, how the
world squashes me the minute I think it’s mine.” (159)

ZTBill B~ L, ER TS A AEFOBRBAMOETEERETE 2D TERVWI E~DF
&MTWLEQOW%ETHJXb@A 7y FEBET D LV ) EE AR O B1E Mao
ITERSNDE 5T r ) A NRLHEMIELREL A hr— AL TELMFUTHRANRH L Z &
(272212, 1272, Bill 22 OFEZR & L TORFUCEBIHI 20T TIERW, ITLFOFHA B
ORFEFZEMNZMME, DFV, ELPEHLEELZRBNREEFS LN TE L L0 AE
IRAIREMEDS, — DDA R EVICHESNOMA~D I T F—F T T 4 T LD e xELT
WAHNBTE, Bill IZIRO L HIZF 9 1 “Do you know why I believe in the novel? It’s a democratic shout.
Anybody can write a great novel, one great novel, almost any amateur off the street.” (159),

OO EH T2 L 912, Bill OZRZEEFEREDLT, il Bill NEFERGEZ B DITR &V O M
2N S Live, L, RICZES 7L LTH, £ 95 LRI < piivE 5 & m
(2 %, Bill 254 <HFUL, 1 ADTRD R EMPBFOMEFHI AN DL R TIT A<, LB
Emﬁ%ﬁ%mbghéﬁﬁf%éuﬁ Bill OZEZEHEREROMFNT 2 ) XA O T A rF

RS Z LTy, 29 LEEEKRTS., Bill MFEORREITFEREDRIL, 717 Y A FODHE
%@%#ﬂﬁﬁ{ﬂ IXE IS D, MEARA TARX—~D AT 2 —FTFFT 47 & UTHER
Tm%ﬁ®f%é

b ZZE, 29 LIeDFERROFTEL S LIZ, BLDOBEEZRTT 2 LICFERIZSLD EA
oﬁJMIi-ﬁ%kbf@%kbf®@@%%tﬁ@fﬁﬁmAJﬂfﬁﬁmﬁﬁifbiot%
DD, NEOBBIIAFE ) ~DEDEFEELDOFTEMIT LI &L Lo & 220, 72 & 2 EX
ETu R RpEEER L ) L, B HESET O & LEEEDINTH S5, A, Bill 2
ERDIE] 2RDOTHFETHD I EHEIDHT RN, MERE LTHAR] 2L &2 LT
e L7z,
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