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FADBBATHFFDS : Shakespeare D Sonnets % ¥H <> T
RFRILTF

1. ixrdid!

ARTEFOSFELFEME 7 1 Y = 7 MREZERBIOET OfmST (K& 2021, 2022, 2023,
2025) (Z#¢) T, Shakespeare @ Sonnets DL 'V v 7 %553 ‘ié%@f%é KA (2025) 1%, %
LWHFEASOEZRINE 1 END 126 HE TOFHEAXIRIC L, HHFELEED FOMm AN HREEL
THIESNTWAFFZR WV ET, A0 @m#&&a@%&%%k TP ZIFEY FHRHD
IBEORELA, LA, B, HEZTVIRI D ETORFFE Vol fkx ROEDR A Z 7 7 —
ODBLENPLED X IR Z BN, BHEINTWDIONEER L, A TERT IO, 5V F
753‘35%«0)5&3:%%5 HODFHIODWTHLED L HIZFHMIEL TV D0, fixE< HDZER DT

IZFEY = E %@ﬁ%k@i ) \—muﬁb u#ﬁz%@ L’C%@jj}i’%\éﬁ LTV THh Do

é%im%ﬁﬂoﬂ BN Co o0 EEAREAE (RIRKRFAZE8ER) oAb WnWizlZE, [F
U< BECh BaHFLIEAE (RIRKF 4 8H%) 28T 2 BB ET oS IcEE R, 2
FARRICZT B A D FEUCOWTRED T, ﬁ+$m®&%@£r%tk@@@ TR

ERTHEBEDLZLDORWERIOSED NIZHOWNWT, BRAEDDZENTET, ThE3 L
LT, OO TEEDINTHOWT, EHIFNEZ K T“Cb\é Shakespeare @ Y % MEIZIL D 5
ﬁ“bt.ﬁﬂ’ﬁnn% HLTEZTHATEWVWE o2 ERARRHEIZ SN ST,

AHFFETIE, 154 ROV F v FD I HEFFEA~DELZMN 126 HE TOFLENREL, HE L
%Léw)%@ WZH> THWVONENTIHIZDLS Z E 2RO WEHEEOM R LIFED T3,
HODOFFONTHTREEMEE L, KERNEOMEZELELLY L9565, 20020
TRZONWT, AZ 77 —DEENHEET S, 3

2. HE#OENO

Sonnets DFFEOHR T, BV FAHET 1 APMRAT T X “me” BWEET 01X 10 HLIETH
%o 10FTIE, WOETHMY HEHITHLEFEFEICH L, [REELTNDIRL, b))~ ADX L%
DL HTL I, B, EHRDORINT, EDBWVDOETHAEX S X 1T, ) (Make thee another self
for love of me, / That beauty still may live in thine or thee. (Sonnet 10, 11. 13-14)) &5 Z @< EiD, H
ODRHFEORKERUD AR THDLZ L E2RWTHE L HIT, “forlove of me” 2LV, HELFE
D FOEEBEMRAEFR LTS, T, FEY FIZE O AFHEO RERIG AW O — AN L LTH
HEE, BLZ#EOxGE L, HHFELELOMOED.LE L ED b DN ZFFMICHIN T < (R
#2025 B,

BIGANHE LTI DD FORENL, §FLEA 255 ELFATH D, i (2025, pp.
28-32) &, Sonnets [ZFV T “song(s)”. “line(s)”, “verse”, “rhyme” 7% “my” X° “this” & DiHFE
LTHIL, TBOFNT —~ & LTHfEL TR T\nWad | ZExHEHL, [FFAEZDO YR
v ME, MIZE LOWEFFEEME T OE TOMENG, HEOEBEOARED 50 T RIE L S
LTEFFAD, TOZANOERRFFF T iamM e LTH %0) Vxy MEIZOWTHY ., 0D
%ﬁ:@hf@ﬁ ABRTLDGIZEL L TN ] RS, 4 ZOHERNG bbD LB | K
FHETIE, BBV FAAVHLOFHIOWTED LS IZE X, Jﬁbfwé®#ﬁ%%mﬁﬂfw
%o ﬁ%@¢f%m% BOFAEFHA L L TIRATZREIZRA S DL, 350 FOFAL LTO
HOfMIICEENDRH D2 L TH 5,5 BOLDOFHIMIO TE M, L, “thyme” & WO FETHRTHDIT

U RHFFR B R e Bl Bh & (HUBRFE(C) 2B A % 7 7 —DEBIFFE 1 (WFSEERE R LT, g s
Fif)) OBk EZIT N5,

2 TR BRI AEERA T BRI SCHERE 58 [MRE (2025 4R 10 A 25 H, Y KIRKF), 7l i EE
B (KIRKZAEHER) . AL IAREE (WFRBERTPER) . KRBT (KIRKFHRR),

3 KRG CHY B 7= Sonnets D51 X Burrow ed. (2002) &M L7=, AFEOSIHO FEEIZTXCEERICL S, V
Xy NOFTOAARFER EEEINC AN TS A) TmfakE— .:R Yz MED EHHCE, 1986) 12X D,

Y EDIT, EAFBA EBEIIARKFENFE T 7Y 2 7 PREEICHEI STV D 2026 FEOFRL T, FEADRB SO
P - FHTEfE T4 & L CTHWTUW S rhyme, verse, number(s), line(s), song(s) @ 5 FEIZDOWT, FOFH TORE
KRB, TN D DAFNNT S FERFADBERIZOWTHEMIZH LTV 5D,

SARETIL, BBV FOBACFIOREN, FEAL LTOHBIZOWTORACHERCHCEER EEELL TV,
ATE D IFEVFL, TROLFEFOHF T “I7 X “me” 8 LR AL, Shakespeare D A Tlid7a\ (72 & 258
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16 BZBTHIN. AL L TOEBSEFDOHEICOWTOEBDPEINICRONDLDIZ. 1I5FETH D,

(1) And, all in war with Time for love of you,
As he takes from you, I engraft you new. (Sonnet 15, 1l. 13-14)

Sonnets Tlx, 1 ZTHHEZ [FEDEM (beauty’srose (Sonnet 1,1.2)) IRz D Z LIZhEE Y . FH
ZHEY), &0 TR E LTI K EERDBERTIC R 541 528 (RAER 2023, p. 2 B8 L OKFkR 2025, p.
M), 15FTIX. ANHEZMEME R LT AZT 7 — muﬂa%ﬁﬂﬂ‘ﬁ‘é (When I perceive that men as
plants increase, (ibid. 1. 5)), &4 LWEHEA KD K 9 ICE S 25525 ADHIEICE L TR XITHE
TE% (Vaunt in their youthful sap, at height decrease, (ibid. 1. . () WZ9H L7z 13-141T7H Tl &7
HELZES TN (K EERD 7ools, BREICHESARLMT (engraft) &b~ HFEZLE HEW)
Iz DDDQEEE/%E*%‘?—%) (FZ=%F) 1%z, sffE2 B L TR Ao 2 AL o & T
B0 FOEEEZRILL TV 50 (Burrow ed. 2002, p.410 35 J OVKAR 2025, pp. 7-9 &),
:miﬁﬁgumﬁﬁ I HOPITMEMADIT D ZENTEL LWV, BHHEDOFALLTON
BEADOEWHLFHMEDO KM TH D &5 25, Sonnets D'FHH 1 FEH 5 17 % F Tld Marriage Sonnets
EMEEN D (Wilson ed., 1966, p. 89 ), ELWHEOME VW ONIESTLE D (HE) 1THD
T2, HEIC, fIEL CTHEFOEREL S ZZTMSFHREEDL X 28D 5 L0 ORIl Y x> b
HO—HBHLIZBRETHDL, ENLETEELRS LTHEEY FORID L% T]\ﬂﬁx W Z D THE
BEEZROVERIZH L, BEOHIFFHEO 2RI E LT, (K & DOERWIIEEY FH LS
L. BBRI~OBEZRLIZON (1) IZ8IHLEZ 15FTH D,
EZAD, K 16 FTIL, I5FTREZAGEREZ0ED, BRVEL T, 205 BT
1{THEHD “But” c:i\%mfb\éo

(2) But wherefore do not you a mightier way
Make war upon this bloody tyrant Time,
And fortify yourself in your decay
With means more blesséd than my barren rhyme?
Now stand you on the top of happy hours,
And many maiden gardens, yet unset,
With virtuous wish would bear your living flowers,
Much liker than your painted counterfeit:
So should the lines of life that life repair,
Which this time’s pencil or my pupil pen
Neither in inward worth nor outward fair
Can make you live yourself in eyes of men:
To give away yourself keeps yourself still,
And you must live drawn by your own sweet skill. (Sonnet 16)

FROX ST, FHEEKEZBE L THO THLDFICHFRBIZER LIZONZD 16 FA4{TEHTH D
2. T2 THED FIL “barren” 7 LW ) EfifirEE ., FRERBEETHD (K L) HikE LT,
FAOARERFF 7LV bo gk, TROLBBLTCHrELEET LWV HIET, &
FE~EAD D B DEESFA D LATE LRV OH, & FEICEERT 2, —2i0 15 % T AT
%] (engraft) &) HMRTAEMEBTLFFO N Z N RELL TW 2D REIC, ALOFHE R
FI72. T bbb mEAERET NN E BTN REHMEZ < 729 2 OHEE ﬂb Burrow ed. (2002,

DFEPRBEEORIEZHRZATH, ZNETV M) v 7 ICERAFEEERE L, SWEHEEZREHELLRRS TBEOR
&) #RBLL TS Shakespeare HEHBEEIZHEHKRIZH > TWD LI X DHRETEARV), ZITEHHSET
b, Sonnets #—2>DT 4 7 art L. ZDOHOBRIBAHO—~NE LTED FEIE2 D, K GRAER 2018, p. xiii)

13 Sonnets % _HHEROBIEM & 2T 23, TAUTEMIAZEED TV % v ZHRHCSCFEEM & U TGHET 256
IXBBMEEZ T2 T, TRORAREREORIETR T bRV LI RfE5FEx72bDTH S,

¢ Burrow ed. (2002, p.410) |XZ D 14 {TH® “engraft” {Z-2V T “I renovate and eternize you through poetry.” & fiZfR
LT3,

TNPE (FRIE 1971, p.91) 1XZ 2 TOD “barren” (ZOWTC [ (FIZFZEDDNFAOFHT) MME b H7-6 S0

EFRIRL T 5,



p. 412) 1% EEE ] LFEL TS, 8 GED BIEEIHIC, 10/ THTHLDE A Dzl
(my pupilpen) * & BN L, TINEHOMMEIZL A, AHARLOELIZLA, 5TV, EFHEEFDOEXHD
R NDIRIAEZ D Z LM TERY | (11-121TH) &, BOOFHAL LTONWEEZREET S, =
DOERERH A, 13-141TEOAI T Ly b, L TCELEZHTRDDN, TOXRE L DI
ROT R, TRITBONDE T, BONERHNT, AZFRIXRLRV] IT27eR o TN, 10

I Bk 17FETIE, BHIITHIZ “myverse” &V IFEN, KE 141THIZ “myrhyme” 23 i&
ML, FEY FHE OO NN 1T BEOFET —< Lo TW0WDH I ERNbmBaNR. N ZZTHiEl T
IXHDOFFHCOWTOABO RS ZRTT 5,

(3) 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 I 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 touched 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.  (Sonnet 17)

QATH T [0 IC, RROFFNEHLDTZSWRNWERZE VWO LEb ], 5-6/THTIE 0D ITFEL
NEDIRDELIEZEZHODL, EXOIL, ARADHSNDLFFORNTELDOHFE L I 2L
HIFTH] &, BBV RFIFAOLRELFFONEIZONVT 200 if HITIRET 5, ZIDDIREICE
WTCL B FOFHIETOHFFEOELEERT L AR KAT L NE2 L0 L LT ILD M,
ZFt “Ifit were filled ...” B LY “IfTcould write ...” 2N & BV | REE TS T2 FEK
BT E 7oy, BLEC if’ DFTET, EHOEEZBBUVN TEOL IR D, EHOEE
D7RNT R LTIV B41TH) OTHD, BOLDOFOMRZ & L TEEY FAEET S &)
&w5wA . BEOME (B OFNDLSFY ., ENLEIT DI EX MR BETHHREY T
Lo T, %@HW& B O ENALET DS TH Y . B 0ike AR O 12Dt
5§mﬁ@w&w950$®%m%rbfwé
EHIZEY FiT. b0 if fi TR ENTAEDMRIC %ﬁb HOORNEFFEOERE %i%ﬂ<
FTIENTEELTYH, BHEOALLIFTENEZFE LT, DFFNITESEZ (T1TH) &
72595, [FOFET (Fi2~THIER), %&éﬂét%OHQwﬁE) Em@é%@ﬁﬁ#
FEAND 72Tk (rage(l. 11)), TRIF & 72T (stretched metre (1. 12)) & S d7EA A9, &
B ABMG & BT 5,
LU 13-1447H Tl BEWARE RS Bz L, 17208, ZORHCE OB 4 & Tuiud, 40
TEEXD LD, THO RN T RADFEDO RN T, | E WO D WAENRGE LD, w1986,
p. 222) I ZZDFHIHOWT, THZDOFHIDI | HHEDOELZRIEL IRV, LW +HRED
FEEZITONTWADD, R, BoOFRHIR IR 5T, E%@%% Do3IFA, &
WIOMDFEELIRAL TS, | EibR5, SROEHO LB, 17 FIZKBIT25E0 TOHEMR

8 “[B]arren rhyme is the first explicit mention of poetry in the sequence. It shockingly denies the vitality implicitly granted
to verse by engraft in 15.14, and links poetry with one of the most negatively charged adjectives in the early part of the sequence.”
(Burrow ed. (2002, p. 412))

% Schmidt (1971, vol. I, p. 918) (X2 ZT® “pupil” DFEF% “Adjectively, = not of age, unripe” &£ FLL T 5,

0P GRiE 1971, p.91) (X 144TRIZOVT THFERLFHFAOFITHL T, BATFLZEDRZ LIZX>THZOM
RafiEHBT 20N KBEOTETHD, LOFE, ] ERLTND

WARTm V= MREEBHOIELFH B EZROGR LTI, 20 17 FBWT, [FHIT & REITIC my verse
& my thyme OFHFRAESHL X 23 % - T epanalepsis 1§ 4 HL @ ZFORGDY Ry T %75‘%0)7_’\7 Lo TWH
D1 LERML TV D,



%, EEOATIEZ2 <, “Youshouldlive ... inmy thyme.” iR _XTWBHLLE, HBDFFDIIZHON
THENRAFHB LTS ESEA LI, 2 2L, ZOHEENTHMEIL, H< ETHLHEEDFEEL,
FHRZFR L TS ND Z ERRME 72D, 131TH DSRIFET “were some child of yours alive that time”
PO, FORGNEZE T DR L 72> T NDE LWFHEOFEEZR < LTE, FFOMME X%
HAIZFEO B2, &I Db & 72 E03 ) D8 2 5, Burrow ed. (2002, p. 415) 1%, 141TH® “rhyme”
EWVVIFEIT 1590 FF TITIX “poem” &) FE &I RRA MR EREZ O E LTHWS Z
EMTED Lo Tcieh, 22T (A D OFRHIDWTO) BB BT A HRRT5 X 9 7,
PEXOILEEZ T DD I I REENREN TS, EOHEBREWEE 2T LTS, B
HRICAEE 289 % Marriage Poems (32 Z TV 21z, 18 BEb i, (K & DW=
HEOFICHIFRFT 2 WO BT E L MR 25, FEMKELAEZL 052 L1
IEHITOHIFRFL TV DA TIER Y, ERIBEBZZDLENDOL I ThHD, 1EAEZEDO—HIZL B
eHEI1EAD, ] kb‘9%5<ifﬂf£§§fﬁfﬁ‘\ié 18 FTIX, 16 &, 17 FIZALNIZHHKND
—ii5, BOOFONMINEOMNZERIND,

(4) Shall I compare thee to a summer’s day?
Thou art more lovely and more temperate:
Rough winds do shake the darling buds of May,
And summer’s lease hath all too short a date;
Sometime too hot the eye of heaven shines,
And often is his gold complexion dimmed;
And every fair from fair sometime declines,
By chance or nature’s changing course untrimmed:
But thy eternal summer shall not fade,
Nor lose possession of that fair thou ow’st;
Nor shall Death brag thou wand’rest in his shade,
When in eternal lines to time thou grow’st.
So long as men can breathe or eyes can see,
So long lives this, and this gives life to thee. (Sonnet 18)

18 FORPHFETIX, BHTHFELftba e TH] ABREICKDY 417H), ELWVHOITT
T, WONEEERSTHES (717H) WD THIROHERE] (nature’s changing course (1.8)), 7
IO HA R, FATEROFBZRT, —h, BETIE 91TH L 121THO 2 & T “eternal”
EVIEEEFHV, U APEETEFOAREREE VI BREERTT D, [L L, EARAEDOFFD
RPTRE AR, EADOKEDEIT) SAHH Z LTy, WEFRIZLTWHZDELS
a2 LB, R, DTN EESHRATNS, EHZFLLZEB R, 9-121TH) &
WA R D 2L DRWEFEDKEDHE (eternal summer), KiEIZFE D55 FOFF (eternal lines) &
WO EE ORI T 2 FRAFEH AR LD L LTHERT 2, ST 1I7THEORSNTELD
AGEET IRV O, L TI3-144THTIZ TADBEZ L, IR 200&0 | ZDFF
ITEED, ZL T, ZOFRERIVDOLEDTEZ2 5, &, BOLOFFEREOLEMBE L,
FETREANBTHLHEFRICMEGRDNEFOCDLBIRT AL T 7 —HERRBLEND,

AR, fe< 19 FTIE, T2/ T8 (Devouring Time (Sonnet 19,1. 1)) @, & 5

MEBEo TN LW BATERHIWZ, 5B FIIGIH 5) o 7Ly b T, (B IZxtL, 172
. MREOFELZ B SITENE, BWEREE, FARGBEZMA TS, DRBNTZ OFFO L)
TIAEIZE D, | E VI R ES 2T 5,

12 K5 (MR 2018,p.45) b ZDOH 7Ly MR FEENREKEZ OO L LTIRL, N7EO Tl =
fiH< < DS SO LWi~2 DBIE L. | LR~ 5,
13 “By 1590 rhyme could be used as a term of contempt, opposed to ‘poem’, so there is a modest shrug here to counterpoise

the optimism.” (Burrow ed. 2002, p. 415)

WORT Y x s NS EBROMT A B ORI CIL, WA etemal OFEFEIC OV T U 5L, eternal 13
., ROJBEMETH > T (=immortal, heavenly), temporal, ephemeral, earthly, mundane, mor‘cal I NEIREDZEITHWD
NHREZFETITRNI EREM S TWD, Eo, il (2025, pp.31-32) TiE, HIBE TR BEFS SN TV
YAy hOKEEZ R, RiTY Ry MEORSNIETEETHL LmEbhTHD
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(5) Yet do thy worst, old Time: despite thy wrong,
My love shall in my verse ever live young. (Sonnet 19, 11. 13-14)

I 3) & 4 & (5 ORI EF, 175H, 18%F, 19 FTIILNENEY FAFOFFLE
FREICATER] “in” 2B S 41 (in my rhyme (Sonnet 17, 1. 14), in eternal lines (Sonnet 18, 1. 12), in my
verse (Sonnet 19.1.14)), (Fep) DAX 77 —D0BHWOLNTWAZ ETHDH, ¥ 17HFTIX. HFF%E
WH D (G D, BEEND D (& »PoAEZLHMEND DL DNEERT LN RSN TND, 18
T ) DHEFEOELIEZED»THTSN THADOWEB LTLAEDDIFEAE TR IEWVEADFE S 5
Y | (Rough winds do shake the darling buds of May, (Sonnet 18, 1. 3)) &\ 9 LER Tt T\ Z &
EEEZA TR L, B) & () & (5) ITBWT, 5BV FOMEDLFHT. WAMOHLZS U7
Ao, (HAOEH ~5FFE2E0HENMERE72EE (live young (Sonnet 19,1.14)) EH A
L, ZOELEZBENIEDLEE 2 ED #) L LTRALNTWNWDZ ERbrD,

ZOLXIZ, BREOAMEKD (F) LOEWIBWT, flFLFREkTen FREZHED
LI L LARVWEFFEEZFNC, ALOFERABICTHZEE2ENOLGEY FTHLID, ZOREmE L
TOFHONRIZOWTIE, HE (53F) »oEE (16 F, 173F) ~, £2HE (18 %F, 197F)
~& L Y FoRCHHBICEANROND,

3. DFER, FITEL  FFETR L LTORE

FiRo X9z, FEY FiX. AoOF0 2RI (B ICEMMAEE T2 4T, BbO&E
ICOWTOBREORIBILREINTZDIT Tidv, 3BV FORGBERIL, LEARISEI QN
HBHTZhRntn)FEREZ SR T,

(6) As an unperfect actor on the stage
Who with his fear is put besides his part,
Or some fierce thing replete with too much rage,
Whose strength’s abundance weakens his own heart;
So I, for fear of trust, forget to say
The perfect ceremony of love’s rite,
And in mine own love’s strength seem to decay,
O’er-charged with burden of mine own love’s might:
O let my books be then the eloquence
And dumb presagers of my speaking breast,
Who plead for love, and look for recompense,
More than that tongue that more hath more expressed.
O learn to read what silent love hath writ:
To hear with eyes belongs to love’s fine wit.  (Sonnet 23)

23 F T ET141TH C A ETRHIMNMCHBONTHDOZE TN T LE 9 RALBEE,
BN REES TRBLRAT TCLE I AL T VAT EFICAESEREL X, SITEND TR
HREILZ &7, BAICEERRWHDENSL, BOBRKOA LE2EHbA LR TLHDEENT
LES, BOWREDSEWIEMIBLOLII, BOREBEORIITOLARZTLEI B LIV,
EHGOFHE BN D, 5ITHD “fear of trust” (22T, Wilson ed. (1966, p. 122) 1%, B4y %
FELTVRV, HDOWVITEEBRREICZRD Z RN E WS IRIZMZ, TED XS ITZTIEDTH
D2 DM HMNGIR] ) H. C. Beeching, ed., The Sonnets of Shakespeare (1904) DFEFR % #E 4
L. BIEORNZEYG LTJHED X 572 L8R T b, 10 FHFIZEWE ST 5 L 2 0RiRKE, k
BRHEE ECHRAZH L TRET DBRICHD O BRI & O 2 8T, BB ZEH OS5 E LT
& 72 Shakespeare 72 H TILTHHEF AL D,

ZZ T, ATEDZ L (tosay (1. 5) ODTERVEED FiX., HHOFF (my books (1. 9)) (ZHEFRIZ
BOLEEOETD, RDIE DRFFIE, ZOELAETIHIND O LESELS AUEBZLES
DFEFETH-> T, INebiE, LVE ALV AILEVWRTELIDE, bodAh T LI

5 (FE) DORAFT 7 —OiER X OHEPEIZ DUV TIE Lakoff (1987) 2 17 A SR,
16 “for fear of trust mistrusting myself, or fearing to be overconfident, ‘not knowing what reception I shall get’ (B.) — like an
actor as he appears before the audience.” (Wilson ed. (1966, p. 122))

5



BhifA, BOMNEHELDD7EAH9, b, ILBROENENCLDEHA L > T, IRTH
ez, BREARETIES LWIIE, | 9-141TH) L2530 FIE - T, FE. [
(tongue (1. 12)) Exfb &, HEFEZMED 2 &72< (dumb (1. 10) 3B X silent (1. 13)), L2 b7nifF7
D HFRELFE: (eloquence (1.9)) ThH 5,
HEMoTEFRCRETDLILENTERVDDLEF ST, FEVFITIE, F§IREFEELFF-T
VDR E W) DT TIERY, LA, ﬂ@@?\ﬂﬂi%ﬁﬁ%ﬁﬂf“é;kﬁ) “speaking breast” (1. 10)
IZENTVD, EHIZ29 F T HFE~DZORNDENWE KHTOELOIZTVIIRZ D,

(7) 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. 9-12)

29 FBAPE T, BBV FIXASOHO EE2HUDIZEW, Boo@EmEW, FilES, £, K
A%\iﬁ%\? %mkkwmfkmbfw5;&%%<ok:%ﬁw)mmmﬁéguﬁﬁ
X, T2, SARBOTHSICEERSXNT S L, FOCh, RIFEAOZLE2ES, T5
Ebpbix, KT 972 mk%#%ﬁw%ﬁé%ﬁmiﬁm\f@%u?ﬁ%%ékwﬁf
DI & ZTDOUENRRKRE LS ET D, ZZ@Em< TN ERD | BV 72 < ORI
TOHT DEEDOHEFORZNL, BELZ DITENTR AT RO R ®ﬁ@%#\$$~®ﬁ
DEENLOFIZENIBNNZ > TNHZ AR LTS (II-I21THOXRB, LV DITFEL F
DHFESOEREEZRZ D “hymn” &0 ) RBOERITIT GEY FIIEETHVESR. HHEIIAD
k%f%@%>kw9%&77~ﬁ%é EITONWT, K& (2025, p.3) AR LTV 5),
LOFTIIHEFFIZFE Y (speaking breast (Sonnet 23, 1. 10)), & 5 W MFEAKV Y (sings (Sonnet 29, 1. 12))
ALY, OTEDLZEIFETREY FICLE-T, HODORWEERHTA-00HKRITAIL. &
o TEET Z & TR FEMHE-TEL L TH D, ZDFE D%’iﬁ%’@@ﬁk%ﬁﬁrfé@bx
BA 7 HDNTRNA T TENTZERE WS EFEOFEZRTA M= —WHFETH D,

(8) 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)

63 HiE, FEV FOETDHHENRLN TE(L~ (to age’s steepy night (1. 5)) &[> KERLTHKD Z
& %Eiﬂb ZDOWHE 2 CREY B3R 25% U5 (For such a time do I now fortify (1. 9)) Z &
FEET A CHDL, AHEEEANLEMPDODELLDE LT, BB FRERL THDON TKED
PORRHEZRF ) (Time’s injurious hand (1. 2)) TH 5, TDOFITHE & Lo T HEOFITH % L A f+
7% (filled his brow / With lines and wrinkles (11. 3-4)),

(KF) DOFITHT 2 HcHERKIL 60 FZH Ao D, 60 FGFEERIZ, (K NEEHEDFELWEHEIZE
BHH O AV Z L (Time doth transfix the flourish set on youth, / And delves the parallels in beauty’s
brow, (Sonnet 60, 11. 9-10)), #THHWH LD EM Y E>TLE 9 (And nothing stands but for his
scythe to mow. (ibid. 1. 12)) £RZHiE, £ [FNF] ITRHLL T, B0 FEHH OISR D&
EFCELIEATHEFEOTIEIL LI Z#EZHT D (And yet to times in hope my verse shall stand, /
Praising thy worth, despite his cruel hand. (ibid. 1. 13-14)) & F57 5, (Kf) OFIZH HFEY FO [5F)
T RIUT 60 FTIE “my verse” THHMN, 63 F TILE LIZEEFELZ LV, “these black lines”




(Sonnet 63,1.13)) & 72> T\ 5, BADFHT &V D BARR, M2 KRB B3, o RIZR 25
LFEOA 7 DR A7 BRITEE SE TN R0 XUERRY O TXTFEEE DT
TV FFADO TN EHA XD, “theseblack lines” 23R 9 HUWVERRNT, 32 LWEEIZHE XV D lines (4
TH) Z2RAAMT 5 (K OFICx L THELERL L, H DO FTHRIZFD lines ZX4Te L 9
WCEEZADTES EWVWIFEY FOELX LWHIRITADENTH D,

63 % 1317 H @ “these black lines” DHIIZHTER “in” NELI N7, MEORZZ DRV TFOR
TR 5415 TdH A H | (His beauty shall in these black lines be seen,)!” & V9 F£HLL, LD “inmy
rhyme” (Sonnet 17, 1. 14), “in eternal lines” (Sonnet 18, 1. 12), “in my verse” (Sonnet 19. 1.14) & [Al£R,

(B ODAZT77—2HNTEbOTHS, HFIT, 18FTIT (LA & LTHFELLD
A 17318, 19 B TR FRAEFHFLFEOMERIETLEEFHATD &) LLTES
2HENI AT 7 —HIIGBR AR L722y, 63 FICHLEI UGG R A 6N DS, 14 1TH,
“And they shall live, and he in them, still green.” TiX, &Y FITH L DFFE VS (Faw) OHFTHF
N TEDITkE ThHZEEZRLTND,

Burrow ed. (2002, p. 506) I “still green” % [KEDmMZRHIE LV (permanently alive and fresh),

MAEAp il BTV 5 (full of vitality) OEFRODRA)TE & fi#F 7T 5, Duncan-Jones ed. (1997, p. 236)
IZ “green” M5 IE [RBAX ] (rawness and unripeness) HEIEIN D LR %, 25 OFERENR
7 “green” OEAPEKIL, T, EBRRICHDHEMOE « LWREAIZHKT S EE 2D
N2, 183, 19FZZMLARND 63 FLFL L, 13-141THIE, HFFEDPELINIDFHIEL-T
BHITHEEV P ND EWVIFED FOENE | FED FOFATORNA 7 OILFR (Bes) &7
D, ZOHIZ, ERXDOMPEERHIHE 2 LWEIROMELE LiAD bz fro & W 9 4RI & D
AL T 7 —HIRRBRIEDN D ER 5T D, 2D [ik] ol A 70 TH] OFRGAREERH
Thb, IHIC.3) WAL 17TED GEY FOFENENNTENE XA 27T /S (“So
should my papers (yellowed with their age)” (Sonnet 17,1.9)) Z%ftb3 2% & Fiz it LI2RDBRES L
THITA, HOE S &b, Z2TICEPNEFE ., SRR ERIL. XFOO) e BA L EHHRO
FRICBEIND X IZEA LWEEE, EWVWHIBEDAX 7 7 —OREEELBIZETE 5,

65 FTHEERIC, FBEY FOFFO [T HFEDKZEITHES LW )| (B DAZ 77 —ICHk
TAHRBNE N D,

(9) Since brass, nor stone, nor earth, nor boundless sea,
But sad mortality o’ersways their power,
How with this rage shall beauty hold a plea,
Whose action is no stronger than a flower?
O how shall summer’s honey breath hold out
Against the wreckful siege of batt’ring days,
When rocks impregnable are not so stout,
Nor gates of steel so strong, but time decays?
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?
O none, unless this miracle have might,
That in black ink my love may still shine bright.  (Sonnet 65)

65 & Tlx. 5IH (8) @ 63 % 1347H D “in these black lines” XV & & BTN/ Y . SUFD
BWA 7 Z20L 00N (B L0, BuA 7o [T (inblackink (1. 14)) B0 FRET 5
BFEPHALEZ T DNV 4 P a VR END, 2 2 COFEFEITIFEMRLIMNTEA | (jewel
(1.10)) W oMz b HAVWSIND, THFOHE] (Time’schest (1. 10)) V9 (R B (2T O Tlid/s
<, B (B oz, (Fh) OMEFFEE, TOmEENEeEFELE-TBIHETD

1763 & 134TH® “lines” 1% “verses” BT 5L Ex HALDH (Schmidt 1971, vol. L p. 656 M) 23, Eikd (1986)
I “black lines” % [EBWILF ) EFRL. KI5 WIER 2018, p. 143) & THOXFOMHZRY | ERLTVWD, X
FEWVIRRFEOBRIRIIT, XU E BT TICL - TEEDTONDIERA L LIZEMICKHT 2EBERE L N,
18 Booth ed. (1977, p. 247) I%, 65F 101TH D “chest” % “coffer, jewel casket (time s chest would be a coffin)” & fi#
WL TWD, EEIND D HE) OIMIZIX, 3) IZEIH L 17FD “tomb” DM & DIEEIMEREK T Hiv D,



DTHD, LNLIDOY 4V aid, BY FIZE > T[4 (miracle (1. 13)) TH 2, HV EH 5
D5 H DM LR T (K) OMBEORNZIE, EMRbAMs Kb IITL2vgd (117H).
@i&%%%6<@®ﬁﬁ%(%Wﬁm\mxé;kif%&woiLT%E@F—ﬁ@T®w
DOBLIFED N b Tcdazk] B-417TH) D2 HLH DA 720, 51T H O summer’s honey breath
BT, BE L EBHOHWEVIZRZELZTZFEDOT LMD RS NEERL TS,
HIEOHET REEMEAET Z L OWEHS A, 2550 [—ifgdfE] (aflower(l.4)) PR TRT Z &
WZED, BODOFONTHE R ZLZ LW EWIFED FORRERBEWEZRIL TWDH EF X D,

4. BEWEAOER LRFEF
AT CIR 72 L 912, KEARSANLEENHTIRWVE NS FEIT, 55V FHEDOEIZS
WCOBRBEORIICERT DO TH D, T, mwiwa{m%ﬁ%bﬁégl W72 D D>,

26 % TlE, HHOME (wit) OB SICEKT D,

(10) Duty so great, which wit so poor as mine
May make seem bare, in wanting words to show it, (Sonnet 26, 1l. 5-6)

FED FIE, TEFLEZ DD TREVN, FMEDITZO NEFH T, BHOSENRTTI RN, 1T
BERD NP> Z 9 H L TWD, | LIl BHOLOFENKZ LTWT (wanting), ZAUTFNEOE G
S (wit so poor) IZERTDHH D ERRLTND,

ZOXICHGOMEEZERE EEOETLE I RREIT, EnHEEE L OYNFEATZLDOIFE
Tho, RFCTITALOFE 1O b, MR (poor,rude (1.4)) LA L., MOFFATZHD
BN EE BT 5,

(11) If thou survive my well-contented day,
When that churl Death my bones with dust shall cover,
And shalt by fortune once more resurvey
These poor, rude lines of thy deceased lover,
Compare them with the bett’ring of the time,
And, though they be outstripped by every pen,
Reserve them for my love, not for their rhyme,
Exceeded by the height of happier men. (Sonnet 32, 11. 1-8)

Burrow ed. (2002, p.444) X 517H ® “bett’ring of the time” % [%4{td GEY T XL V) HEI-FFE]
(the superior productions of the present), 8 17 H ® “the height” % [EAL7- K] (the high achievement)
&mﬁbfwé LROFATLLEASEYOEZIB L, B3HELI @F&ﬁ@mkwﬁ

B FOERIX, 61TED “outstrlpped” BELOSITHD “exceeded” LWHFERIZHFEINL TS,
ZFH::&?>674’/\/I/D%EJ\ XTI DAL, 80 FICHL A LD,

(12) O, how I faint when I of you do write,
Knowing a better spirit doth use your name,
And in the praise thereof spends all his might
To make me tongue-tied speaking of your fame. (Sonnet 80, 11. 1-4)

FEDTFRETLEEOLEE L X VENFEA (better spirit (1. 2))1° BZETF, TDOHEHEZ DHDIC
ENERS L TNDZ EEZEM#L, B RIS E (faint (1 1)), H23445 D (tongue-tied (1. 4))
IZ7>TLE D, 24THD “yourname” (X, 41THD “yourfame” LMIERZ KL TEXES, 21 &
DO/ EFED Z LITHFFEOLF LFEOOL 70, EBLMOHENRMbIDSDTH S,

“tongue-tied” X, T4 7 VLFEANICH DB TRV E W I FRWEWA S & 2 T KL 2 R 58
Tho, HIEHTIE, OTHBICHED ZEOEFRFEY FRFL2E-o TES Z L E2RBFEET

19 Duncan-Jones ed. (1997, p. 80) (% “a better spirit” (2D T “a better spirit suggests both a superior being and a more
inspired writer, supported by a more powerful spirit than the sick Muse of 79.4” & fiEfR L T\ 5,

20 Duncan-Jones ed. (1997, p. 80) 1% “faint” {22V T “quail, lose heart” &R L T\ 5,

2l Sonnet 80 @ “name” & “fame” OHEE & EROBEMEIZ oW TR, IENF B4 EHIT L0 BV 2720,



DRREBIEZ LT, 22T, &L Z k(mmﬂ1»éz%74ﬂWﬁA%MﬁLT%hTLi
IETE, (ELZE) & <.ﬁ@“ L) WA DAZ 77 —Hi@B L TEHRL TS,
HEOENT-T A 7SIV NCKTT 2580 FOEI1E, —2Hid 719 FICL AN,

(13) Whilst I 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
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. (Sonnet 79, 1I. 1-12)

1-4 TEH T, HFHEOELWEELZ —FITZIF TWERETE B2 . Wi, FAOEHARF LB L
AHZIET, DR O DI NICEE BT bed, ) LR DEED Fid. B S OFHERCFHED
FHe%& “decayed” (1.3) X “sick Muse” (1.4) & (HAEZ HEMEK) OAZT7 7 —THZ 5,

L22L, 580 FIIHOLOFHO N EEZBR T T 5200 TIiEb b0, SITHLETIX, 74 7VLE
AND Y o E7e (worthier (1. 6)) FfE, HHEIHDO T2 DOETZIZHAT (robs (1. 8)) IKL7-H DI
BEF, FOSEIHFEOEBEVDLLEAR (stole(1.9)) bD7EET 5, —RENATHS XL HITE
25 T7A 7NV FENORBIOMMEIZKT L, (HGE) OAZ 77y —2HWTERHEZETH5OTHD,

I BT, 85 FETIE, TA S VFEA~OBSEMRZAImIZ T,

(14) My tongue-tied Muse in manners holds her still,
While comments of your praise, richly compiled,
Reserve their character with golden quill
And precious phrase by all the Muses filed.

I think good thoughts, whilst other write good words,
And like unlettered clerk still cry ‘Amen’
To every hymn that able spirit affords,
In polished form of well-refinéd pen.
Hearing you praised, I say “’Tis so, ’tis true’,
And to the most of praise add something more,
But that is in my thought, whose love to you
(Though words come hindmost) holds his rank before.
Then others for the breath of words respect;
Me for my dumb thoughts, speaking in effect.  (Sonnet 85)

11TH T, (12) IZ5IH L7 80 FICH A 61D “tongue-tied” &I FEZEFED FITHEHV., HDL
DTz, MEREHILRR00IT, FFOLMLRNNY TR LEZBHREELOL, HEDELE
Lo T, DEDXIZEZOSILNTWL ] 241TH) T7A NV EFFANTHOREFRRFHE L X3 5,
FD—JT, DFFEANT-HIL goodwords ZFE DIZK L, H43IE good thoughts Z 029 < (517
H) &L, B LS ZBORWIIMOIZ B AT RV, T70bb IEETIIHRNE L > Th,
DORNTIE, EHA~OFIILHEZ > TNDHOR, ) (11-121T7H) & IR EFTT 5,

NP ZICEEZEL L TWAIEXT OFEY 25, 1247H T “hindmost” <° “rank before” & )9
FE) OAZT7 7 —EHOTLOFEANT HBAORFILERSCT Z ENRTE LD E D),
ZiuL, (&% G1TH) EMT AMOFEATZDLONEORIZK L, 203, 35V Fi3Hnfre
FHiZ < 2L T AL TH D, ORI L, M- T 82 &, 83 FICBEICRNLTWD

(15) And their gross painting might be better used
Where cheeks need blood: in thee it is abused. (Sonnet 82, 11.13-14)



(16) I never saw that you did painting need,
And therefore to your fair no painting set.
I found (or thought I found) you did exceed
The barren tender of a poet’s debt; (Sonnet 83, 11. 1-4)

%%(U)%i@(%)ﬂr?io . MOFFANLLRFHFOP THELHHT 2S5 HEEZTED T

(JEALHE) 1ZHrx %, Burrow ed. (2002, p. 544, p. 546) 1% 82 % 134TH ® “gross painting” ¢ 3 ED
Bk (MEREICEME CATH 28D | TR FRempREL . DR EZRMERERIEAR]) 2 2454
L. 8% 11TH® “painting need” (22 T| i H[ﬁﬁ:é’@‘ézgﬁ)&)éj EN D EBRTE LR |
82F I3-141THZZITTCb DL LT WD, ® GED T, £O X5 RELET, BT 78
WAZIFE BN BBV FRETLH EK@K%E%@EﬁﬁL@T§MﬁﬂL(%AﬁE%V
WL D T, ~REREZ I ST TH, EAFTENEZBEA TV, B TWD ERITE ST, )
(83 % 3-417H) & L, FEODREBITEATETANNLVFFANTLOEFFREMZZZE b DL LT
R D, EHI2. 83 FI0/TH TIE, AOAIFOMZ TORRROFEY | LHET D,

(17) This silence for my sin you did impute,
Which shall be most my glory, being dumb: (Sonnet 83, 11. 9-10)

B (13) 5 (17) OFIANSL I MR ZHDIE, FEY FIXZ0FEDOT T, HIEHELEZTRT X
IREFEEARHTR LR O L, AoBFEZEITHREEL TN ENIZETHD, sBD FOR
TiE, TA 7V FFEANTE O R B OFESHLHED Z & JEFEIEIGICRT L, B D OFFOFEEN
R SR D &V ) RERERICH T2 b OICBE T, ZOEICIT, TA1 7 VLiFATBICK
THHFERE EBIZ, HODOFFAL LTORWHANERLZ 5,

5. BALMZHEE X HRBE
X, BRCENESM D 2H W, IEEREZRER S SNDRED T, HHFE~OEEZED L HITLT
FEDHD), B FERHWBIALRTEZ, RCL—o20Z 7R TE2EL] EWHZ & Thb,

(18) 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 I 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, I 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.  (Sonnet 76)

76 FTIXH— 41784A] (1-417H) LB 41784 (5-84TH) THEF3 2D why @& Z R
L. 38D FILHA S OFICHE SOEFNEILNRITCnD Z i el EAMLTHS LI
ﬁzé L LEBEIZIEICF Y OFRTZOBEBEZEEZL TV I T, BOEESCH TR

WZfa> TV DT b7, 11TH TITHE L D&% “barren” EWIFETIEAL TS, ZDEIT
Q)?%%Ltmﬁwﬁa\mw@@ymmﬁm%ﬁ%héﬂ\aﬁ_%ﬁ%@wémﬁﬁﬁ
HOOFCMELEAHT NN E NI BERTH 7203 L, & 2Tl [Hia C., 3ERE/RMEEE)
(new pride (1. 1)) 2 MRIAMLTWVDH EWNWIEETH D (76 D “barren” DLfk%E 5F 2 72 EEIC

22 “gross painting (a) crude artificial ornaments resembling make-up; (b) bad pictorial representation; (c) excessive rhetorical
ornamentation.” (Burrow ed. 2002, p. 544)

23 “painting need have need of make-up, continuing the argument of 82.13-14.” (Burrow ed. 2002, p. 546)

24 Duncan-Jones ed. (1997, p. 262) % “pride” {22V T OED %2 |8 L C “splendour, ostentatious adornment” &9
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DOWTIE, 4 (2025, p.30) ZZM), » Hra CHEBARER, b bRIADZELLHFE RS
2ATH) . B 2RBESCHBENRSEOMAEGOE GITH) X T4 FFATLOHEER
Thod, TOREBEHEY FIE,. 2076 FOHK, 2 FR LV HT, (15) X (16) TRELLD
W JEAEHE) DR THEMICHIK D TH D, 83 F TiL, “Ifound (or thought I found) you did exceed
/ The barren tender of a poet’s debt;” (Sonnet 83, 11. 3-4) &, OFFAIZ L D HFE~D [~ 70iHEE
ZFRIFEEL L Thbarren” MWL, “barren” 23 < XEGFED FHE DFFNDL 7 A 7SLFEAD
FENCHSHLL TS Z E bbb, ZOMhESExDHE, (18) D 11TH, “Why is my verse so
barren of new pride,” |ZGEHIRBLTHY ., HADERL THLZ LRI NBZ D, 2
SITENGO why 56/, 728, FUTHHE DL T—2Z L iE D 2 EZ SSF, FOEHRICV-D
%&ﬁ%@%ﬁb%%ﬁf%< Dir. 1 (5-6 7TH) blRAMKIZ, EFZHMTEZRLS, I2ERLE—5
DZEFNVECERS? REFINIEPROEROIE L] L& 61/7” IZFERL TV D LR
T&%, 7 AL—2DZ &iEY 2ESHT, WEELZH L, LN~ boz, £
oo 51 (11-1247H) Lo BE OFHER r“%\ S EYN e ﬂé?x\ CREGIELH 2128 L < T
B, OELZNERL, TTICEST2Z %2, WO bLEEV O 3I1F 5, ) (13-1417H) L5,
29FMOOGIH (7) TlE, FEEROZENGH D F1O 2 KGR Ttk L, B b AR
HEFEMRZH O ERIIKRATNDA, (18) TIHALOFZ A4 H < THLWLWABICKR A, FLZ
LEFEVHLT D H L OFE, A UK EE) 2 K IZ# 0 KT RGO RZEMECILET 2 0 & LT
ST 50 Th D, (KB OAZ 77 =06l 3BV FORONEALYE I MRZ D,

T, FEV FERESRITDLE V), RAL—20Z & LT BRI 200, (18) TR 76 FT
1%, TRAEWo b A& FEL< | (Lalways write of you, (1L9)) EiB_XHNTWS, HHEEWIFRIL—D
DRBIZONTELS LI NEIT 105 F, 108 FIZHALND,

(19) Let not my love be called idolatry,

Nor my belovéd 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. (Sonnet 105)

(20) What’s in the brain that ink may character,
Which hath not figured to thee my true spirit?
What’s new to speak, what new to register,
That may express my love, or thy dear merit?
Nothing, sweet boy; but yet, like prayers divine,

FERE ST TN D

25y (2025,p.30) 3. [Z D% 76 B CEMRT 2 RIFILE 10 7D “you and love are still my argument” [ H7n7z &
EBRHICFADFOT —<72] LWIHIMISTH S, 2F HARBED barren 13 [FRE] TiE7e<, all one [HE—DZ & |
DEKRTH B, | LT3, abic, A7uY 7 MREEICEWTY, ELLEBLIZIT Sonnets 1TH T 5
“barren” DIEFEMERICOWTEMICERL T3

20 KI5 (FmiEaR 2018, p. 168) 1% 76 FHITDWTIKD K 5 ZRBIREEWERZ R L TWd, T2 D 76 iXTr L A sonneteer
LLTO Sh OREADEL LTENLHA, (FlE) HFESPRIADO LRIZEZENITTHTE S, BHORZ T
D DIEEAIRNFEROET TRV, 57, ZOHEORA L IR Hh25——Sh Olii~ D AEIRD 17E,
TR EEBDIELCESTEL, B vy @Eﬁfﬂ?ﬁf@*of‘%éo WHFEOSFEICBWT, i
LOBIEIET 7 A R Lob GBIV ~L R LV-VVICATICR G, ZOBIBRITHIEFFHCE T#lD (Wales 1989,
p.402 ), Shakespeare O Sonnets (ZHBIF D8V L DL~ Y v ZIZOW TN A ZEHIR O —HOHFZE (2021,
2025, BEUOAT v Y =7 MREEBEG D ITBW TN TS TnD
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I must each day say o’er the very same,
Counting no old thing old, thou mine, I thine,
Even as when first | hallowed thy fair name.
So that eternal love in love’s fresh case
Weighs not the dust and injury of age,
Nor gives to necessary wrinkles place,
But makes antiquity for aye his page,
Finding the first conceit of love there bred,
Where time and outward form would show it dead. (Sonnet 108)

(19) TiX O BEEDOFTESL, Enb Iy, — A>T, —AIZOWNT, WOREL
FFTOTVET D] B41TH) b, HFEPESH LA LE LS, ZORFLEHIIEFEA
2 (constant) TH 5 (61TH) 72, i50 FALZ HLIEWE AL (constancy) ZfR>T—oDZ L &b
gy (7-81TH) . TELLS, L, BEED| DR FEDOTTE 91T7H) &5
(20) TiE., MIRBHIZFE>TWE S ) (1 ATH) . TRADEF LW Z &5 hio\ééEﬁ%i
%KJZDJ GBATH) LRV T, EORMWCR L, HTbHVIXLRVWDE, T 560X, FAIX
MIZHTD L9, BZE, =D Z L&V TIENER, SNE LEZSEEL W E b EbTFI,
WFOR O, WITRB DL B ) ERMICEHADED LNAEZZDIZREO L ST, | (5-81T
H) &, 76% (BIH (18) ICA LN “new” & “old” OXfbEKE LN H A& HT,
KA (2005, p.10) 1%, Z 9 108 & 5-8 1T H 2>\ T, Burrow ed. (2002, p. 596) 1 L D45, ¥ 72
DPH, TATEO NZbR L O, Fid/en 6 O] (thoumine, I thine) 23 HFVEEE [ v OHEHRK]
2 F 16 fii> “My beloved is mine, and lamhis.” D=2 —ThHoHZ &, 8I{THD [EHDFED L4
Zix®72 ) (hallowed thy fairname) 23 [ X A IC LD EE] 6 EIHO [EOHTV | O—Hi, “Our
Father which art in heaven, hallowed be thy name” D5 TH D Z & DIEfE=SF 2, 155D FITEEE
HRDORBLZ IV T, FEDNPIZIEEHT 2L DL OB AERIL TN D) k%é’?bt?ﬁ
(18) 2RI L7z 76 T D (KB D AH 77— (the sun is daily new and old (Sonnet 76, 1. 13)) % .5
FZXHE, EVFRL FEYVFEGO) BMEZLERL CNDZ NI DN LD, NMITbR D,
FiZenbo] LWHISWVE LS4 % HYF (each day (Sonnet 108, 1. 6)) it V) 9~ & W ) KIEENE
X, ZTORENECIBNT, KGO BfEOREEEBICIE L T\ 5, [RFZ~TOMUNZED | ZHiE
WIEERZDZEDRI, BRAOEOLNEEN, ZEST-OEMD] LD 13-141TTHOAE G,
*El%'\‘:*f‘xfﬁ ) N %Af_kﬁzéﬁ%# FIHOZEIZH YV B LW\—H O RO N %2 Kih
IHIELTREENEDLEDL LN TED, 0D TKEOEBIIEOFEDORET-HH D3I 7‘J
E) (eternal love in love’s fresh case (1. 9)) &b\5?§ s hEbLES, RAU—20F Wi LT
BEZHRDIRLFERUT D & O EITENC LD FOER, K O L AR 95
FAINZ, WOETHEHETD Z &f£<$ﬁﬁi¥f£§%%0§:b\9ﬂ<m MEEERTLOTH D,

6. BORZHZT: BXE5 “same” & “name”

ML LT, TR =20 ZEEEEFETHEND, T GFEANTBOBITE AT ERERME
BECIT MR A Lo RBUED, BBV FOAALICNE SR, OWTTEY FAFEsEKKRDOH
B, 37bb (k) OEFERFNOLHEFEOMEZKFEIICTL Z EICHET 5, 580 FiL 81 F T,
“Your name from hence immortal life shall have,” (Sonnet 81,1. 5) & . HHEDOANRRDOMEEDLH Z &

ZHIF L, EA2 T “Youstill shall live (such virtue hath my pen)” (ibid. 13) &R, FHHEITKE! Efé
Dy IOV (virtue)?® MEEY FOEIIIHH LES L, B0 FIZL > T, FFOSOPWIX, 75
LEMNBRCTHLZ L, BDLHLRIETHD, TNNFFOMFOF THRHEUITKE RO Mm% 5
250”%®%%T (18) IZHIH L= 76 F 5 1TH. BLD (20) IZ5IH L= 108 & 6 ITHD
“same” EWVWIEEIT, RV FICE o TR bEERBEO—2 %157,

T uuﬂai’i’%%éh’(b\é{ﬁﬂ W4 BB 76 T L 108 FD “same” (& H 1T, “name”
&%ﬂ%%%&@fuws EEERONZTE W, (18) BX O (20) ZHHiT 5 &, “same” L EAE M
TIX 76 & Tl “That every word doth almost tell my name,” (1. 7). 108 & Tlid “Even as when first I

3 Schmldt(1971 vol. T, p. 1321) 1% Sonnet 81 #F 13 1TH @ “virtue” DiEFE % “power, efficacy” &FE L T 5,
2 FEEE BBV FUL Sonnets DT, B L OFFOHR THEREZKEIZENE D & T HWRE A, A U THTE b0 ik
L%fﬁb\ MR C—2DZ L aE] ZEHERL TS, KR (2023, pp. 11-12) B,
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hallowed thy fair name.” (1. 8) T 5, HiFH TiX [FAOLHT, $hE T (&4 (=FHE) D4R
B TRIT) EBEBEAESTND ZENDN D, ORI, AIELDOEERRS LD D h,

(4) 1ZHIH L7z 18 &L, Marriage Poems A #4 %, BT ZEIDO DAL OLMAIL . 1T
E%@%@ﬁ@ﬁf<ﬁ>eﬂﬁﬁé*k%ﬁ%ﬂcagbtﬁfkoto:@%fm\%zﬁ
TEIELZL DT, HFFELFEY FOFFO [l )] % “eternal” LW I FETEAR L., EITTIE “So
long lives this, and this gives life to thee.” &, #HV FOFFEET HLHFFED TW ] NEZHKT D &
ZTELT05, (8) ®63%F 1449TH ’C‘BH% Z. “And they [= these black lines] shall live, and he in
them, still green.” & §5 0 FOFAT L ZITHIDNIZFHED TljF7 ) @’ﬁ’ﬁ@ﬂfﬁ%é\\u“(b\éo

EBERZTCHIUTZDOFRITUROZ L ThDH, BEOAF L ZIE CTRIEZED I, FEEZND
7o (&R To23FbH i E TmA R BT R %iﬁb\o FFED LD T EIE, @ FHROME
#FLLT 4] ’i’ﬁ“ﬁ“kb\ﬁ Z L ThHD, “my name” & “thy fair name” NARERIE RIET D
“same” SEEXA D K IHICEEY PRWHRAMMATZOIX, B L EHEFEOW T E (K OKEENH LT
D720, WHOIEWMII D X 9 REBREIRIZE B 6N b, Ziud, TIRTHS 2 2%, BR4E
ATEFTIEDL LWAEIRE ] (To hear with eyes belongs to love’s fine wit. (Sonnet 23, 1. 14), (6)&Z &) &\
IFED FOBEZERE L, 5FFOMATOHEO PRI LEENEL T RTHLELE AL D,
A0 FIT 107 BT, FIFEDITERT DO L WSHE. ADIEFSEIZHE S ->TZ o v &Fo
HTEZXDLDTEENWHIWREERII LT,

(21) Now with the drops of this most balmy time
My love looks fresh, and death to me subscribes,
Since, spite of him, I’ll live in this poor rhyme,
While he insults o’er dull and speechless tribes.
And thou in this shalt find thy monument,
When tyrants’ crests and tombs of brass are spent. (Sonnet 107, 11. 9-14)

1ATH® “poor” &WIHFEIZIL, HIF32F41TH TH LDFF%E “These poor, rude lines” (51
(11) /) LEBWREO X 570, BEEROZITE ALV, & LAZE ZITIEL, Hiar CH
EZRMEREZ 40 T T A SAFRANCKTT 25 FEA W FIZID . HDWIE S DEFEFOZEBHRS %
RigE, fix, fhehs, AUEORESEL/RVIRT L 220 (K LS O DHRRKORE L
2% 2 LG LIZEED O, FEO I Cﬁﬁ”éﬁ?ﬁ& HHESOERWEIZEST S S i & 72
BEREIDNIZENTE S, T LTHRELWEIX, BV FOTEEBD ., 4 IO ZETEH Z

DFFENEE T, G5V FLH E@&@nﬁﬁﬁ)ﬁ?fﬁﬁ)ﬂf“é LITEWE WL, FEANH
BLEFFON 2 EFSES LRV ALENDDTHD,

B 3R
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------ (2022) TRfDA 2 7 7 =Ly = A 7 AT | [RFEO LV R v 7 - BAGEO LV Y v 7 (FRE3E

EFRBFFE T 7 =27 b 2021) ] ORERSCTHR) RICRFRFBE S 78 SEFZeR, 17-29.

------ (2023) THEL KAl © = A 7 AT D Sonnets \ZB T dashizL M) w7 [V Y v o L3tk
(R EFE 7 v P = 27k 2022) ] (RESCTR) KRERRZRZFBEANSCFEIFZER, 1-14.

------ 025 [ZFTHANEADL L >z A 7 AT O Sonnets (2331} 2 BfRIED A # 7 7 — | [“The Rhetoric

IStheMessage” [V N v 73 A v &= THD | —EFRE - B - BIMOEDL Y — (FFEILFFZE

Tuvxr 2024)] (72 RU a2—F BRI RR) RRKRFZRFBENSCERFIER, 1-15.
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EAE— GR) (1986) TV xry ME (v =A Z7 ZAETE) ] CEIESUE) HUL : HIEIE.

DTS (2019) TREFEAFFEA 2 7 7 —ORGEHE 20 = 727 [Yxy ME] OV Y v 7

BE  EEROER - KEXZPLZI VN vy talia=br—vay (FEULERFE T mY =

7 1 2018) ] CRERICTF#R) RERRFERFDEE i SALIESERE, 1-10.

------ (2021) TV *y MIRZLBVIERLOV MY v 75 ¢ “when~then~" Dt K L Z H.LT |
[ESE - ROV MY v o (FREUbdkFsE 7 mn Y =27 b 2020)] (ELFHER) KRKFRFPES

FESCIEATZERE, 2021, 3-13.

------ (2022) TShakespeare (23T D REDEENELDO T 7V o— = > ¢ BEE 16~17 MAdGaHEE %2 LG

BHZ L72 Time @ epithets & apostrophes 5% [HFEDOL Y » 7 - HAGEOLV MY v (bt

FWFE7 =7 b 2021) ) (CRARSCF#R) RIRORZER S B S 56 AL JER, 3-15.

—————— (2024) THFRHBIT D B RS0 (hypogram) 55 : Herrick & Wordsworth,  Shakespeare &

Blake DN H ] [ZHHMEHHLHMAOL N v 7 —2 %7 57—« FiiR - BF— (FFELILFEHF

m7uY =7 F2023)] (7 RY a— - A EAI AR KRR RSP 5738 U FER, 15-23.
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[“The Rhetoric IS the Message” L MU v 7 I A v E—TTh D] —ERE - Bk - BEMOREDLY — (5§

s AbILEIFE T m Y = 7 b 2024) ] (72 R Y 20— < A BRI AR) KBRS RS BE N ST TR,
17-33.
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VA7 AT [Vxy ME] TBITBBVELDOL N v 7HFE 3)!

“my rude, barren, fresh and eternal verse”

BT EREARFEIR (KRIRARFAEHR) EaFHH

§1 Y=A7ARET [VXRy ME] OBIW=T —~

EFHTIINETHFERITICELY Ry ME] DER T, IS4 R TRVIRESND A X T 7 —RER
FEA). HERORHM L BRICOWVWTIY BF T, ZAESMT TOHMTH bRz, kL &
WX RBUCED2EROT —~femn, 207 =DM OWVWT, KIEFETrY =7 MIFEER
LU 7o 30t O SC CHRifm 4 BB L C & 7=, HillAlIJE#R L7 [Shakespeare’s Sonnets |Z .2 D0 K L D
L N YU w7 (2) myself, thyself,and my verse] Tl [V x> ME] IZH 2 D AFMRA G OFT A ¥ O
BEOMERNG, EFFEOE S EXFEZ AR OFOF TREIET LWV IRE, BikEI, Ao
BEVITROM DO b DIEN, B OFUIKEDMERH D v AR, i [Vry MED I
RABNT2EBOT—~, HOERTHA D L OfEmICIE LT,

AR CIIRGER CRE E LTV Y Ry R &2fET45] number(s) ZMx T, FFADREHLDO Y Ry K
ZHETEWHZRELZREL T, 20 DAFEEMT HEATICEHR. 154 8 TOMOPAEA
AL OIS [V 3y ME] TOFHAOT —~<, FRIZOWVTHE LIZ, 2

§2 BHEOFHZEITRE

Y=y MEIZBWTEEADR BSOS - 5T AR T4 5L, BH OB OW V)55 21X thyme,
verse, number(s), line(s), song(s), Z D SFEAMEOILTI Y | poem & sonnet [LIL 272V, FTOEI
XZNHOL4FNRHET AR ETEZRLIZBOTHS (17-14 1IF 1T ROF 1417524 T).

#1 [Vxy bE] hTo Y%y bEiET4EOHEET

Vi b ES -1TES

rhyme 16-4 17-14 55-2 107-11

verse(s) 17-1 19-14 38-2 54-14 60-13 71-9 76-1 78-2 79-2 81-9 86-8 103-11 105-7

number(s) 17-6 38-12 79-3 100-6

line(s) 18-12 32-4 63-13 71-5 74-3 103-8 115-1

song(s) 100-3 102-14 105-3

ZORNSETOND DI, FTil Marriage Sonnets (1-18) DAL (16~18) THID CTEEAIZE B
DY Iy b~FEL, £OHFITE (70~80 FH) THOLMEIZHDLDFHIDOWTIRAT, 15
(1-126) OOV IE< (100 FH) THUR4FE THTOFHIOWTHEY IKLIRXTNWD Z L1725,
OF V23 Dark Lady iBIZIE 1 FELENLRVOTH D, ZOEFHREEN, B OOFFEFFS
WCHFICERRMINC e o722 2L TV 5 E34E, HEAD Marriage Sonnets (27 2 D FEFHFE~D
HER, HTEORECHMOFADOBIGIZ L > TRE, BT, Wi, BEoMEzELEIX, #1DI
EFFOHFS EELFEH2 O O & L THIHW S TWZREO4S) (Time) 23, WEBIZ, ElE & L
TOFANDMOEES~DEREZRL ODTF =728 b> T, 29 LIZEEOELOHH
WY 725 TWVDDTIHRNTEA D D,

U KRR R ORMFOMB AT T\ D, BRI e GMBEIFIT(C) T35 A ¥ 7 7 — OB mFEF 1 (B
FREFEHBRBLT. oHFVELFHH) ), ETO Shakespeare DIEM DITH B13. Arden Shakespeare CD-ROM
(Thomas Nelson: 1997) (2 & 5, AF&D Sonnets 7> 5 D5 X Burrow (2002) DAJFEAIZ L 7=,

2 AREREEEH O KA SCTIE, K5 (2018) CVEIRIE=RE (1989) D RfEA S L T [V x>y MMEJHFD “I”“me”
DRFABETIERLS 747 var b LTIRAD ERRTWD, EHEFLALIY Ry MEI O 17 13, BHOFF,
YRy hOKENEEFETLHIRIEFABE THLIOENL, WEHOT TEHT 512, [V Xy b ZBRICHIZE
T 5 2 L IISCEFEIRFZE TIER V) (1989, p. 205) IXEVIBE TH Y, Mr. WH. KREFENHELRITNICHONT
D, BEROBKRZEE S, HEKZ2 S OIX—87R W 5T 5,
3ORBUIKRIRKRFZA L FR R BAR KRR T HECT—FE2BEL L, (ERLTHEWVW O THD,

15



WIZHLD2DIZ, BHED Y Xy h~DELBH D L 23 BH 6 BT/ * v hEET4AFHEZS
Baz TWBHZ & 45 song (X 100 FLABETRTUSEDNRNZ &, SVBRANEE TWDH
B, 4 verse 1T THLFEE LTHFET DL E, TLTHD 3B TE 1L1TIC, 4 B CHREITIC
INOLDOAFNEZ TCNDHI ETHD, ZHUTERF THENT & KRFT/RLEZ, RREOILFETIL,
T—VICHEDLOREVEEZRI TR IKINDEDTHY . BOICT —~PiEr, xEZICHER
DKDLDTHHNE, TNHDOBETITFHADT —~Z V%Y FZDHLDELERD, ZNHDH
BN DML A TSR 2,

KU AHDOY xRy b EfET46E L L OEhRE

4l %% | HEE AT

rhyme/rime 4 my barren rhyme 16-4, my rhyme 17-14, this powerful rthyme 55-2, this poor
rhymel07-11

verse 13 my verse 17-1, my verse19-14, my verse 38-2, my verse 54-14, my verse 60-13, this

verse 71-9, my verse 76-1 (barren), my verse 78-2, my verse 79-2, my gentle verse
81-9, my verse 86-8, my verses 103-11, my verse 105-7,

number(s) 4 fresh numbers 17-6, eternal numbers 38-12, my gracious numbers 79-3, gentle

HilE RLY& L numbers 100-6

line(s) 6 in eternal lines 18-12, these poor rude lines 32-4, these black lines 71-5, this line 74-
3, my lines 103-8, those lines 115-1,

my song(s) 2 worthless song 100-3, my song 102-14, my songs 105-3

450 line(s) \ZDOWTIEL, JAFDO L 212 TV * vy ME] Tik, ZEAOFEOHZEWRL CHEbNT
W5, AR THVRICEWS T2 ELS L )12, BRI HWE (antique pen) THEZZITe D72,

5

O, carve not with thy hours my love’s fair brow,
Nor draw no lines there with thine antique pen.®
(Sonnet 19, 9-10)

F 72451 number HbEFT [ OBERTHLHWOLALTWAN, ZIUTHEEETH D,

In things of great receipt with ease we prove
Among a number one is reckon’d none;
Then in the number let me pass untold,

Though in thy stores’ account I one must be;
(Sonnet 136, 9-12)

[T OBWTIIEEIE CRE T, UPTRBEOBEDOREFAEE->TWAZ EICHEA LY, #
I CRTIEY . MOAFNTHEEFARLN TN DM, EWEBRO barren, poor, rude &, %72
ELUWVEBED eternal, fresh, gentle, gracious, powerful 3% V) . WX A4FD 59 H THREZ D verse 1E
1 E gentle ([ZEMi SNDIENIIERFADM 2N EREL->TWD, EHIZIE, HODY Ry
FEBHOLNITHE L TWDDIZ, my X this B2 WEGEENERWEROERTFNCSZ WS, (g2
59 T OB ARG S ORI TdH D,
UTOHEHTIE [VRy ME] TY Xy FERTATIIAH S IBERFICER L, EEnEHR T
OFIZHNLINTWD A, HoOFRFEFFEFICH L TOFFADOEHREH S 2 LTV, FF
WCHEE L DILD DL barren, gentle, eternal Th 2, BH THIOICHED Y Ry h~DFENRH

4 EFIIE 100 B D “worthless song” X Shakespeare DEIF K 8 KRZ T T 2HeREB L TWD EE 2, BiExt
Gl Lo e hd, KARFEZ DO#1Z0R T Duncan-Jones DER (p.310) T “some worthless song” 13561795 Y % v
by BIZIZ 97 BN 99 BAF L CWDAMREMERH D L O & H > CTRITI A= (HE 12 2/), LT/ xR
v NEETAFEED 5 6 thyme OBGADKIIZOWTRAERLE 4 H TR S 5,

S ZDFFANDORTEINDBNLFIZONTIE, A7 v V=7 MO RBELT IFFADBBATIHEFFOT ¢
Shakespeare @ Sonnets & <> T 3 & LOIEHW, FITELS T L LTORE) [ZHEFmINTWD,

6 Z @ antique pen & O RIUT, FHFDOFFADNL ] DETH 106 RIZFFHT D, (Then, in the blazon of sweet
beauty’s best,/Of hand, of foot, of lip, of eye, of brow,/ I see their antique pen would have express’d/ Even such a beauty as
you master now. (5-8)). 723 % 16 B D “my pupil’s pen” (2D T OB LKA LD 2 HLUKEZ B,
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HDILE 16 T, Z ZIZIEAF barren BNALHND DT, BEWEKROERGNG, HILEFTO L
WRZ R CTITE 720,

§3 HT - BB OFAF  barren, poor, rude

%9 barren(ly) T 525, ETFHEITHELS & F1EY 280 2 FT7F Marriage Sonnets T 3 15z L ]
WHILDDITNRTE, 1R D BIRE T, RIFCTHEEI RV AZARED LHIRN DY
\ZM 2 C. perish, Borne on the bier (WfEIZFEENT / FEICH/= D). falltodecay & & HIThE
BE - PERE DOERY THATWD,

Let those whom Nature hath not made for store,
Harsh featureless and rude, barrenly perish.

Look, whom she best endow’d she gave the more,
Which bounteous gift thou shouldst in bounty cherish.
(Sonnet 11, 9-12)

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:
(Sonnet 12, 5-8)

Who lets so fair a house fall to decay,
Which husbandry in honour might uphold
Against the stormy gusts of winter’s day
And barren rage of death’s eternal cold?
(Sonnet 13, 9-12)

T.ZD3RCTIARE] DA A=V &TZTHANTIEE, HIOTARSD Y Xy MIF MK LT mybarren
thyme &, ~0D 7o TWNAH LI 7N, BMXICRE TN 2 &, FRORBARFFCLUIMIFFD 7
EENSMNETOES LEREZTFLON, &, ZOBEFAOEKREZEWT LD, DV RET
FET D5 TR < B EEREZ KEDRKIHRDOFFL, LEVWWVWDOTH D, ZHIEFE UATIC
.2 % death’s eternal cold DY eternal (251 ZkASLC, P CRMSN S BEHETHY |
HEZICEZWm LD,

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?
(Sonnet 16, 1-4)

FEAD Y R MZOWT barren Z WD DL, FEIXZ 27207 Tldeu,

Why is my verse so barren of new pride,
So far from variation or quick change?
(Sonnet 76, 1-2)

M 60 R A MR T TCHOZ OB E HWERHIZ, TRAOFHZ, it < F L SIIXRITHDT
HAHIM] EWVWIETFOARMIZEAE DN, ZHUT [H7elz— AMBEIZ (always, still) FADOFFO T —
Y ThOENLIE] &, —ANEHETDHSOFOZEE~OBAICT I EDLIOTH S,

0, know, sweet love, I 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:
(Sonnet 76, 9-12)
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TE455 rude 1 X rudely &5 0 THEH 6 BN D, BAFANLEORIC, TOEWITIE, £/l
Pl OREE 2HEBEDPFEBETHE CE 50T, RICH LS 11 RSO 5 6], 345 lines
ZERTT 25 32 M Cldpoor LILE LT, CEICKRITD, Tdh7e, OX D REWRIHER S5,

If thou survive my well-contented day,

When that churl Death my bones with dust shall cover,
And shalt by fortune once more re-survey

These poor rude lines of thy deceased lover,

Compare them with the bettering of the time,

And though they be outstripp’d by every pen,

Reserve them for my love, not for their rhyme,
Exceeded by the height of happier men.

(Sonnet 32, 1-8)

% L TAT84 and @ anaphora OB CHA R 66 & Tl 445 virtue DIFIFNXFE L7 > T D,

And guilded honour shamefully misplaced,
And maiden virtue rudely strumpeted,
(Sonnet 66, 5-6)

L Ui b EERMEABNTRDOE 18R ThH %,

So oft have I invoked thee for my Muse

And found such fair assistance in my verse
As_every alien pen hath got my use,

And under thee their poesy disperse.

Thine eyes that taught the dumb on high to sing,
And heavy ignorance aloft to fly,

Have added feathers to the learned’s wing,
And given grace a double majesty.

Yet be most proud of that which I compile,
Whose influence is thine and born of thee.

In others’ works thou dost but mend the style,
And arts with thy sweet graces graced be;
But thou art all my art and dost advance

As high as learning my rude ignorance.
(Sonnet 78, 1-14)

ZAUIFPTEA Rival Poet & & FRIXI D — 27275, 5 61T L 141TDHE TN D ignorance 73, £ LAtk
e < 5 84T & 12 17D (thy sweet) graces DD IR LIZ L - T, M WIS E LT, HHITF
DFTHY | TEHOEME - TE ) » TEZLRHOMER5F 25 (aloftto fly), fOFFANE
T 2ETIZR2T=OTHD, ROFZZHLIMET H, &) BE, DEV rude ITHEIII %
bNIXERDTHD, 7

§4 TE - EBOFEF powerful, gentle, gracious

B BB OBRFNZOWTIE, fresh & eternal ZFRE, Y x v M EfET4AROESNMGEE LT[V
Fv ME] THNZNEIC A TITE 720,

755 gracious 1L [V & v MME] T 6 FE 5, HBAICBUEDEHFELFOMIEIC I LT ER
WL, THEEZR 28] (sacred majesty) &9 RELEHET 5,

7 Shakespeare DD FFCELME TA Tl verse, thyme ZEHiT HIEAFNIZILL T DS DA% 5, happy vers (Timon of
Athens, 1. i. 21 (Poet), magic verses (Henry the Sixth, Part I, I. i. 27), bad verses (Julius Caesar III. iii. 30), rude harsh-
sounding rhymes (King John, IV.Ii. 151), dangerous rhyme (Love’s Labour’s Lost, . ii. 101), guilty thymes (Love’s Labour’s
Lost, IV. Iii. 136), bootless rimes (Love’s Labour’s Lost, V. ii. 64), scornful rhyme (Merry Wives of Windsor, V. v. 91), hard
rhyme/ babbling thyme (Much Ado About Nothing, V. ii. 37-38), truer rthyme (Troilus & Cressida, IV. Iv. 20).
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Lo! in the orient when the gracious light
Lifts up his burning head, each under eye
Doth homage to his new-appearing sight,
Serving with looks his sacred majesty;
(Sonnet 7, 1-4)

VT 2 KT fair(er), gentle, kind 72 EZMEDEIAR DR ZZF D AT L HITHWH T, £F
IR L T2 0562 2B T 5 CRT, 22 CH [FEDE FICH e, THEIZH D |
EWVIHIERENE TN D,

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.

(Sonnet 10, 9-14)

Points on me graciously with fair aspect,

And puts apparel on my tatter’d loving

To show me worthy of thy sweet respect.

Then may I dare to boast how I do love thee;

Till then not show my head where thou mayst prove me.
(Sonnet 26, 9-14)

WICHEN DA powerful (L2 BIDHT, HES5BTHIDOY 2y FE2BEELTWAHA, HEITT
% “the gilded monuments/ Of princes” 2> EHEDMHE IO BEREZZ THNTNWD Z LiX, kD
gracious D LTV D,

Not marble, nor the gilded monuments

Of princes, shall outlive this powerful rthyme,
But you shall shine more bright in these contents
Than unswept stone besmear’d with sluttish time.
(Sonnet 55, 1-4)

TEAGA powerful BNEDFKD Y T, TZoto b o ST E 8 ), JIIFEOETIE “supernatural being”
(p. 167) &R 47, Dark Lady OB ZfE/IZEZ TLE D W oW TEDbiILTWD Z & i,
EHOBIEKZZZD | %O gentle DFE CHUOEARTHZ LIZRD,

O, from what power hast thou this powerful might
With insufficiency my heart to sway,

To make me give the lie to my true sight,

And swear that brightness doth not grace the day?
(Sonnet 150, 1-4)

T, RS LR D DITEH 62 R ThD, LIELSERTHEEZ AR o72 gracious 23, ZE b d
5HINTFHNDOEDIEA THND DT,

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 I all other in all worths surmount.

But when my glass shows me myself indeed,
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Beated and chopp’d with tann’d antiquity,
Mine own self-love quite contrary I read;
Self so self-loving were iniquity:

"Tis thee, myself, that for myself I praise,
Painting my age with beauty of thy days.
(Sonnet 62, 1-14)

ZOEEOEIL. L, BHICMHBEOHZOH, FEVTOWENIZEHO LIZRS, B
ER—WT D LR EFFOBHOIETH D Z L PR 21T#H TH1 5, 5 51T “Methinks
no face so gracious is as mine,” [FADEIE EEHERBUT/RV] LD gracious & H B DEHDIEEIC
AW BERBLL, £ D face-grace & DXFK & 70 % face-disgrace DJHER~T OV IR L (1%
DHFEIVTRRE) TFXASN, RITVEFEOHEDELE L TWLHDE, 8 ZOEFHELO—K
AT, MIOTHSOR (YR y b)) 123 L TEAF gracious BAHNHNLDTH D,

Whilst I alone did call upon thy aid

My verse alone had all thy gentle grace,

But now my gracious numbers are decay’d,
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
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.
(Sonnet 79, 1-14)

51 UATEZ SHE—FRCRE O TRR— AR EHDNT & KD THT > TWIZEIZIE, FAOFFET
NEHORLS LWEEAEZIT T e, 7208, WEIL, FAOERHZRFFLRB EAZIET, bBHDD
RIS E H T DT T, 0 I TIHRIOREL, RS LWERE) & MR SRS
THRFEARLTORICHIEZ TWDH, 5 2 17D thy gentle grace 23FADFFIC grace % 5-%2 T my
gracious numbers N K7D TH - T, HHTIERWE TS ZT DRI TWEDIFE, 2F0V 2D
my gracious numbers & V9 REUT AT & Bp o> T, & - RBFORBTITRNWZ LiZkhsd, 2
TSI B2 barren <° rude DL FOBERA YIS TS Z L LWL, Y =2A 7 AT
B HZOFFOEFFAITMOLOIET 2> T o Z L2 BbE 5,

TEAGA gentle 1ZEF 1412 1S EHN DS, F 8l & 100 2 Y % v M &I A ZEM L T
HDT, TIUTHATT HHBIEFTICER L2V, B 5 BTk, ftodolnboeTL L bic
XHFELIET ROEXLWANEY ) ZREPEREE L TRIET I 2B 5,

Those hours, that with gentle work did frame
The lovely gaze where every eye doth dwell,
Will play the tyrants to the very same

And that unfair which fairly doth excel:
(Sonnet 5, 1-4)

FI0RTIE FEBE IRV EFECHY, LOTOMELAEZ ELWE] ITH2 5 X o1RT,

8 face(s)-graces(s): 17, 6-8; 94,5-7; 132, 9-11. face(s)-disgrace(s): 33, 6-8; 34, 6-8; 94, 5-7; 103, 6-8; 127, 6-8.

O [yry MEDEWSUE 1986.p. 111, LRAIZEHFB LT (RTINS RI-OE&ERMIZT X TREX T\
/ LML, A TIEROBDICHRNIFFbEE 2K p.83) & M) I— L TERY ., FEEKEIL TFOFF
720D, BOERARD SHEME LTV L, WERHKOFFIX, ZOH TSI bELE T (p.160) &
AR, my gracious numbers O EEEM: A FR TR L TIEW R0,
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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:

(Sonnet 10, 9-12)'°

ZOFEI0RET [V xy ME] THIDTAMMRALTI T & 45 love NHELT 5 Z EITEFEE L TRULY,
% 20 B CIIA 4 72 30A] “master mistress” TEFHEITIFOENT T, LD X O REEFFOH 271X
MELWEZZA] 2HoTWAEAS i,

A woman’s face with Nature’s own hand painted,
Hast thou, the master-mistress of my passion;

A woman’s gentle heart, but not acquainted

With shifting change, as is false women’s fashion;
An eye more bright than theirs, less false in rolling,
Gilding the object whereupon it gazeth;

A man in hue, all ‘hues’ in his controlling,

Much steals men’s eyes and women’s souls amazeth.
(Sonnet 20, 1-8)

ZOE 2 WATH TIX, £D X 5 RBLOKx 2 2R HXFEN BoH 2 %A FIfHTICL)
TOLEMRETHTZT) & [5G O A—URNHEIN-% T, % 40 5 TIEA4 72 oxymoron Y
FH MEBELWEA] EEFECFCHTLIOTHD, FADL, BEEARE D 212, FFADEAN
FCHRAUTT% gentle LIERLTWHDTE, 1

I do forgive thy robbery, 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, 9-12)

ZORUYDOEEDLERT, [Vxy ME] R THO, SEIETZ OB AL TRIT T
bivs, MELWEGID | &, DA powerful & Dark Lady (Z[AIT TOH D572,

Love is too young to know what conscience is,
Yet who knows not conscience is born of love?
Then, gentle cheater, urge not my amiss,

Lest guilty of my faults thy sweet self prove.
(Sonnet 151, 1-4)

ZDZHO@ oxymoron FIRBLN gentle DEME, MFMELZREL TWRWEA D )3, 5 81K & 100
BORIZE X 2 gentle 13, ZOHEHZ XFFT 5 X972,

Some say thy fault is youth, some wantonness,
Some say thy grace is youth and gentle sport.
Both grace and faults are loved of more and less:
Thou mak’st faults graces that to thee resort.
(Sonnet 96, 1-4)

EFEORBEELANT —~ORBTIL, % 1 WATEH T, 4 grace(s) &XIFEDRIFED fault(s)
233 [E#VIRENT, HEOELRLERKEDRSTI RO otzfMb Lk E R LT 5,
[V x> NME] TiE, gentle & grace/ gracious 23ITHE L TEDN AN H D Z LiE, I LT

0 Tyxy MME] T love &IEERERKT 5 DIL prove, approve, remove, move, above T, prove 2% 9 [B] & BE3r>, %
OPBFINRE 10 T, WEBEO 2B THLIERET THND, M FEKE) OBRIZOWTIEHKENI/RSET 5,
Nz THEROA A— O] ICOWTIIRBE L TFEI I CEREZ T -,
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725 79 FR D “thy gentle grace” MUK R L TV D,

WDHF 8L RIE, BLRFE ISROIBEOERTHY CGESHITHLD)., HOLDOFTOHFIZEFTF
DEZLRE-EDLHZ ETHEN) Blil-O4R1%245%., KiED SO EF 5| “Yourname from hence
immortal life shall have” & shall 2325 Z S IZEFEHR L7zvy,

Or I shall live your epitaph to make,
Or you survive when I 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)
Where breath most breathes, even in the mouths of men.
(Sonnet 81, 1-14)

ZORTYH, BEFOLFTD ZITFEOFTH immortal (2725 D TH D, &) KEMEOHKZ “my
immortal verse” & X F T2 “my gentle verse” (L > THrg L TWH D7, JE4E  immortal |X
P TZ ZORTHND D, AF] monument (I 55 & 107 RIS H I, 5 55 RIFSEICIIHL
72 & 91T “Not marble, nor the gilded monuments/ Of princes, shall outlive this powerful thyme;” & .
81 D 117 H @ epitaph [EAREE | (2SN D TRELARLESAOTEM ) L VRO NRNFHTE E
KAEEFSELI] L shall ITEDREIVRISNTEY % 107 BORK 24T# TS “And thou in this
shalt find thy monument,/ When tyrants’ crests and tombs of brass are spent.” & ' 1 v MENRELEHFHFED
R/ monument & FEIZALTC, shalt BFFADREZRLTWNLDTHD,

FSRO REREoTe (Hplz&vd) ELVWANEYZ, FITHAOBIRT D) dWwWoTF—~, %
L CE ZICIBAF gentle DEFENTNDZ LN, 5 81 B CTOWRE, ZOY Xy MREFFOE
MR L 7R VREERR & 72 D WTE S SCB L TEWRWEAS 9 5, 55508 L 55 81 B O gentle [%,
THATT 2D MELW OEKRTIERNL D7,

Those hours, that with gentle work did frame
The lovely gaze where every eye doth dwell,
Will play the tyrants to the very same

And that unfair which fairly doth excel:
(Sonnet 5, 1-4)

Where art thou, Muse, that thou forget’st so long
To speak of that which gives thee all thy might?
Spend’st thou thy fury on some worthless song,
Dark’ning thy pow’r to lend base subjects light?
Return, forgetful Muse, and straight redeem

In gentle numbers time so idly spent.

(Sonnet 100, 1-6)

ARBIZR 25 “some worthless song” 1X, EFIIHDITT A NAFEADIEEIZ L TS E--> T
T FADBHESD Y F v FRIWESORELXMO KA e e 2 & 2R~ TV D LT, Bl
PR EAFE LT, FFADR Y Ry D ORENTEWRICET LR O Z L 25> TV H Db A
ey, 2EFhUE, “gentle numbers” 155 3 17D “worthless song” & xfbhlZ Ko T [RRIZAFF

12 Katherine Duncan-Jones /% “some worthless song suggests either that the poet has frittered his energies away on other
verses, or that some of the preceding sonnets, such as 97-99, with their seasonal preoccupations, constitute a deviation.
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NAOHEETIE R, BEOANCHRT D Z ENTEX 25, [BERFHT) & LrENRWEA 9,

§5 TUZFA fresh & eternal DEFHE

TR ZIC, b EE S Bb 2 A eternal O % fresh & ORFETR-V., £ 154 BT 5 5F
T6 lﬁlfﬁﬂ’bé D eternal |Z OV CIEFEEE DR L CT—HEH LTV AD (BFI2 2931 —), 2T
EHEIIRD X DTk,

# 18 B CTHRSBEF SN TWE Y Ry hdKiENEZ £ (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. (11—14)) . EiXV xr v FNED
RBaSn-EETHDEZ &, ZLTEOEOHTRHA, EHEF. V3 v MEOBRAK
BB LTS MBI SN D, Tl T=0—1K) OiEzfE > 2613 &F
ARV Xy hEAWTEHEFEEAHBET L2200, HELE KL LEHARY, TDE
EMT DY), ZTOEMEEREERT LIy Ry MEOBEVEDDLIDOTH D,
ZOEWRTY Xy MREIZIZFT VT A FDEFFEL, TNERT T LU Z FOFFANRHK
bmrw5®ﬁomuﬁkk%®/%/%i MIZHE LWEFELHE T 2R O

G| HHFOERMEOAE S E O TR Z S LIFFADR, ZO ZANDEFHLEFFF
ARG LE LTHLD Y Ry MEIZOWTH I, DEVFHIDWTOF, A XK
iA@% IEML TN DTH D, (4 2025, pp. 31-32 )

[FEA. XFFE, VXY MEOBBRBREICELL T Z &) LITE ST, F—iFm#EY
LOEIfEr~ ez, [F— Eﬁﬂﬂﬁé%®%%%?é’kﬁﬁ%éhfuéoSw&4m
T, ke AEBOBROIBEFNETTY Ry NEET IR 2B bomfEE Rl-n, Y Xy
h & fEH L 72 RpCI3Ye1T9 % headword D328 25210 T, #HmIE Y OEKR TIER < o Tz,
B - BBEOMOERFNHE < HDHH., eternal |E powerful, gracious, gentle & [ZEEANE D,
eternal |3, KDJEMTH > T (=immortal, heavenly), temporal, ephemeral, earthly, mundane, mortal
R NERFEDOZHEICHN LD NEFETIEAR, T3 “my gentle verse” “my gracious numbers” & &
DTN, MENT 1 EE S my eternal line(s) &IXF > TRV, 9T Z ORI 2 EHi L T
WATEA DD, FIHIT eternal 23BLIL5H DX Marriage Sonnets D 13 &, ZOFEFEFF-T2 o
T VEEDRFEIRE T 12 S T BRI L > THHERTH Z L2724 90, EMVWT 5,

Who lets so fair a house fall to decay,
Which husbandry in honour might uphold
Against the stormy gusts of winter’s day
And barren rage of death’s eternal cold?
(Sonnet 13, 9-12 47) 13

Z I THNTEDOESDOLITE 18 BT 3 EDIRI L5 summer TEICHA I, 3 EHIZIX
“thy eternal summer” & TS & | eternal IZEEAi SN THFFEOL I & —KLT 5,

Shall I compare thee to a summer’s day?

Thou art more lovely and more temperate:
Rough winds do shake the darling buds of May,
And summer’s lease hath all too short a date;
Sometime too hot the eye of heaven shines,
And often is his gold complexion dimm’d,

And every fair from fair sometime declines,

Whatever worthless song refers to, it can surely not be a play.” (p. 310) & JETIRXTWB A, EFHIL, F9RITL b2
<. HBIT-8H, FTHEFTHEOMEZELS Y 3y M, FHIOA L 7 7 &2 T2 0 ENTFF ST %,

13 Shakespeare 13584 [KEDIRY | LRBLL, A47 Hamlet DIMEAF D “To die, to sleep” (Hamlet 111. 1. 60 ) LA
SMZ % (“The mortal worm might make the sleep eternal;” (Henry VI, Part 11. ), “eternal sleep” (Titus Andronicus 1. 1. 155, 1L
iv. 15), ROV % [FEOFE2OHL) & HF 5 ( “Which by and by black night doth take away, Death’s second self,
that seals up all in rest.” (Sonnet 73, 7-8)) 72 EIT RSN TV 5,
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By chance or nature’s changing course untrimm’d:
But thy eternal summer shall not fade,

Nor lose possession of that fair thou owest;

Nor shall Death brag thou wander’st in his shade,
When in eternal lines to time thou grow’st.

So long as men can breathe or eyes can see,

So long lives this and this gives life to thee.
(Sonnet 18, 9-14 17)

ZOXEHT, FBIMTEHOHD L&DV I eternal ZE X, HHO Y F v MIERF eternal %
WD HTIZ “thy eternal summer” Z BTV D OIE— L, JEIC LT gracious DIGHE LRI UIEAN, 2D
BIORTIE, HETHLEFFOEME - EFUCL - T, TNEMRE H LT HBONDOFELD ML
DEEDEORBICRDDIZH L HEEEFUT—FFDO LD LW ) KBEOH 2 WITHONEN D,
FAIZEDLDO Y Ry FOFTHEEDEZKEIZET & OREZ/RTIZDIZ, ST “thy eternal
summer” ZE X, TN - BB L2 5700 K 9 “my eternal lines” & OFRBUIRET 7= L 9 72,
HODY Ry hA~OFKITEF T 16 K THIO THLIL, “my barren thyme” & W I JETH D,
< 317 R CIEFEEIT & &HEATIC my verse & myrthyme DFEFRFE S HL 2 13 % > T epanalepsis 1
EERY, TOASDY Xy NZEPRROT—~&RoTnD, B 16 Borb 18 BIZBWTHEA
Ty xy hTY xRy Faim L TWDH DI,

Who will believe my verse in time to come,

If it were fill’d 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 I 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 (vellowed with their age)

Be scorn’d like old men of less truth than tongue,

And your true rights be term’d a poet’s rage,

And stretched metre of an antique song.

But were some child of yours alive that time,

You should live twice; in it and in my rhyme.
(Sonnet 17, 1-14)

Z D 61T “fresh numbers” &%, JIPEZRIETIE x4 & L7EFR (p. 92) 7228, % 34T tomb @
A A=V T D HDTIEZR WD, 2 (B8R 134 T, FICIIMBTEEBLNH 507208, T5F (4B)
IFAEZTND] T, YA KRR TIE T3EIFAT) VT L E 9 (So should my papers yellow’d with
their age (9)) 73, TOHITIIEFTFOHY LHOERBEDLLTIZ (&) FEoTnpHe, M

Z OB fresh b ZERE D= TIXZv, FEAS 1 B D “Thou that art now the world’s fresh
ornament/ And only herald to the gaudy spring” 23, EHHFZ HOEXM0 | EHEL, HidH3
RTIE, 4726 21T, BICMDZOEFEZA KT LABREL T fresh Z VT 5,

Look in thy glass, and tell the face thou viewest
Now is the time that face should form another,
Whose fresh repair if now thou not renewest

Thou dost beguile the world, unbless some mother.
(Sonnet 3, 1-4)

ZLTE 1 BTIEHEO fresh ZEFENDE I T DX THOBRICE - T, (DAt MEZ W
B DT NENME S XN TNE | LD TH S,

4 ZZ @ fresh OFEMIL, OED fresh I11.10.b. New, novel; not previously known, used, encountered, etc.; invented or

introduced for the first time, original, innovative. [-2FE D FLOFT LWFFOHT) &b &b,
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As fast as thou shalt wane, so fast thou grow’st

In one of thine, from that which thou departest,

And that fresh blood which youngly thou bestowest
Thou mayst call thine when thou from youth convertest.
(Sonnet 11, 1-4)

ZOEHTHATT D 3 FIO%RTEHEANE L OFFOERIT fresh Z#HNTWD DO THILX, “fresh
numbers” & XHUZ DI LWER), [E2 LWER 1E00 THA S IZ 1372, THRl-0EZXE LD
) [(EBWERICHRT-OFNEERED) RO TIZE LVFHT) OFE AR 720,
T, eternal |[ZRILE, R TSHEILOHBILRZWZORRFZFANEH LD Y F v MIOWT 2 EHW
SNTWVHDIE, botERHINTEY, 38 MICTHBWTE “eternal numbers” [XH HD Y R v
MEZFR L2, FTAO my Z D720,

And he that calls on thee, let him bring forth
Eternal numbers to outlive long date.
(Sonnet 38, 11-12) 3

e eternal DF 4 FIIEE 1 FIE S LT, [KIEDOIE] ITAWVWLNTWS,

When I have seen by Time’s fell hand defaced
The rich proud cost of outworn buried age,
When sometime lofty towers I see down-razed
And brass eternal slave to mortal rage;
When I have seen the hungry ocean gain
Advantage on the kingdom of the shore,

And the firm soil win of the watery main,
Increasing store with loss and loss with store;
When I have seen such interchange of state,
Or state itself confounded to decay,

Ruin hath taught me thus to ruminate,

That Time will come and take my love away.
This thought is as a death, which cannot choose
But weep to have that which it fears to lose.
(Sonnet 64, 1-14)

ZOFBARBIZONWTIZURIOFE T e ¥ = 7 MO T AU TEF O “When I have seen”
D3 EORYIELOEEBLEL T, TOX Tk,

ZO 12 {TOFHEEMRICE P NTEAL S 4172 Time 7% epanalepsis @*%L’CE E
kbfﬁ%éﬂfw.mﬁ@rﬁ( K DA DB EIEB | ARG D720
W%@%ﬁﬁwmnﬁ4@@Dﬂéﬂfwé@@%%?ﬁmmmiﬁkﬁéW%
Time (355 12 /T 147, % 1047, % BATICH D RS, 5§ 64 R TIEEH 117L
B2 ATICEN T, &b aAiALAEE | (envelop pattern) 720 L, [B@FEAISIE |
(epanalepsis) &9 RENZ U THEFH I ATV D ... BIHO “Times’ fell hand” DA A
—JVIH 12170 “take my love away” ([ZE&A3 > T, [REOMFOEEE 2 FIZ L - T, FA
DETDHADENELNDRE] LW FREZEAES, (2021, p. 11)

ZDOXEIFENE, BARIT love 12X L THWAREIZ, AR eternal 12X > T [£HFFEDOE] %/
YD, TVxry ME] um%mﬁnéemmlﬁfﬂ@@ﬁj&w5%~v%ﬁbbfw5@
LRI TEAE fresh SRR LTV A TIZARWD, @R 129 LT, KEOEIIZEDOHEERED
Khlbbo0, BWLARWY, b EREMNILNTT. WTFIUIN TR ENL ML XU
LT, LA, BFEEBONEEIILEZTTWDETHIERSED)

15 “cternal number(s)” 1% OED T 1 FIHBIAEREE I TV D
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So that eternal love in love’s fresh case
Weighs not the dust and injury of age,
Nor gives to necessary wrinkles place,
But makes antiquity for aye his page,
(Sonnet 108, 9-12) '©

Sl RLTZH 17 D “in fresh numbers” &9 FEIZ L AATT 5 Z 2@ “in (love’s) fresh case” 134H
IRTZA D I,
AEFE Ty =7 MO R LTI, [EHFFORBLELI RG] LoV xy b () &
WHT =AW HNT, H 18 FHHIY EFoTWnDA, 105K EDOET [HLC—>20
ZEEESLEVOAR] ORNLELRINTWVD, L LERIL, KEmcEETs7—~ [TA
Wl LTois () 12 ST, £ “eternal love in love’s fresh case” % WO F THIHEW
Kaw (YR N) OFTKEBOEORMMRIEND] LEVTEVOTHD, ZHUXERABRE ST
BAHI D, TZDH 108 FITIX, LD eternal 732 FEHBLL TR ONITKIEDOE 2 FH 18 F Lt
RTHIUL, FFEF TOFAOBMRAOERE, EHEZ, Mz C I 2500, 18
[varxy MED THAVRBEOY Xy Mt L THWLEATNL 2 fid D | #fk - BTN 0 barren,
poor, rude, worthless & H 24 « €2 (D fresh, eternal, powerful, gracious, gentle (DJIH) TH 5, 72
FT—2DRMTH DN, P TOZNGEEGFOMEHSCIRZ RAuX, fk - 8T OREFITX
Lo TEY ABE-BEOERFL AT T AHEHBINOZITTEROERZ R L HE fresh
& eternal DAL, FEANTFHCEFFEOS SXLHEZBS Z LT, OF D FOZENFOME %
O TNDZ EaRTI2OI, FrAKEO my 21T 5 2 L ZBET - L R THhWnEAH,

| death (13) youth / sonnets (18) sonnets (38) death (64) love (108) |

JE&G eternal 1% [9E=4&] [#HX=8] [§§] ~& headword 4%z C. FHE. EHHFE (mylove) &
HWNED B OESWFZ S RBIZEN T, &EIZ 5] (love) LR DWNWTHRDLDTH LD
REOWAUZH D 2 T ANILT AR D08, KZEICHDTHUEILWEFHO DITEI L ETHDH, £
AUTH DR VRN TN E S | 5O TKIEICKPD LOICEHEY . 2 [V xRy ME] OB
H2 T —~ThH-oT, BRI EEMOZLEZN, HOoD Y 3y M EEMT HEEFDOES T
DILHIMERICE T, BEDOY Ry MEOKIEE~DAE LENRIRENTND DT,

Rival Poet & CRE MNIIHHFDFET great & WD TEARFZ AW TS, ZOMmB D% TIX, E&HITIT
Z OFERFADBURIGEEE OFERE, BEEOEK G 72 < DT “That’s great” @ X 9 (28,

Was it the proud full sail of his great verse,
Bound for the prize of all too precious you,

That did my ripe thoughts in my brain inhearse,
Making their tomb the womb wherein they grew?
(Sonnet 86, 1-4)

HFFOEFR CTHATHAME TS Shakespeare DFFZ 9 RF, 1 720 DR THAUX Venus and
Adonis x> The Rape of Lucrece TI1X72< [V x> ME] 18 FEN 116 FEEFHLLTHA D, H£H
(IS B &g« BEEDRW DD D DTEN I 18 FCH 116 FeDh, RBICR T 21

16 “ecternal love” 1 Lover’s Complaint @ 238 17 (55 34 1) (2% JL 2, Shakespeare D47 remove & JHIERZ B L T
V%, Twelfth Night V. i. “A contract of eternal bond of love”

7 ZORBUTOW IR TE O 2 e ERD B 523, JIFEIZ L 2 F & DIZIE “inits state of always being fresh”
(Dover Wilson), “in the youthful exterior of the beloved”(T. G. Tucker), “expressed in a form of words that never loses its
vitality” (Ingram & Redpath) 2B/ SN TW5 (p. 142) ,

8 JEAGA eternal OFANCOWTIE, KGO R L THIER L, 2 Hik - Tirim L T\ 2,

P ZhZEERO DA D0 & 20200 FIZHTTORFHREKMT > Y b O—EifRTO Y v b b 05 R 2
T FER. Golden Treasury, The Oxford Book of Sixteenth Century English Verse (1932 ed. By E. K. Chambers), Sonnets;
From Dante to the Present (Everyman’s Library Pocket Poets: 2001) % #1241 19 fibfd, 20 ##d, 21 oMk & L
THRFEESEIIE, 530,106, 116, 146 FH 3 FIT, 5 18,32, 53,60, 66, 73, 129 &3 2 HIZH@IZE SN TV 5D, %
FRERANOFAMTILH 30REFE DB RERVGAETH DB 50T, ZNONEEICHEIIEONATHTE LIS,
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I —FERTE W, Bk _72 k512, FFANHE L OFFCEMAIC /Y | i U Ciam & R
L7=DIXF 16 D 18 ., MDD 18 ffi CEAF eternal 23H O DFFA BRI T/ < L TH]
D TfEDIL, IRWT 70 BHHED 80 FE THEPAICRILT, TOHE 2 & b5 9 X Dark Lady
MW CF 127 BRLE) ~DOBATHI, 100 BFEICHKEDFMNDEN SN TWDEIDOTH D, TOMDE Y
SORIFE 16 KT HEREDLLIOE R TEDLLIEIIEOETII/ZR ] EORENARIRS
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Embodied Rhetoric and the Culture of Fear:
Terror in the Art of Noh
Gerry Yokota

Introduction

Recent research in online discourse calls attention to a rapid rise in the trend toward hostile polarization (Bail,
2021; Klein, 2023; Ressa, 2022). Analysts identify a phenomenon they have come to call a “culture of fear,”
with online discourse communities increasingly troubled by extremists who dominate a wide range of spaces,
posting divisive rants that drown out and drive out moderate voices (Linke and Smith, 2009). How might
attention to the power of embodied rhetoric serve as an antidote to this escalating alienation, dissmpowerment,
and despair?

To explore this question, in this study I examine a selection of plays from the fifth category of Noh drama. I
choose to focus on this dramatic genre due to its characteristic art of embodiment of psychological states
such as fear. I choose to focus on English translations of Japanese literature in the hope that the bilingual
juxtaposition may not only shed some light on cultural differences in the use of embodied rhetoric but also
challenge the xenophobic toxicity that comes from monocultural education, experience, and values. This
group of some fifty plays commonly features the conquest of terrifying demons. As a traditional performing
art that has been regularly performed for over six centuries, Noh is a precious source of perennial wisdom
for dealing effectively with the universal emotion of fear of the Other.

The Social Context

As a scholar with privileged access to academic resources, I believe in the potential of applied cognitive
linguistics as a powerful tool to aid in the development of effective rhetorical strategies for discursive
intervention in contemporary social issues. Currently, I am particularly concerned about rising xenophobia
around the world, such as the violent overreach of ICE in the U.S. (Ray and Sanchez, 2026) and hate speech
and violent acts against immigrants and minorities in Japan, such as arson in the Utoro community of ethnic
Koreans in Kyoto (Goto, 2025; Tomita, 2026). Over the years, I have found the art of Noh to offer deep
insight into issues such as the representation of gender, and poetic language that has the power to move
hardened hearts. And so, I have been prompted once again to take an interdisciplinary approach to Noh as I
seek to formulate a response to news about issues such as racism and nationalism, a response that might
promote more mindful, nonviolent communication about this disturbing issue.

Analytical Approach

Because cognitive overload is a prime factor in the desensitization that leads to dehumanization and
xenophobia, I have high expectations for the application of the concept of embodied rhetoric. Philosophy in
the Flesh by George Lakoff and Mark Johnson was published in 1999, but is still for me the fundamental
classic in the field, and I believe it is worth revisiting in order to refresh our grasp of its paradigm-shifting
premise, definitively disproving even the slightest possibility of a Cartesian split in the workings of the
human mind.

Philosophy in the Flesh opens by declaring three major findings of cognitive science.

—The mind is inherently embodied.
—Thought is mostly unconscious.
—Abstract concepts are largely metaphorical. (Lakoff and Johnson, 1999, p. 3)

Even the simplest primary metaphors are clearly based on embodied categorization. As Lakoff and Johnson
remind us, “Even the amoeba categorizes the things it encounters into food or non-food, what it moves toward
or moves away from. The amoeba cannot choose whether to categorize. It just does” (p. 17).

Because the act of categorization is also closely related to dehumanization and xenophobia, as we sort our

fellow human beings into who belongs on the inside and who belongs on the outside, I find the art of Noh to
be a promising source of wisdom precisely because it brings centuries of tradition to bear on patterns in our
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perception of others and our treatment of them. As Naomi Klein writes in her 2023 book Doppelganger,
“Performing and partitioning and projecting are the individual steps that make up the dance of avoidance" (p.
323).

The Basic Corpus

The classical repertoire of Noh is traditionally divided into five categories, generally based on the nature of
the main character. The five main character types are deities, warrior ghosts, women, real-life conflicts, and
demons. The demon plays of the fifth category are traditionally divided further into five subcategories
according to the type of dance performed by the main character. The major trends in each of those
subcategories are first summarized here.

The 23 plays in the hataraki group feature dynamic mimetic action such as warriors battling with monsters.

The 18 plays in the semi-hataraki group feature relatively less dynamic, though no less intense, mimetic
action such as Buddhist priests overcoming demons with prayer.

The seven plays in the haya-mai group feature concentrated expressions of human nobility.
The two plays in the taiko chiinomai group feature light-hearted actions of benevolent spirits.
The three other unclassified plays feature benevolent supernatural spirits.

Limitations of space prevent me from treating the full fifth-category corpus of 53 plays, and so I have
narrowed it down to a group of 12 significant plays based on two criteria. The first criterion is the incidence
of the common disembodied noun osore (fear), verb osoruru (fear), or adjective osoroshi (fearsome). These
expressions occur in 26 plays. I further confine my attention to those plays that are available in English
translation, with the rationale that analysis of the choices in translation of significant terms may lead to some
additional insights about multicultural expressions of fear in intercultural communication. Here I give brief
summaries of each of the 12 plays in the resulting corpus. The plays are ordered and initially treated according
to the dance subcategory, in alphabetical order within each subcategory, as they are introduced in Komparu
(1983). There are five hataraki plays, five semi-hataraki plays, one haya-mai play, and one unclassified play.
Quotes from the original Japanese are based on the online database UTAHI: Digital Corpus of Noh Plays,
edited by Takahashi Yasumitsu.

Summaries of the Five Hataraki Plays

Act 1 of Tkarikazuki opens with a traveling priest come to Dannoura, where he meets a boatman who tells
him about the exploits performed by Taira Noritsune at the Battle of Dannoura. In Act I, the ghost of Taira
Tomomori, the elder brother of Noritsune, appears together with the ghosts of Niidono, grandmother to the
child emperor Antoku, and her lady-in-waiting. Together, they tell the tale of how Niidono took the life of
Antoku together with her own, as advised by Tomomori when the Taira clan lost the battle. The ghost of
Tomomori then recounts his own suicide by drowning with an anchor.

Act I of Kokaji opens with an imperial envoy who calls on the swordsmith Munechika to commission him to
make a sword for the emperor. After Munechika prays at a local shrine to the fox deity, a mysterious youth
appears and promises aid. Act I opens with Munechika preparing his forge, whereupon the fox deity appears
and helps him make the blade.

Act 1 of Oeyama opens with Minamoto Raiko and his companions disguising themselves as yamabushi
priests for an imperial mission to Oeyama to conquer a demon that is terrorizing the capital. The demon first
appears to them in the daytime in the form of a child, but in Act II, the warriors surprise him at night, when
he appears in demonic form, and slay him.

Act I of Shokun opens with an old Chinese couple lamenting the loss of their daughter Shokun, an imperial
concubine, who has been presented to a barbarian king in a diplomatic exchange. In Act II, the mirror they
have set up in front of a willow tree she planted in their garden as a memento at parting magically reveals the
images of Shokun and the king, who bemoans the demonic appearance of his reflection.
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Act I of Tsuchigumo opens with Raiko on his sickbed, visited and then attacked by a priest who turns out to
be a demon in disguise. Raiko defends himself with his sword and the demon retreats, leaving a trail of blood.
In Act II, Raiko’s followers track down the assailant and kill it.

Summaries of the Five Semi-hataraki Plays

In Act I of Kumasaka, a traveling priest meets a local priest who offers him lodging for the night. The host
turns out to be a ghost in disguise, the spirit of Kumasaka, a violent robber who was slain by the young
Minamoto Yoshitsune when he attacked the party Yoshitsune was traveling with. In Act 11, the spirit confesses
his sins and begs for the priest’s prayers.

In Act I of Kurozuka (also known as Adachigahara), priests traveling through Adachigahara beg shelter for
anight of a local woman. She lets them in, and then after responding to their request to show how her spinning
wheel works, says she will go to gather firewood as the night is cold. She asks them not to look in the back
room, but their servant ignores her and discovers it is filled with corpses. As they try to flee, she returns,
transformed by rage at their transgression, but is finally overcome by their prayers in Act II.

In Act I of Nomori, a traveling priest meets a field watchman and asks about a nearby pool of water. The
watchman replies that it is also known as the watchman’s mirror due to its reflection, and that a local
watchman once used it to help an emperor on a hunting expedition recover his lost hawk. The man also
explains the legend of another mirror that is actually used by a demon who appears as a watchman by day
and a demon by night. In Act I, the demon appears with the mirror, which reflects all corners of the cosmos,
from heaven to hell.

In Act I of Nue, a mysterious boatman tells a traveling priest about the legendary monster that once haunted
an emperor until it was slain by the famed archer Minamoto Yorimasa. In Act II, the spirit of the creature
appears and re-enacts the agony of its death.

In Act I of Sesshoseki, a traveling priest is warned not to approach a rock that emits toxic fumes. The woman
who warns him tells him that the rock is haunted by an evil spirit who once took on human disguise to attack
an emperor. In Act II, when the priest says prayers for the evil spirit, the rock splits in two and the demon
appears. Pacified by the priest’s prayers, the demon promises to do no more harm.

Summary of the Haya-mai Play

Act I of Matsuyama Tengu opens with the poet-priest Saigyd, who has traveled to Matsuyama to pay his
respects at the tomb of the Retired Emperor Sutoku, offering a poem in consolation. When he asks a local
man about Sutoku’s final days, the man mentions that the exiled emperor frequently fell into a rage at the
injustice of his punishment, and those fits of rage attracted goblins called fengu. In Act 11, Sutoku’s ghost
appears to express his pleasure at Saigyd’s poem but then is again possessed with rage, until a host of tengu
appears to comfort him.

Summary of the Unclassified Play

Act I of Yamamba opens with a dancer on a pilgrimage. When night suddenly falls, the dancer is offered
shelter by a woman who asks her to sing a song about a mountain crone, the performance for which the
dancer became famous. In Act II, the real Yamamba appears and performs a dance demonstrating her life in

the mountains.

In the next section, I will trace the incidence of a primary keyword related to the theme of fear and begin
tracing its varying function and significance in this small but diverse corpus.

Primary Keywords in Context
For the initial categorization of the incidence of the primary keyword cluster (osore, osoruru, and osoroshi)

in each of these 12 plays, in this section I provide the context for each instance, to be followed by an analysis
of trends.
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Fear in the Five Hataraki Plays

In lkarikazuki, the adjective osoroshi is used twice. It is first used in Act I by the boatman to describe the
dangers of the local sea (osoroshiki tokoro). It is then used by Niidono in Act II to describe the fear she sensed
in the child Emperor (sasuga osoroshi to oboshikeru ka).

In Kokaji, the verb osoruru is used once, by the youth in Act I who appears to encourage Munechika by
recounting legends of famous demon-quelling swords (moryo kishin ni itaru made tsurugi no yaiba no hikari
ni osorete).

In Oeyama, the verb is used once, and the adjective is used once, both in Act I. The verb is used by the chorus,
speaking for the demon asking his guests not to fear it (osoretamawade ware ni nare). The adjective is used
in the following line as the demon tries to further disarm his guests by saying he was afraid of them at first,
too (osoroshige naredo narete tsuboi wa yamabushi).

Shokun contains the highest number of incidences of the primary keyword, a total of six times. The adjective
is used four times and the verb twice, all in Act I1. The first three incidences of the adjective are exclamations
by Shokun’s mother at the sight of the king, who she fears is a demon (osoroshiya oni to ya iwan omokage;
meido no oni ka osoroshiyas; sugata o miru mo osoroshiya). The next two incidences, both verbs, are spoken
by the apparition of the king, who expresses sympathy for the mother’s fear (somo osoruru beki; osoretamau
mo ara dori ya). The last incidence, an adjective, is chanted by the chorus for the king, when he looks at his
own reflection in the mirror and acknowledges how frightful it is (osoroshikarikeru kaotsuki kana).

In Tsuchigumo, the verb osoruru is used once, in Act 11, to narrate how the warriors succeeded in slaying the
demon by catching it in a moment of weakness, its fear at the flashing blade of the warrior’s sword (¢surugi
no hikari ni sukoshi osoruru keshiki o bin ni kirifuse).

Fear in the Five Semi-hataraki Plays

In Kumasaka, the verb osoruru appears once, in Act II, when the chorus narrates how Yoshitsune showed no
fear (sukoshi mo osoruru keshiki naku).

In Kurozuka, the adjective appears twice, in Act II. In the first instance, Yikei’s companion laments having
met such a plight (osoroshiya kakaru ukime o michinoku no). In the second instance, the chorus narrates the
horror of the sight of the demon waving its iron rod (atari o haratte osoroshiya).

In Nomori, the verb is used once and the adjective is used once. The chorus uses the verb in speaking for the
watchman at the very end of Act I, refusing the priest’s request to see the mirror, claiming he would be too
frightened (mite wa osore ya shitamawan). The priest uses the adjective at the beginning of Act II. When the
demon appears with the mirror, the priest expresses his terror at the way the mirror reflects the demon’s eyes
(osoroshiya uchibi kagayaku kagami no omote ni utsuru kishin no me no hikari).

In Nue, the adjective is used three times. At the end of Act L, it is used twice by the chorus in the narration of
the legend of how the corpse of the slain Nue was placed in a dugout boat and set into the river to float out
to sea (osoroshi nandomo orokanaru katachi narikeri; osoroshiya susamashiya). It is used by the priest at the
beginning of Act II to describe the terrible sight of the apparition (osoroshi no arisama yana).

In Sesshoseki, the adjective is used twice and the verb once. In Act I, the woman first uses the adjective to
describe the stone (kaku osoroshiki sesshoseki to mo). The chorus then uses it at the end of Act I to speak for
the woman, telling the priest to wait for a vision after night falls and not be afraid (osoretamawade
machitamae). The adjective is used by the chorus at the beginning of Act II to express horror at the appearance
of the demon from the split stone (sekkon tachimachi arawareidetari osoroshiya).

Fear in the Haya-mai Play

In Matsuyama Tengu, the adjective is used by the chorus as a collective exclamation at the sight of the angry
ghost of Sutoku (gekirin no onsugata atari o haratte osoroshiya).
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Fear in the Unclassified Play

Yamamba includes the second highest incidence of the primary keyword, a total of five times: the adjective
is used three times and the verb twice. There is only one instance, an adjective, in Act I; the four other
instances appear in Act II. The adjective used at the end of Act I by the dancer is an exclamation of fright,
when the mysterious woman insistently asks her to sing and the dancer has an anxious foreboding of what
may happen if she refuses (kono ue wa tokaku ji shinaba osoroshiya). Act Il includes a complex mix. The
dancer first uses the adjective as an exclamation of fright at the appearance of Yamamba out of the dark
(osoroshiya tsuki mo ki fukaki yamakage yori sono sama ayashitaru kaobase wa). Yamamba then uses the
verb to ask the dancer not to fear her (ware ni na osoretamai so to yo). The dancer then uses the verb to
express how she still fears Yamamba despite the reassurance (kono ue wa osororinagara). Finally, the chorus
uses the adjective to speak for the dancer as she recalls a frightening old ghost story about a woman who was
eaten by a demon (oni hitokuchi no amenoyo ni kaminari narisawagi osoroshiki).

Trends in the Use of Primary Keywords

Significant trends in these 29 instances of the primary keyword across the 12 focus plays may be summarized
as follows, in groupings where they have been found to share significant similarities. I begin with the simpler
examples and proceed in the direction of increasing psychological complexity.

Direct expressions of fear

There are actually only five plays where the primary keyword is used by a character to directly express their
own feelings of fear, for a total of ten instances.

The mother in the hataraki play Shokun uses it three times to express her fright at the sight of the ghost of
the foreign king who took her daughter in marriage as part of a diplomatic exchange.

1. Oh, I am afraid! It is a demon!
2. You resemble a demon out of hell. You frighten me!
3. It frightens me just to look at you! (Sesar, 1970)

In the hataraki play Kurozuka, the priests express their fright first at the sight of the bloody chamber, and
then at the sight of the demon waving her iron rod.

4. Oh, how terrible!
5. Oh, how terrible! (Shimazaki, 2012)

In the semi-hataraki play Nomori, the priest expresses his terror when the watchman appears in his demonic
form.

6. Oh, terror! (Tyler, 2013)
In the semi-hataraki play Nue, fear is expressed both by the chorus as a collective voice to the witness of the
slaying and disposal of the Nue, and by the priest when the spirit of the ghost of the slain Nue returns from
the dead.

7. Far, far beyond what “terrible” could express.

8. How horrible! How very terrifying!

9. Oh, what a terrible sight! (Shimazaki, 2012)

In the semi-hataraki play Sesshoseki, the chorus expresses the collective fear of the witnesses to the breaking
open of the death-stone.

10. Oh, horror! (Chamberlain, 1888)
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Reassurance, praise, and awe
The majority of instances are actually indirect metadiscourse about fear rather than direct expressions of a
character’s feelings. I begin with the more positive examples. First, there are five instances where the rhetoric

of fear is used to offer reassurance or praise, or to express awe.

In the hataraki play Kokaji, the youth in Act I encourages the hesitant Munechika by recounting tales of
famous swords that have effectively quelled demons.

11. And all the ghosts and devils feared the flashing blade. (Sadler, 2010)

In the hataraki play Tsuchigumo, fear is mentioned in the choral praise for the skill of the warriors in
conquering the demon spider.

12. The chance they took that the spider feared the flashing of the sword. (Suzuki, 1922)

In the semi-hataraki play Kumasaka, the chorus tells the tale of Kumasaka’s death at the hand of Yoshitsune
while the ghost re-enacts the scene in a mimetic dance.

13. Master Ushiwaka, without betraying the slightest air of fear, draws his small sword and
brandishing it, fights with them. (Shimazaki, 2012)

In the haya-mai play Matsuyama Tengu, the chorus chants a collective expression of awe when the ghost of
the exiled former emperor flies into a rage as he relives the injustice he felt at his exile.

14. The royal figure in fierce anger strikes those in his presence with terrifying awe.
(Shimazaki, 2012)

In the unclassified play, Yamamba, Yamamba reassures the anxious dancer.
15. Do not be afraid! (Tyler, 1992)
Expressions of concern for fearful others
Next, there are five examples of the rhetoric of fear being used in expressions of concern for fearful others.

In the hataraki play lkarikazuki, Niidono talks about the fearful look on Antoku’s face in an expression of
her concern for him.

16. As might be imagined, the Emperor was frightened. (Gabriel, 1988)

In the hataraki play Shokun, the foreign king first asks her mother why she is afraid, not understanding the
reason. Then after he looks into the mirror and sees himself, he acknowledges her fear.

17. But why should I frighten you so?

18. Truly a fearsome sight!

19. I understand your fright.

20. What a frightful visage! (Sesar, 1970)
Foreshadowing
There is one example, in the hataraki play lkarikazuki, where reference to a dangerous location serves as
foreshadowing of the identity of the character in disguise and the vision of the fateful battle soon to be

revealed.

21. This frightful place, between Moji and Akama, where sea and wind are rough. (Gabriel, 2013)
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Ambivalence

The next four instances are all from the unclassified play Yamamba, and are part of a complex description of
an uneven process of struggling with ambivalence. The first two instances occur before Yamamba tries to
reassure the dancer. The dancer first expresses anxiety about the future, and then she expresses her terror at
her first sight of Yamamba. Yamamba then encourages the dancer not to be afraid and she tries, but still
hesitates, and continues to be tormented by the recollection of a ghost story about a man-eating demon.

22. 1 tremble to think what horrors might assail me.

23. O terror! Moon-hidden deeps of mountain gloom now yield a shape alien to see!

24. Come, then, though I tremble still...

25. A demon in one gulp, that stormy night, swallowed a cowering girl as thunder roared — ah,
terrifying! (Tyler, 1992)

Deception, deflection, and dissociation

There are four instances across three plays where the idea of fear seems to be being explicitly invoked for
deceptive purposes. But there is also a strong suggestion that the explanation may not be so simple.

In the hataraki play Oeyama, for example, there is an intriguingly ambiguous scene where the demon in
human disguise asks his guests, likewise in disguise, not to be afraid of him. He further claims that /e is
afraid of them in a manner that suggests that he is seeking to disarm them. The spectator who knows he is a
demon in disguise may jump to the conclusion that this is an act of deception. But if he is in such a disarming
youthful guise, why should he think they are afraid of him? Might the first line not rather be a hint of
revelation? If so, why? Likewise for the second line. Demons are known to be afraid of yamabushi priests
due to their powers of exorcism. By confessing his fear, could the demon not again be hinting at his identity,
and again, if so, why?

26. If you could come but know me and not be so afraid...
27. 1 too was filled with fear when I first set eyes on you. (Horton, 1988)

In the semi-hataraki play Nomori, the watchman in human form seems to be using fear as an excuse to deflect
the priest’s request to see the demon’s mirror. Or could there be some other reason for his avoidance?

28. Looking in a demon’s mirror would only terrify you. (Tyler, 2013)

In the semi-hataraki play Sesshoseki, the woman in Act I speaks of the death-stone as if she has nothing to
do with it, though she later reveals that she herself is the haunting demon in disguise. Is she engaging in
deception as part of a plot to stage another attack, or is she warning the traveler as an act of good will?

29. What! hast thou not heard tell of [the terrible] Death-Stone and its fatal spell?
(Chamberlain, 1880; edit by author to supplement untranslated keyword)

In the next section, we will proceed to observe the interplay of this disembodied rhetoric with other rhetorical
features.

Other Examples of Embodied, Disembodied, and Semi-Embodied Rhetoric

In the previous section, we observed how the 29 instances of the primary keyword could be grouped into six
types of expression:

—direct expressions of fear;

—reassurances to comfort fearful others, praise for fearlessness, and awe at fearsomeness;
—expressions of concern for fearful others;

—foreshadowing of terrible events to come;

—ambivalence between fear and trust; and

—deception, deflection, and dissociation.
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Next we will examine how this disembodied rhetoric is interwoven with embodied rhetoric, as well as with
two significant instances of semi-embodied rhetoric.

The two verbs used in similar fashion to osoruru that I identify as semi-embodied rhetoric are midaruru (to
lose control) and sawagu (to clamor). Though incidence is low, they merit mention because they might best
be viewed as lying on a spectrum between disembodied and embodied rhetoric, being similarly abstract but
often strongly evocative of a physical action or reaction. They occur in three hataraki plays and two semi-
hataraki plays, which include the most vigorous mimetic dances, for a total of seven instances.

The hataraki play Kokaji includes one instance each of the transitive and intransitive midaruru/midasu. The
first instance is chanted by the chorus in Act I to express Munechika’s inner feeling of vacillation. The second
instance is chanted by the chorus in Act II as it narrates the joint action of the fox deity and Munechika as
they forge the blade.

1. midaruru kokoro, translated as “with mind uncertain”
2. yaiba wa kumo o midashi, translated as "in the form of clouds is the [uneven] pattern on the
edge” (Sadler, 2010) (edit by author to supplement untranslated keyword)

The hataraki play Shokun includes one instance of midaruru, spoken by Shokun’s parents.

3. itoyanagi no omoi midaruru, translated as “the memory tangles our hearts in sorrow like a
willow in the wind” (Sesar, 1970)

The hataraki play Tsuchigumo includes one instance of midaruru, where the chorus narrates the actions of
the warriors who attack the demon spider.

4. midarekakarikereba, translated as “the soldiers the spider [madly] surrounded and jumped upon
it” (Suzuki, 1922) (edit by author for emphasis)

The semi-hataraki play Kumasaka includes one instance of sawagu and one instance of the Sinified
pronunciation of midaruru (ran). Sawagu occurs in the choral amplification of the lines spoken by the ghost
when he makes his entrance in Act II, evoking rising winds, restless clouds, and darkness. Ran occurs in the
later choral narration of the ghost’s re-enactment of his battle with Yoshitsune.

5. shishi funjin ko rannyii, translated as “a lion jumping up, a [wildly] rushing tiger”
(edit by author for clarity)

6. kozue konoma ya sawagu ran, translated as “treetops and branches rustle aloud”
(Shimazaki, 2012)

The semi-hataraki play Sesshoseki includes one instance of sawagu, describing the guests’ behavior at the
imperial feast in the capital when the demon, disguised as a concubine, attacked the emperor.

7. kumo no uebito tachisawagi, shomei toku to, translated as “A light! a light! cry all the courtiers
in tumultuous fright” (Chamberlain, 1888)

There are also limited (eight) occurrences of two additional disembodied adjectives for describing
frightfulness, concentrated in just four plays. Sugoshi appears once in the semi-hataraki play Sesshoseki and
twice in the unclassified play Yamamba. Susamashi appears once each in the semi-hataraki plays Nue and
Sesshoseki and twice in the semi-hataraki play Kurozuka. It should be noted that, in the first six cases, the
same character, £, is used for both sugoshi and susamashi, but the character #7 is used for the last two
instances of susamashi, accentuating the association between fear and chill or cold. This association also
appears in the translation of susamashi in the fifth quote, even though the character used is %, not 3.

1. monosugoki aki no yube, “the [dreadful] autumn light declines” (Sesshoseki in Chamberlain,
1888; edited by author to supplement untranslated keyword)

2. ara monosugo no fukaya yana, “Awesome they are, the plunging chasms” (Yamamba in
Tyler, 1992)

3. yobukodori no koe sugoki oriori ni, ““a little bird calls mournfully” (Yamamba in Tyler, 1992)
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4. susamashi ya, “How very terrifying” (Nue in Shimazaki, 2012)

5. monosusamashiki akikaze, “Chill blows the blast” (Sesshoseki in Chamberlain, 1888; more
literally, terrible autumn wind [author])

6. kumo no keshiki susamashiku, “The heav’nly plains are wrapp’d in clouds and darkness”
(Sesshoseki in Chamberlain, 1888; more literally, “the view of the clouds is terrifying” [author])

7. iu koe wa nao monosusamashiku, “The fiendish voice shouting thus, sounds so horrifying”
(Adachigahara in Shimazaki, 2012)

8. iu koe wa nao susamashiki, “The fiendish voice shouting thus, so horrifying” (4ddachigahara
in Shimazaki, 2012)

If we locate osoruru/osoroshi, sugoshi, and susamashi at the disembodied end of the rhetorical spectrum and
midaruru and sawagu more centrally as semi-embodied, the most prominent embodied expressions of fear
that appear at the opposite end of the spectrum are the base nouns mune (breast) and kimo (liver). They appear
in four plays: one hataraki, two semi-hataraki, and one haya-mai. There are three instances of mune and four
examples of kimo. But two of the instances of mune seem to have little to do with fear, so for the purposes of
this study I will exclude them. Let me simply note that the two exceptions are both from Kurozuka. The first
instance is used by the lonely woman in Act I, as she laments, “Not a moment of solace finds the weary mind”
(Shimazaki, 2012), which does not directly translate the n mune o yasumuru koto mo naku. The second
instance is spoken after the woman’s transformation into a demon and is used to express rage: “Heart-
scorching anger blazes in flames” (Shimazaki, 2012), where mune is translated with the embodied rhetoric
“heart.” It is intriguing to note how challenging these concrete nouns are to translate.

Here are the other five instances of mune and kimo.

In the hataraki play Tsuchigumo, Raiko uses the expression mune in the first act when he narrates his inner
state as he lies on his sickbed in Act L.

1. omoishizumu mi no mune o kurushimuru kokoro, translated as “body and mind are full of pain”
(Suzuki, 1922). (For the purposes of this study, perhaps more closely translated as “My heavy
thoughts weigh down my body, and my heart tortures my breast.” Mune appears in addition to
mi [body], not as an approximation.)

In the semi-hataraki play Kurozuka, kimo is used to express the terror of the priests discovering the bloody
chamber. It could be translated as “gutted” to retain the original sense of an internal organ more closely.

2. kokoro mo madoi, kimo o keshi, translated as “Their minds in confusion, and stricken with terror”
(Shimazaki, 2012)

Kimo (in its Sinified form, kan) is also not directly translated in the passage from the semi-hataraki play
Nomori, where the priest devotes himself to intense prayer for a vision of the demon’s mirror at the beginning
of Act II. Here, it could be alternatively translated as “from the depths of my bowels” should closer adherence
to the visceral language of the original be desired.

3. kantan o kudaki inorikeri, translated as “I shall pray with all the fierce faith at my command”
(Tyler, 2013)

The original version of the haya-mai play Matsuyama Tengu included two instances of kimo, but the English
translation is based on a later version, and so translations of these two instances are provided by the author
as points of reference for the purpose of documenting embodied rhetoric in Japanese, but with the caveat that
they should be excluded from consideration of how published English translations in circulation may indicate
cultural differences in the use of embodied rhetoric.

4. At the end of Act I, the old man uses the expression kimo ni meijite (literally, impressed upon
my liver) to say how deeply he is moved by the poem Saigyd offers at Sutoku’s tomb.

5. At the beginning of Act II, the ghost of Sutoku uses the same expression to convey how deeply
he is moved by Saigyd’s poem.
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I place these two embodiments at the far end of the spectrum because they are body parts, but there are other
expressions that are not as wholly corporeal, namely the noun namida (tears) and the concomitant verb naku
(cry), but would seem to warrant consideration as embodied rather than semi-embodied.

Tears may generally be more strongly associated with sadness than with fear, but given the context of this
corpus, it may be assumed that most of the incidences here are mixtures of the two emotions. I note just two
exceptions: the human watchman in Nomori recalling with nostalgia his memory of serving the emperor, and
Saigyd praying at Sutoku’s tomb in Matsuyama Tengu. Excluding those two cases, we can find six examples
occurring in three plays.

The hataraki play lkarikazuki contains two instances of namida that would be conventionally viewed as
expressing not only sadness but also fear and/or awe, considering the context. The first comes in the telling
of the tale of Tomomori advising Niidono to accompany the child emperor Antoku to his death, promising
that he would also join them. The second describes Antoku’s expression upon receiving this news.
Incidentally, speaking of embodied rhetoric, it is interesting to note that the taboo against referring literally
to any body part of a sovereign meant there was a whole separate vocabulary based on the image of a divine
dragon taken from the Chinese rhetorical tradition, hence the expression ryiigan, literally “dragon face,”
instead of simply saying kao.

1. namida o osaete notamaeba, “Holding back tears, he spoke”
2. ryiigan ni on-namida o ukamesasetamaite, “Tears streamed down his face” (Gabriel, 1988)

Another hataraki play, Shokun, also contains three instances of namida expressing mixed emotions, all on
the part of the parents. The first is spoken by the mother; the other two are chanted by the chorus for both
parents. They occur in Act I, before the mother’s concentrated expressions of fear of the foreign king, so that
fear would not seem to be connected, with the sadness rather at the loss of their daughter. But the context
strongly implies another fear, the fear of dying before they ever get to see their daughter again. They speak
extensively of old age, saying their lives as slender as a spider’s thread. Their lines are full of images such as
the setting sun, the tolling of the evening bell, the cold night wind, deep piles of fallen leaves, culminating
with the idea of being “as the dust.”

3. namida no sode no tamadasuki, “Our sleeves wet with tears”
4. namida no kazu ya tsumoru ran, “Tears still gather like dew upon our sleeves”
5. namida no tsuyu no tsuki no kage, “The moonlight glitters in our tears” (Sesar, 1970)

The context of the semi-hataraki play Nue also makes it clear that the tears of which the boatman speaks in
Act I are at least as much from fear as from sadness.

6. ukishizumu namida no nami no utsuhobune, “Floating and sinking in tears that beat in waves,
the dugout log” (Shimazaki, 2012)

Verbs for crying, being a physical action, should also be placed close to mune, kimo, and namida on the
embodiment spectrum. In some rhetorical studies, it may be deemed necessary to distinguish between the
homophones for human crying (3 < ) and animal cries (% <), both pronounced naku. But for this study,
where the monsters of the fifth category are often themselves viewed as embodiments of fear, and where
there is a strong recurring theme of plants and animals viewed as sentient beings, I included both in my
survey. I found only five instances of naku occurring in four plays, two human and three animal, and only
two arguably included a mixture of fear: one human and one animal.

The instance of human weeping is by Niidono in the hataraki play Ikarikazuki. It occurs in a description of
her appearance as she explained to the child emperor that they would be diving into the sea together to travel
to the wonderful Dragon Palace.

1. naku naku soshitamaeba, “Tear after tear trickled down her face as she spoke” (Gabriel, 1988)
The instance of an animal cry is from the semi-hataraki play Nue, where the chorus tells the tale of the slaying

of the Nue. The fact that the English verb “cry” is commonly used to refer to both human weeping and animal
cries facilitates the communication of the pathetic fallacy that characterizes the drama, blurring the distinction
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as to whether the Nue caused fear and/or felt it.
2. naku koe nue ni nitarikeri, ““It cried in a voice that resembled a nue” (Shimazaki, 2012)

As a point of reference, there is mention in the haya-mai play Matsuyama Tengu of a bird’s cry in a manner
that fits the conventional theme of “man’s inhumanity to man,” a theme that is often rhetorically accentuated
with pathetic fallacy. The instance in Matsuyama Tengu fits this pattern, as the choral narrative speaks of the
warbler’s song moving one to a feeling of deep pathos. The inhumanity that forms the subtext of this play is
the perceived injustice of the exile of Sutoku, who is considered one of the three great onryo or angry spirits
of Japanese history, together with Taira Masakado and Sugawara Michizane.

The unexpected dearth of instances of the verb naku prompted me to consider what other embodied
expressions might be being used, and so I pursued one more lead: the noun koe (voice), which might also fall
on the embodied end of the spectrum, being produced as it is by physical movement. This search yielded 22
results, of which a full 17 were found to be associated with fear: not so much expressions of subjective fear,
but often rather perception or responses to the fears of others. The 17 instances associated with fear were
found over a range of seven plays: two of the five hataraki plays, three of the five semi-hataraki plays, the
haya-mai play, and the unclassified play.

The two hataraki plays including instances of koe associated with fear are lkarikazuki and Tsuchigumo. In
Tkarikazuki, the chorus intones that the chorus uses it to describe how a war-cry pierced the air just as Niidono
leapt overboard with the child emperor. The war-cry is not of itself an expression of fear, but rather a behavior
for dealing with fear. Of the two instances in Tsuchigumo, the first occurs when the Peerless Warrior rushed
to his master’s aid when he heard him cry out; here, the master’s voice is an expression of fear, a cry for help.
The second occurs when the warriors are united in their mission by their leader’s battle-cry; like the war-cry
in lkarikazuki, this instance is an example of a behavior for dealing with fear.

1. kokii ni toki no koe kikoyu, “A war-cry pierces the air” (lkarikazuki in Gabriel, 1988)

2. on-koe no takaku kikoesoro, “As I heard your loud cry I have come”

3. yobawarisakebu sono koe ni chikara o etaru, “From his great cry, their courage all renewed”
(Tsuchigumo in Suzuki, 1922)

The three semi-hataraki plays containing instances of koe associated with fear are Kumasaka, Kurozuka, and
Nue: one instance in Kumasaka, one instance in Kurozuka, and three instances in Nue. The priest’s prayer in
Kumasaka may conventionally be understood to include a mixture of emotions including fear as well as piety,
especially since he has just been shown a frightening vision of a room full of weapons used by highway
robbers in the area. The line from Kurozuka is self-explanatory. The association of the first line from Nue has
already been discussed above as it also includes naku, and the same rationale applies to the second line from
Nue. The third line from Nue functions in a similar way to the line from Kumasaka, as the priest relies on the
sutra chanting for courage to deal with fear after hearing the terrifying legend.

4. koebutsuji o ya nashinu ran, “I chant aloud prayers for the departed soul” (Kumasaka in
Shimazaki, 2012)

5. iu koe wa nao monosusamajiku, “The fiendish voice, shouting thus, sounds so horrifying”

(Kurozuka in Shimazaki, 2012)

naku koe nue ni nitarikeri, “It cried in a voice that resembled a nue”

ikue ni kiku wa nue no koe, “Again and again one hears Nue’s shrill voice”

minori no koe mo uranami mo, “The voice of Sacred Law and the sound of sea waves”

(Nue in Shimazaki, 2012)

®© =N

The line from the haya-mai play Matsuyama Tengu also includes both naku and koe. Whereas naku carries a
stronger connotation of emphasis on the transmitter, koe carries a stronger connotation of the effect on the
receiver. So, while naku associates more strongly with the pathetic fallacy that the bird itself is making an
appeal to humanity, koe associates more strongly with the listener’s hope that perpetrators of injustice will
mend their ways, a desire for freedom mixed with fear that the world will never change. The quest for justice
is a subtext that runs through many of these plays, but it is perhaps most salient in Matsuyama Tengu due to
the exiled Sutoku’s fame as one of the three great onryo, as discussed above.
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9. naku uguisu no koe made mo tokoro kara aware o moyosu, “Even the voice of a bush warbler,
singing at a place like this moves one to a feeling of great pathos” (Shimazaki, 2012)

Yamamba, the unclassified play, includes eight instances of koe associated with fear, and the subtext of a
quest for justice strongly underlies all of them. The entire pretext for Yamamba revealing herself to the dancer
is to complain about the dancer’s unfair appropriation of her story without giving her credit.

In the first quote, Yamamba declares that she might not have gotten so offended if the dancer had at least said
some prayers aloud for her. The second is one of several examples of pathetic fallacy, as she suggests that
creatures cry out in unison to be heard. This is an evocation of the common theme in Noh of voicelessness
as an expression of suffering injustice, which is echoed in the third instance about the voice of the empty
valley. The fourth and fifth instances likewise refer to the idea of listening to the voiceless, while the sixth
instance evokes the image of a small bird with a disproportionately affective voice. The last two instances
refer to the Chinese legend of the beating of a fulling block to express love, which was adapted in another
Noh play to express resentment at perceived injustice. All relate to fear as examples of coping with the fear
of powerlessness and victimization.

10. koebutsuji 0 mo nashitamawaba, “Had you commended me to all the Buddhas”
11. yama no chojii mo nakisoete koe o agero, “Bird and beast cries rise”

12. ichido munashiki tani no koe, “Awesome they are, the plunging chasms”

13. museion o kiku tayori nari, “Till through sound the ear hears silence”

14. koe ni hibikanu tani mogana, “Calls from the valley, wholly empty”

15. yobukodori no koe sugoki, ““A little bird calls mournfully”

16. sengoe mangoe, “Thousand, million-voiced”

17. kinuta ni koe, “The fulling blocks beat as before” (Tyler, 1992)

It should also be noted that there are three cases where stage directions indicate the dramatic use of a
disembodied voice. In the two semi-hataraki plays Kumasaka and Sesshoseki and in the unclassified play
Yamamba, the main character starts addressing the traveler from behind the curtain at the end of the
bridgeway in a performance technique called yobikake (hailing).

The Interplay of Embodied, Semi-embodied, and Disembodied Rhetoric

I will now take the insights accumulated from the art of Noh above and consider how they might be fruitfully
applied to develop effective rhetorical strategies in response to the threat of xenophobia around the world. I
will begin with areas closest to my own experience, but hope the theoretical foundations will render the
proposed applications adaptable to a broader range of situations. I also hope that any of the basic rhetorical
strategies referred to here can be adapted to suit various media, genres, and modes of communication, both
online and off.

Queries about Fear from the Five Hataraki Plays

lkarikazuki is a dramatic presentation not only of the deaths by drowning of Taira Tomomori, Niidono, and
Antoku in Act II, where most of the rhetoric of fear occurs, but also the deaths of Taira Noritsune and the two
Minamoto warriors, Aki Tard and Jird, who Noritsune took with him into the depths of the sea, as recounted
in the tale told by the boatman (the ghost of Noritsune) in Act I. The play offers a prime opportunity to
consider how such embodied dramas might be effectively used to disseminate the perennial wisdom of the
Tales of the Heike and enjoin the world to realize that all things are impermanent, what flourishes must fade;
the proud do not prevail for long, the mighty too in time succumb; that all are dust before the wind. The
anchor with which Tomomori drowns himself is represented on the Noh stage by a huge stage property which
he pulls up from the depths after Niidono and Antoku depart from this world. What might it serve to reminder
us of? The heavy weight of responsibility felt by Tomomori for the child emperor and his grandmother, and
indeed for the nation he sought to protect? Or something else?

The fox deity in Kokaji sends a gentle youth with a message of reassurance before appearing himself to aid

Munechika in the formidable task of forging a sword for an emperor. Might we learn something from this
embodiment of kindness about the power of mediation in building trust? Might we learn something from the
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images of the sword and cloud about cutting through self-deception? Might attention to the subliminal
suggestion of a connection between clouds and spiders (both pronounced kumo) yield additional insights?
And might we also reflect on the six centuries of history since this play was first composed and consider
whether humanity still needs physical weapons to maintain peace?

It is not clear whether the expressions of fear used by the demon in disguise in Oeyama are honest or feigned.
Could we learn something from our engagement with these ambiguous situations about discerning between
skepticism and cynicism? Might this be a cautionary tale about the inevitable aporia in any attempt to
deceive?

The mother in Shokun displays a deeply entrenched prejudice toward the foreigner, perceiving him
automatically as frightening due to his different appearance. The foreigner responds with a simple question,
not accusing her of prejudice but simply asking her why she is afraid of him, and takes the extra step toward
mutual understanding by acknowledging her fear. How might the symbolic image of the mirror aid us in
learning to recognize the sources of our own fears? What might it mean to acknowledge that this traditional
drama demonstrates that the problematization of xenophobia is not a new phenomenon?

How should we interpret the demon spider in Tsuchigumo? As an external enemy to be eliminated or as a
projection and embodiment of Raikd’s own fears? Might this play serve as an opportunity for us all to
examine our own fears and the needs that lie beneath them, including our need for safety and our perception
of how to secure it? How might the symbolic image of the spider’s web suggest ways for us to engage with
the Internet?

Queries about Fear from the Five Semi-hataraki Plays

In the world of Noh, largely populated by gods, warriors, aristocrats, and demons, the story of the robber of
Kumasaka stands out as an unusual example of the radical democracy of Buddhism, teaching that all living
beings are worthy of salvation. As with lkarikazuki, Minamoto Yoshitsune is a subliminal but nonetheless
powerful entity in this play, as the ghost of the robber re-enacts his death at Yoshitsune’s hand in a mimetic
solo dance. Among Kumasaka’s final lines are the words, “If I fight with weapons, I shall never prevail.” The
play serves as a stark reminder that in this age, we have the power to broadcast such messages easily. What
choices will we make?

Like Tsuchigumo, Kurozuka also raises the question of whether the demon and her bloody chamber are real
or projections of the travelers’ own fears. The plays differ in that Kurozuka is also a profound exploration of
the issues of temptation and trust, as the servant’s curiosity leads him to break his promise to his host. What
might the imaginary corpses embody? Comparison with the alternative stories in folklore and Kabuki also
yield intriguing insights, as the woman in some traditions is portrayed not as evil but as a victim of an
oppressor who forces her to commit her murderous deeds. What might these alternative perspectives teach
us about justice and trust? And while our focus on the rhetoric of fear in this study has led us to tend to focus
more on Act II of these two-act plays, further exploration reveals some significant embodied rhetoric in Act
I as well. The thread spun by the woman with her spinning wheel in Kurozuka eerily recalls the spider’s web
in Tsuchigumo.

The mirror in Shokun was a mundane household item set up by Shokun’s parents in their garden in hopes
that it might someone help them communicate with their daughter. The mirror in Nomori, on the other hand,
is a monumentally huge object, befitting its capacity to reflect the entire cosmos. And yet, the pool of
reflecting water known as the other watchman’s mirror served in the discovery of the emperor’s missing
hawk. Might there be a lesson here as in Shokun about the benefits of constant self-reflection and
introspection? The ambiguity of the watchman in Nomori, human by day and demon by night, who vacillates
between nostalgically shedding tears over bygone days in the daytime and terrorizing the traveling priest
after dark, may also suggest insight into ways to recognize our common humanity instead of being deceived
by the distorting social media prism to exaggerate the extremism we see in others while normalizing our own.
The head of the Polarization Lab at Duke University and author of Breaking the Social Media Prism (2021),
Chris Bail, uses the metaphor of the prism effectively in his research to warn us against naively expecting
online social media to serve as a mirror that will realistically help us understand ourselves and each other
better. He developed this metaphor to replace the popular idea of the echo chamber because his research
found that getting people out of their bubbles and exposing them to people they disagree with did not make
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them more tolerant but rather less; they became more prone to dig in their heels. “Partisan warfare, it seemed,
is often more about status signaling and bonding than persuading others” (Bail, 2021, p. 63).

Like Tsuchigumo and Kurozuka, Nue is an example of a play strongly suggesting that the monster is a
projection of the viewer’s own fear or possibly a scapegoat, especially due to the focus on the way the forlorn
spirit returns endlessly to haunt the people who killed it and cast its corpse away. Although he is not named
in the play, the emperor who was said to be haunted by it was Konoe. Konoe was installed as emperor at the
age of three in an age where actual political power was exercised by retired former emperors. The crisis in
the imperial lineage that occurred when Konoe died unexpectedly at the age of sixteen is what precipitated
the exile of Sutoku (the story of Matsuyama Tengu) and his transformation into one of the three great onryo
or angry spirits haunting the imperial court. Nue also fits into the thematic tradition in Noh of recognizing
plants and animals as sentient beings. It should be noted that the monster in Tsuchigumo does not belong to
this lineage but is rather an example of the dehumanizing treatment of people (namely, indigenous people)
as subhuman. What might these examples of scapegoating and dehumanization tell us about our own
treatment of others today?

The evil spirit who haunted the death-stone in Sesshoseki was also divined as having haunted the same young
Emperor Konoe a few years later after the Nue incident, although as with Nue, the emperor is not named in
the play. The evil spirit was said to have taken the form of an imperial concubine named Lady Tamamo.
Unlike the Nue, this evil spirit was not killed but rather driven out of the capital, eventually hiding in the
death-stone in the distant province of Shimotsuke, just as the spirit of the slain Nue came to haunt Osaka
after having been cast into the river that flows out of Kyoto into Osaka Bay. How might these tales of
exclusion offer wisdom to help us stay human in a world that too often dehumanizes people perceived as
outsiders?

Queries about Fear from the Haya-mai and Unclassified Plays

Sutoku, the retired emperor who preceded Konoe in the imperial lineage, was exiled to Matsuyama, the
setting of the haya-mai play Matsuyama Tengu, after Konoe’s untimely death and Sutoku’s failed rebellion
against his father, the powerful retired emperor Toba. Saigyd knew both father and son when he was still
active at court as a member of the imperial guard. His taking of the tonsure coincides with Sutoku’s forced
abdication from the throne and may be seen as an expression of sympathy. It is a historical fact that Saigyo
visited Sutoku during his detention before exile as well as visiting his grave after his death and offering the
poem. This play thus falls into the traditional lineage of the pacification of angry ghosts, as Sutoku was
rumored to have cursed the imperial house. As with Sugawara Michizane, a trend developed whereby if any
disaster occurred, it was attributed to Sutoku, from fires to illnesses to deaths. Saigyd’s poem was viewed as
an attempt at pacification, but ironically unsuccessful.

This play provides an opportunity to consider the connection between fear and awe. In Japanese, the verb
osoruru can be written two ways, either #4¢% % or £#1%. But all incidences of the word in the Noh texts
use 72t The other character, {2, is only used in Noh texts for the formal social expression &% > T as an
exaggerated way of showing respect. The translator has navigated this ambiguity by translating osoroshiya
as “terrifying awe.” A major point of interest here for our purposes, I would suggest, is that the ghost of
Sutoku originally seemed to be comforted by Saigyd’s poem. However, as he was led to recall his glorious
past, those feelings of comfort were overcome by the old grudge, and he became enraged. It is interesting
that it is the goblins who then appear to offer their comfort and more successfully restore his peace of mind.
This development also has a line of precedents in Noh, as in 4oi no Ue, a dramatization of a scene in The
Tale of Genji where a miko or shaman is first called to pray for Genji’s ailing wife, but when her prayers seem
ineffective, next a Buddhist priest is called in; his prayers seem more effective, at least by the end of the Noh
play. But as the audience knows, Aoi later died after giving birth.

The primary scene of interest in this play related to the theme of fear is the one where the ghost of Sutoku
waves his sleeves. It begins as an expression of pleasure at Saigyd’s visit. But as the ghost indulges in his
memories of past glory at court, performing a courtly dance, he is overcome with resentment; his violent
waving of his voluminous sleeves is described as striking awe into the hearts of those in his presence, arousing
terror, just as the demon of Kurozuka aroused terror when she waved her iron rod.
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Could this be a cautionary tale suggesting the wisdom of treating people with justice, not only for the sake
of justice but so as to prevent the traumatization of the individual as well as the socially destabilizing
dissatisfaction that inevitably follows injustice? As we near the end of this survey of trends in this selected
corpus, it becomes clear that the connection between fear and awe is deeper than a simple keyword survey
can easily reveal. Analyses of Noh plays tend to focus on the main dramatic character, which in the fifth
category is often a demon. This emphasis has the disadvantage of obscuring significant entities in the
background. In the case of the current selected corpus, this means the high incidence of emperors both onstage
and in the text either explicitly or implicitly: seven out of twelve. These include Antoku in lkarikazuki and
Ichijo, who ordered the sword from Munechika in Kokaji. It was also Ichijo who ordered Raikd to quell the
demon in Oeyama. The tale told in Nomori about the emperor who lost his hawk, which was found thanks to
the reflecting pool called the watchman’s mirror, was Emperor Shomu. The young Emperor Konoe figures
in Nue and Sesshoseki. Emperor Sutoku is the main character in Matsuyama Tengu, and his story implicitly
includes Emperors Toba and Konoe.

Considerations on Sound and Color

Sound and color are often considered important features of embodied rhetoric, and if we were dealing with
a literary text, this study would pay attention to textual aspects such as onomatopoeia. But as the Noh drama
is a performing art, we must bear in mind that most of the sound and color will occur aurally and visually on
stage in interplay with the verbal art. An initial textual survey did not reveal any significant onomatopoeia.
But the use of color onstage does reveal some trends significant for this study on embodied rhetoric of fear.

The dominant color in the texts of these twelve plays is white, which is associated phonetically with the
unknown, as in shiranami, white waves, evoking shiranai, unknowing, amplifying the theme of the fear of
the unknown. The color white also has a strong traditional association with death, the ultimate unknown; this
association is often linked in literature to embodied rhetoric of bones and the white smoke that arises from
funeral pyres, which is sometimes also metonymically associated with white birds.

But onstage, the fifth category of Noh is dominated by the colors black and red as well as white, not so much
in costuming as in the wildly disarrayed wigs. Many of the demons can be depicted in various color
combinations, as summarized here. Generally speaking, black indicates a character who is younger and more
earthbound, his youth embodied in the color of his hair; association with the blackness of soil is also
embodied rhetoric. Red indicates raw energy and possession by powerful emotions such as anger; it is also
associated with the embodied rhetoric of blood. White symbolizes purity, spirituality, age, and ancient divine
wisdom and authority. Let us now proceed to observe how these colors appear not in the text but on the stage.

Color in the Five Hataraki Plays

Black is the standard color for Tomomori in lkarikazuki, representing both his youth and his humanity. The
fox deity in Kokaji may be portrayed with either black, red, or white, depending on which aspect of the
character the performer wishes to emphasize. The demon in Act Il of Oeyama is usually depicted with red,
primarily for contrast with the black used to depict it in Act I, but also because the text is not complex enough
to warrant the sort of dignified interpretation possible with the fox deity of Kokaji. The foreign king in Shokun
may be depicted with either red or black, but like Oeyama is not a complex enough character to warrant
portrayal in white; this is similarly true for the demon spider in Tsuchigumo.

Color in the Five Semi-Hataraki Plays

The ghost in Kumasaka wears a hood, consistent with his characterization not as a demon but as a human
who was acting out of human desires at the time of his death. The demon in Kurozuka may be portrayed in
black, red, or white, depending on the interpretation of the performing artist; likewise for the spirit of the
field watchman in Nomori who, like many of the characters of the fifth category, is human by day and demon
by night. The monster in Nue may be depicted with red or black but not white, consistent with the story
whereby it is characterized as suffering too deeply to be interpreted as having achieved spiritual
transcendence. The demon in Sesshoseki may be depicted with any of the three colors, but if black is chosen,
the wig will be straight rather than bushy, presumably to represent the feminine form the demon adopted
when it attacked the emperor.
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Color in the Haya-mai and Unclassified Plays

The goblins in Matsuyama Tengu are depicted with either red or white, presumably for contrast with Sutoku,
who is depicted with black and appears onstage with them in Act II. The mountain crone in Yamamba is
always depicted with white, a sign of her ancient wisdom and divinity.

Conclusion

This short study has only been able to treat a dozen Noh plays, but focus on the rhetoric of fear has enabled
us to discern some significant trends that suggest how creative interweaving of embodied and disembodied
rhetoric can lead to insights that may reduce polarization and xenophobia in our divided world. In this final
section, I survey the critical perspectives that I see having the most potential for creative combination with
the art of Noh to realize this goal.

In Cultures of Fear, Uli Linke and Danielle Taana Smith document how core terms like security, safety,
protection and defense circulate to become part of “a global public discourse of fear that encourages proactive
military action, legitimates war as a surgical intervention, and authorizes faraway acts of violence” (p. 2) Just
as the Noh theater dramatizes people struggling with fear, they suggest ways to confront these imagined or
manufactured fears to disrupt the normalization of securocratic language.

Maria Ressa applies emergent theory in her analysis of the dynamics of online behavior in her 2022 book
How to Stand Up to a Dictator. In her analysis, the way a system behaves simply cannot be predicted from
what you know about the individual parts. The system as a whole exerts pressure on the individuals, a kind
of peer pressure exerted by group dynamics, which often makes people do things they wouldn’t do if they
were alone. When Ressa’s work is taken together with the findings reported by Chris Bail in his 2021 book
Breaking the Social Media Prism, it becomes obvious that as long as bonding actually seems to be more
important with netizens than persuading someone to agree with them politically, and extremists at both end
of the political spectrum continue to drive moderates out of the online public sphere, emergent behavior
seems only too likely to tend in the direction of violent mobbing.

But both Bail and Ressa have ideas for effective interventions. For Bail, it is redesigning algorithms to reward
posts that appeal to diverse audiences instead of simply triggering polarized reactions. For Ressa, it is the
ten-point plan she presented to the 2022 Freedom of Expression Conference at the Nobel Peace Center
together with fellow journalist Dmitri Muratov, with whom she shared the 2021 Nobel Peace Prize. The plan
begins as follows.

We call for a world in which technology is built in service of humanity and where our global public square
protects human rights above profits. Those in power must do their part to build a world that puts human rights,
dignity, and security first, including by safeguarding scientific and journalistic methods and tested knowledge.
To build that world, we must: Bring an end to the surveillance-for-profit business model; end tech
discrimination and treat people everywhere equally; and rebuild independent journalism as the antidote to
tyranny. (Ressa, 2022, p. 267)

Naomi Klein also uses the mirror metaphor effectively in her book Doppelganger: A trip into the mirror
world (2023). Many of her insights resonate with the wisdom of Noh, for example, when she says,
“Performing and partitioning and projecting are the individual steps that make up the dance of avoidance”
(p. 323) or “One of the hardest habits of thought to shake is the reflex to look away, to not see what is in front
of us, and to not know what we know” (p. 274). In her development of the idea of the doppelganger, she
illustrates how world leaders construct and project their ideal images of their own nations while projecting
all their dark shadows onto their opponents, and argues that we must confront our own internal darkness
rather than projecting it onto the enemies we construct for our own purposes.

The philosopher Judith Butler, meanwhile, bravely engages with the problem of fear in her 2024 Who's Afraid
of Gender? Butler thoroughly documents and exposes how the very concept of gender has been weaponized
as a scapegoat for political purposes. Butler’s analysis is a challenging reminder that the performance of fear
is often associated with the performance of femininity in a way that polarizes gender, in that it is often utilized
as an appeal for masculine protection. This may be as true now as it was at the time that Hyakuma was
depicted as outgrowing such disempowering behavior thanks to mentoring from Yamamba.
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I see all these threads being woven together in the work of Nonviolent Communication practitioner Miki
Kashtan, creator of a website called The Fearless Heart. In her 2024 essay on that blog, “Envisioning a
Nonviolent Response to War,” Kashtan writes:

For every war, there are people who identify with one side, those who identify with the other
side, and those who want to find a path that works for everyone and who mourn the presence
of war overall. That path is about making no exceptions to who we care about and looking for
solutions that care for everyone’s needs. (p. 1)

In that spirit, I dream of an Internet Peace Corps, an online community where peacebuilders unite to break
down walls of hate and build bridges of love. I note with a smile the embodied rhetoric in the expression
“Peace Corps,” and wonder wanly whether it would be a violation of nonviolent principles to volunteer to
become a corporal in that campaign. (Oh, no! More military metaphors!)

But just as perennial wisdom tells us that courage is not the absence of fear but rather facing it and
overcoming it, so I hope that we do not simply avoid classical literature that depicts war but rather engage
with it interactively and think about how we can learn from our history to transform our world.

“If we fight with weapons, we shall never prevail.” — Kumasaka
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The Ontology of Suffering: Grammar, Metaphor, Metonymy

Luke Malik

Abstract

Contemporary sentientist ethics typically relies on a reductive ontology, restricting the capacity to suffer—
and thereby the boundaries of moral compassion—to biological entities with specific neurophysiological
structures. This article challenges this biological chauvinism by advocating for a maximalist thesis: all things
suffer. Reversing the standard ontological inquiry from “what is suffering?” to “what suffers?”, this article
grounds its argument in the etymology and expansive grammar of the English verb to suffer. To dismantle
the anticipated reductivist objection that the suffering of non-biological entities is merely a figure of speech,
the article evaluates the concept of inanimate suffering across several different semantic and pragmatic
models—traditional, positivist, Gricean, and interactionist—as well as Conceptual Metaphor Theory (CMT).
This analysis demonstrates that the reductivist position cannot be sustained on linguistic or cognitive grounds.
Ultimately, the reductivist’s error is diagnosed as a pars pro toto metonymic fallacy—mistaking the highly
salient prototype of biological nociception for the broader ontological category of structural degradation and
burden-bearing. By correcting this fallacy, the concept of suffering is freed from its biological confines,
radicalizing our understanding of alterity and establishing a philosophical framework for limitless
compassion extending to ravaged ecosystems, collapsing economies, and maltreated robots.

Keywords: Suffering, Compassion, Grammar, Metaphor, Metonymy

Introduction

We start with two ontological questions: (a) what is suffering? and (b) what suffers? These questions can be
answered in different ways. We can answer (a) first and then (b), or we can go in the other direction. If we
travel down the first road, we are likely to tread a familiar path. We are, that is, likely to:

Identify suffering with our personal, subjective experiences;

Move from our personal, subjective experiences to think of suffering as qualitative;
Associate our qualitative suffering with certain neurophysiological structures;
Restrict the answer to the second question to “only those things that have the right
neurophysiological structures suffer.”

i e

Typically, humans, most mammals, some birds, and a rarefied group of other animals are thought to have
this capacity to suffer. This is nowhere better exemplified than in the metric-driven ethics of philosophers
like Peter Singer (1975, 1993; Matheny 2006) and Tom Regan (1986, 2003), who rely on strict biological
criteria to evaluate moral status. However, this reduction imposes severe psychological restrictions: it shrinks
the boundaries of what we can feel or show compassion for. We can, for example, feel compassion for dogs,
but not for rainforests. Dogs have the requisite neurophysiological structures; rainforests do not. Therefore,
dogs suffer, but rainforests do not.

However, we can consider these questions in the opposite direction—for example, through the medium of
language. When we begin with what suffers, the answers to our questions are very different, and the scope
of compassion becomes maximal. Based on everyday English, as we shall see, everything suffers. This
linguistic reality suggests several things about suffering, providing negative answers to our first path:
suffering is not strictly reducible to neurophysiological structures, nor to any psychological features, nor even
to the qualitative features we typically associate with it. Just as importantly, if anything can suffer, it becomes
possible to feel compassion for everything—dolls, clams, and rainforests alike. That is a radically different
answer to the one above, and it leads to profoundly different outcomes.

There are, then, two ways to answer our initial ontological questions, with each process leading to a distinct
outcome. Answering the questions from (a) to (b) is restrictive and reductive: suffering is reduced to a set of
neurobiological conditions, and only a rarefied set of objects can become the subjects of our compassion.
Traveling in the other direction is expansive and maximalist: everything suffers, and there is no limit to the
compassion we can feel and show.
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I advocate for a maximalist perspective on suffering. To ground this argument, I first introduce everyday
English sentences that demonstrate the concept’s extensive, non-biological scope. I then address the
reductivist counterargument that 'suffering' in these broader contexts is merely metaphorical. By employing
traditional, positivist, Gricean, interactionist, and cognitivist frameworks—including Conceptual Metaphor
Theory (CMT)—I demonstrate why this dismissal fails. Next, I diagnose the reductivist's underlying
conceptual error precisely as a pars pro toto metonymic fallacy. Finally, drawing upon an etymologically
grounded definition of compassion, I suggest that a correspondingly broad notion of alterity and compassion
is the necessary and logical outcome of the maximalist view of suffering.

“To suffer” in the English Language

In the English language, the verb “suffer” can be used both intransitively and transitively. In the first case,
almost any type of subject will do. The subjects undergoing the suffering can be:

Human
Animal
Physical
Abstract

Thus, people and animals, but also buildings, bones, reputations, and economies, typically suffer. The
following sentences demonstrate this flexibility:

(1) She suffers from endometriosis. (human)

(2) The dog suffers from separation anxiety. (animal)

(3) The building suffered from years of neglect. (physical)
(4) The economy suffered under his regime. (abstract)

In its transitive sense, "suffer" pairs this expansive range of subjects with various types of direct objects.
Persons, for instance, can suffer qualitative, affective, and intentional states, as well as physical and abstract
events. Consider the following sentences:

(5) She suffers pain. (qualitative)

(6) He suffers moments of anxiety. (affective)

(7) He suffered terrible hallucinations on his acid trip. (intentional)
(8) He suffered a heart attack. (physical)

(9) She suffered a heartbreak. (abstract)

Non-human animals may also suffer in these various ways, as the next set of sentences illustrates:

(10)The dog suffers pain in her hind legs. (animal, qualitative)

(11)The dog suffers separation anxiety. (animal, affective)

(12)Sleep-deprived cats suffered hallucinations in a famous experiment. (animal, intentional)
(13)The racehorse suffered a broken bone at Aintree. (animal, physical)

(14)Within his troop, the ape suffered a loss in status. (animal, abstract)

Crucially, this transitive usage extends seamlessly into the non-biological realm. Physical and abstract
subjects can also suffer several types of physical and abstract ailments or events:

(15)The bone suffered a break.

(16) The building suffered neglect.

(17)The city suffered an outbreak of measles.
(18)The economy suffered a banking crisis.

Moreover, there is a sense of “to suffer” which extends to tolerating an other or something other, exemplified
in sentences like the following:

(19)She suffers him
(20)The dog suffers the cat
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(21)We suffered their poor performance

The etymological root of suffering ties these senses of suffering together, for the etymology of the verb “to
suffer” involves the carrying of a weight: its Latin root sufferre (sub-, 'under', and ferre, 'to bear') classically
denoted the act of supporting a physical load (Lewis and Short 1879; OED 2023). That weight or load may
be something that harms or simply the burdensome presence of something or someone.

So, it appears that anything can suffer, and a vast array of things can be suffered. But if this is true—if the
linguistic boundaries of suffering are truly this expansive—then the limits of suffering are borderless, and
the possibilities for compassion are endless.

The Metaphorical Objection

At this point, the reductivist—or the defender of the pathocentric view—will likely raise an objection they
take to be fundamental: linguistic flexibility does not entail ontological reality. While it is true that the syntax
of the English language allows us to assign "suffer" to almost any subject, the reductivist will argue that
doing so in the case of inanimate objects or abstract concepts is strictly metaphorical. Under this view, we
must be careful not to confuse grammatical permissibility with metaphysical fact.

The objection rests on the premise that true suffering requires subjectivity—a localized point of
consciousness capable of experiencing a qualitative, affective state. When we say that a dog or a human
suffers, we are describing a literal phenomenological reality grounded in a neurophysiological structure.
There is a "what it is like" to be the dog experiencing separation anxiety. Conversely, when we say that a
building "suffers" neglect or an economy "suffers" a downturn, there is no conscious subject enduring the
burden. The building does not feel its structural degradation; the economy does not experience the anxiety
of a banking crisis.

Therefore, the reductivist argues, applying the verb "to suffer" to non-biological entities is merely a semantic
projection. It is an anthropomorphic figure of speech where we borrow the emotional weight of biological
pain to describe structural damage, functional failure, or abstract decline. For the reductivist, the Latin root
sufferre—to bear a weight—might be etymologically shared, but the nature of the weight is ontologically
entirely different. A bridge bears a literal physical load, but it does not bear a psychological or moral burden.
To use the English language to bridge this gap, the objection concludes, is to build an ontology out of a
metaphor, leading to an unwarranted expansion of ontological boundaries.

The Response

To dismiss a usage as merely metaphorical is to assume a theory of metaphor. To properly understand—and
evaluate—the reductivist’s objection, we must therefore make this underlying theory explicit. The trouble
for the objector is that there are numerous theories of metaphor, and they are generally at odds with their
objection. I will focus on several theories pertinent to this discussion: the traditional theory, the positivist
theory, Gricean theory, interactionism, and contemporary cognitivist theories including conceptual metaphor
theory (CMT).

The Traditional Theory

The classical (or Aristotelian) theory of metaphor treats terms as names or labels. A metaphorical use involves
the transference of a label from its ordinary use to an extraordinary use by way of similarity (Vico 1996).
Thus, to refer to Richard as a "lion" is to use the term in an extraordinary way, grounded in the similarity that
Richard is as brave as a lion. In schematic terms, “x is as P as y” where P is the ground of the similarity, and
y is the primary bearer of it. With this in mind, let us apply this theory to the verb “to suffer” and its related
forms.

According to our reductivist objector, the expressions in question have an ordinary use: they apply to
biological entities undergoing a particular kind of qualitative experience. These terms are then supposedly
applied in an extraordinary manner to entities that are neither biological nor capable of that experience. Under
the traditional theory, this transference must be grounded by a similarity between the suffering of the
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biological entity and the non-biological entity (e.g., a bone, a building, or a rainforest). What is this similarity?
What is the ground of it and what is the primary literal anchor for it?

Answering the aforementioned questions brings trouble. It is surely impossible that the similarity is some
aspect of the qualitative aspect of the experience of suffering itself—the qualia of it all. It is more likely that
the similarity involves a shared appearance—for example, the appearance of distress. But for the reductivist,
assigning the "appearance of distress" to a building is just trading one metaphor for another. Perhaps, then,
the similarity is the appearance of being harmed or degraded. But here, the shared similarity is inescapably
physical. And this creates a fatal problem for the reductivist: if the ground of the similarity is physical, the
metaphor is progressing in the wrong direction. If the transference of the terms in question is grounded on
physical appearance, then the physical meaning is the primary, literal anchor.

Consequently, applying "suffering" to a physical structure is not a metaphorical extension of biological pain.
Rather, applying "suffering" to a qualitative, psychological state is a metaphorical extension of the physical
world. What makes matters worse for the reductivist is that this reversal is perfectly corroborated by the
etymology of the verb “to suffer”—to bear a weight—for weight bearing is, primarily and originally, physical
in meaning.

The Positivist Theory

Because the logical positivists rarely formalized a standalone theory of metaphor, their view must be
reconstructed from their broader semantic theories and general hostility toward non-literal language. At its
core, the positivist approach is non-cognitivist: it denies that metaphorical utterances express propositional
content (Carnap 1935; Hemple 1965). To understand this, we must distinguish between an expression's
representative function and its expressive (or emotive) function (Ayer 1936; Carnap 1935; Stevenson 1937).
Using a term for its representative function adds to the propositional content of an utterance; for example,
using "clouds" in the sentence "I see rain clouds" represents a literal meteorological phenomenon and
establishes clear truth conditions. In contrast, using a term for its expressive function serves only to articulate
an affective state or to influence the behaviour of others—much like C.L. Stevenson’s analysis of the emotive
meaning of "old maid" (Stevenson 1937) While the literal sentence "He is a prince" has representative
propositional content, uttering it in a metaphorical context strips it of this function. The word "prince" is no
longer representing literal royalty, and the utterance itself lacks truth conditions. This does not mean it lacks
all meaning; it retains an expressive meaning, carrying a historical tendency to express an affective state
(such as admiration) and to motivate others to feel or act in certain ways (Stevenson 1937). Let us now apply
this non-cognitivist framework to the sentences our objector dismisses as metaphorical.

Applying this positivist architecture to an utterance like “Your tibia suffered a fracture in four places” creates
insurmountable problems for the reductivist. First, it is absurd to assert that such a sentence lacks
propositional content; it is a clear, verifiable claim about the physical world, and no contemporary scholar
would seriously suggest otherwise. Second, in most contexts, it is highly unlikely that this utterance primarily
carries expressive meaning aimed at motivating feelings or behaviours—it is typically delivered as a cold
statement of clinical fact. Finally, recalling the etymology of “to suffer” (to bear a weight), the representative
function of the verb is actually most literally engaged when applied to a physical subject bearing a physical
load. If any usage is metaphorical under the positivist framework, it is the psychological utterance “he
suffered a pain.” As a consequence, it is this utterance that would lack propositional content—the exact
opposite of the reductivist’s claim. It is highly doubtful, therefore, that the objector would want to rely on
such a self-defeating theory.

The Gricean Alternative

The classic cognitivist alternative to the positivist’s non-cognitivist theory of metaphor is Gricean pragmatics.
This theory assumes that an utterance can have a speaker meaning that differs entirely from the literal
meaning of the sentence used to make it. For example, the literal sentence meaning of “you are the cream in
my coffee” is different from its utterance meaning; according to Paul Grice (1975), in a metaphorical context,
the speaker is actually communicating “you are my pride and joy.” In such a context, we move from the
sentence meaning to the utterance meaning by using the former to “work out” the latter. This "working out"
is a necessary condition for this type of utterance meaning, because metaphorical meaning is a kind of
conversational implicature—typically arising when a speaker deliberately flouts the maxim of quality
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(truthfulness) (Grice 1975). This derivation must take the form of a logical argument. The philosopher A.P.
Martinich (1984) exemplifies this process using the following argumentative form: (a) My love is a rose, (b)
Roses are sweet-smelling, beautiful, etc.; (c) My love is sweet-smelling, beautiful, etc. Thus, from the literal
sentence in (a), the implicature in (c) is derived. The implicit assumption of similarity licenses this move; as
a consequence, we can say “My love is like a rose in respect of smelling sweet, being beautiful, etc.” Although
it is extremely difficult to understand exactly how this formal method gets us from “you are the cream in my
coffee” to “you are my pride and joy” without relying on massive associative leaps and ignoring the logical
problem of deriving a category mistake from a category mistake, let us assume for the sake of argument that
the Gricean method is correct. We can now apply it to the types of utterances that the reductivist claims are
metaphorical.

The reductivist tells us that the utterance of a sentence such as “I am suffering” is literal, while the utterance
of a sentence such as “The building is suffering” is metaphorical. From this supposedly metaphorical
utterance, a conversational implicature is derived. We can assume that something like the following deductive
process is involved: (a) The building is suffering. (b) Suffering implies harm. (c¢) The building is being
harmed. Again, there is an assumption of similarity between the building and a biological entity capable of
being harmed, allowing us to infer the simile: “the building is like a biological entity that is suffering in
respect to being harmed.” But, just as we saw with the Traditional Theory, this similarity cannot be qualitative.
The quality of biological suffering (the subjective sensation of pain) is a psychological state, but the harm
itself cannot be that. The respect in which harm is shared by the “I”” and the building is strictly physical. This
tells us that the utterance “I am suffering” is either a literal statement of physical fact, or it is actually a
metaphor. If we rely on the physical reality of harm, the correct Gricean analysis should be as follows: (a) I
am suffering. (b) Suffering is synonymous with physical harm or bearing a load. (c) I am being harmed or
bearing a load. Crucially, all biological suffering (including pain, when reduced to nociception) can be
analysed in exactly this way. There are no category mistakes in this deductive process, even if the supposedly
metaphorical utterance is referring to qualitative pain, because—as reductivists themselves must accept to
maintain their worldview—biological pain reduces to nociception (the physical detection of structural harm).
Utterances about economies and the like can be treated in the same manner, by a nominalist reduction to
particulars and concrete processes. Therefore, the Gricean model is not entirely rejected here; rather, it reveals
that the reductivist is applying it completely back-to-front.

Interactionism

It is unlikely that reductivists will find the interactionist theory of metaphor appealing, for the theory does
not draw strict boundaries between the literal and the metaphorical—a single expression can simultaneously
be both. The classic statement of the interactionist theory originates with I. A. Richards, who introduces it in
the following way: “when we use a metaphor we have two thoughts of different things active together and
supported by a single word, or phrase, whose meaning is a resultant of their interaction” (Richards 1936, 93).
Thus, an expression such as “wooden leg” is both literal and metaphorical—what makes it metaphorical is
that it involves the thoughts of two different things (the biological limb and the inanimate material) active
together in a single expression. Even more interesting is the way metaphor and its construction can both
depend on and generate experience. For example, the metaphorical expression “giddy brink” is grounded on
a human experience: that of feeling vertigo in high places. On the other hand, consider the expression “sharp
pain.” Once we learn this metaphorical expression, we have no trouble experiencing pains as distinctly sharp
or dull. In these cases, though we may abstract away from the metaphor, our world and the ideas associated
with the metaphorical expressions are forever changed. Experience and conceptualization are inextricably
linked through language for the interactionist. Let us apply this framework to the reductivist’s claims.

EEINTS LIS

The reductivist has claimed that expressions like a “suffering building,” “suffering bone,” “suffering
economy,” and “suffering population” are merely metaphorical. On the interactionist account, however, this
poses no threat to the maximalist thesis. These expressions may be metaphorical, but under Richards'
framework, this does not mean they cannot also be literal. The metaphorical meaning of an expression such
as a “suffering economy” is the result of two different ideas—perhaps an experientially grounded biological
idea and an abstract structural idea—interacting to create a new meaning, with each modifying the meaning
of the other. Furthermore, interactionism tells us that this new meaning actively structures our reality,
allowing us to genuinely experience and conceptualize an economy as a suffering thing. We are no longer
merely thinking of it as if it were suffering, nor are we simply thinking of it as being like something that
suffers. Through the interaction of these concepts, its suffering becomes a literal, conceptual reality. If the
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interactionist theory of metaphor provides little succour for the reductionist, more contemporary theories
provide no remedy.

The Cognitive Sciences and Metaphor: CMT

Theories from the cognitive sciences provide another vital perspective. Within this domain, there are
language-focused frameworks, such as Francois Recanati’s (2004) contextualist theory and Relevance
Theory (Sperber and Wilson 2008, 2012), as well as conceptually focused frameworks, such as Conceptual
Metaphor Theory (CMT). The language-focused theories do not treat literal and metaphorical expressions as
differing in kind. For example, under Recanati’s framework, in certain contexts, the complete /iteral, truth-
conditional meaning of the sentence “He swallowed the bitter pill” is simply “He accepted the bad news.” In
such contexts, the schematic concept associated with “pill” is pragmatically broadened to include ideas, and
the concept associated with “to swallow” is similarly broadened to allow for the intake of information. This
is a purely pragmatic process that actively determines the literal meaning of the utterance. Any
"metaphoricity" identified with the expression merely lies in the feeling one experiences when examining it
schematically—that is, when artificially abstracting the words away from their contextual use to look only at
their strict semantic categories. Relevance theorists discuss metaphor in a remarkably similar way, framing
it as the broadening of a concept. A key point of difference is that Relevance theorists view this as an
inferential process, whereas Recanati understands it to be automatic. In either case, the consequence for the
reductivist is severe. To claim that the verb “to suffer” is metaphorical under these frameworks is merely to
acknowledge that the verb has both narrower and broader applications, and little more. It does not identify
the verb with a distinct ontological type, nor does it succeed in contrasting a "false" non-literal use with a
"true" literal one.

CMT is arguably the dominant theory of metaphor today. It is a rich, continually developing framework, but
for our purposes, three of its foundational claims are particularly important for evaluating the reductivist's
position. First, CMT demonstrates that the strict dichotomy between literal and metaphorical language is a
false one; what we consider "literal" is often just deeply conventionalized metaphor (Lakoff and Johnson
1980). The coexistence of the literal and the metaphorical can be exemplified by the sentence “Kitty is in
Texas.” A strict, formal semantic reduction assigns each expression a function or abstract entity: the
preposition “in” acts as a function taking the entity “Texas” to deliver a truth condition if and only if the
subject entity “Kitty” meets the spatial requirement. Ultimately, “in Texas” is mapped to a literal
mathematical set (e.g. see Winter 2016). In contrast, CMT reveals that “in Texas” is structured by a
conceptual metaphor: Texas is conceptualized as a physical receptacle, pointing to the foundational cognitive
metaphor PLACES ARE CONTAINERS. The crucial point is that a statement can be simultaneously truth-
conditionally literal and conceptually metaphorical. Second, CMT holds that conceptual metaphors exist
because abstract target domains are best understood in terms of concrete, embodied source domains. For
example, expressions like “time is running out” or “time flies” indicate that the abstract concept of time is
understood through the concrete source domain of spatial movement. We map the physical realities of our
bodies moving through space onto the abstract reality of temporal progression. Third, conceptual metaphors
do more than just shape language; they provide the conceptual framework through which we actively
understand and experience the world. We do not just understand the linguistic definition of being “in trouble”;
we physically and psychologically experience “trouble” as a container we are trapped inside, complete with
its own set of sensations and affective states. These three aspects of CMT provide a powerful lens through
which to evaluate the reductivist's claim that talk of non-biological suffering is merely a figure of speech.

There are two hypotheses we can consider regarding the conceptual mapping of suffering:

1. Suffering as it relates to psychological phenomena is a conceptual metaphor that has become
deeply conventionalized in the verb “to suffer,” as exemplified by sentences like “He suffers from
anxiety.”

2. Suffering as it relates to physical phenomena is a conceptual metaphor that has become deeply
conventionalized in the verb “to suffer,” as exemplified by sentences like “The bone suffered from
osteoporosis.”

The first thing to note is that, in either case, the verb can be reduced to a literal, truth-conditional meaning

within a system of formal semantics. If the first hypothesis is correct, the literal, foundational nature of the
concept applies to physical entities, and the original nature of the verb applies to physical load or degradation.
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This suggests that the reductivist is as deeply confused as the metaphorical use is conventionalized—they
have mistaken the conceptual target for the literal source. On the other hand, if the second hypothesis is
correct, the conceptualization of the bone is indeed metaphorical. But, as noted earlier, this does not mean
that the relevant sentences lack a literal, truth-conditional reduction. Furthermore, the conceptual metaphor
will not merely shape language; it will shape our understanding and experience of the world. In our cognitive
reality, these physical objects will genuinely be experienced as suffering. In actual fact, however, CMT
strongly suggests that the first hypothesis must be correct. According to CMT's foundational principle, we
conceptualize the abstract through the concrete. Physical suffering (observable, spatial, and structurally
embodied throughout the physical world) is much more concrete than abstract psychological suffering—
which, though intimately lived, is qualitative, subjective, and dependent on inference.

If this first hypothesis is correct, we should expect the descriptors and modifiers of psychological suffering
to be borrowed from the physical, spatial world. Indeed, this is exactly what we find. Collocations associated
with “suffering” routinely include expressions that refer to physical size, mass, or spatial extent, such as
“enormous suffering,” “widespread suffering,” or a great “amount of suffering.” Furthermore, given the well-
known metaphorical nature of how we describe pain itself (e.g., sharp, dull, heavy, burning, stabbing), the
qualitative experience of psychological suffering is thoroughly structured by physical conceptualizations
(Munday et al. 2020; Munday et al. 2021; Hearn et al. 2025). Perhaps, this is also identified by the reductivist
attempts to identify suffering entirely with physical nociception. Thus, CMT is yet another theory of
metaphor that utterly fails to support the reductivist's objection against the maximalist thesis proposed here.

Having examined the metaphorical objection from several distinct philosophical angles—traditional,
positivist, Gricean, interactionist, and cognitive conceptual frameworks—it becomes clear that the reductivist
position cannot be sustained on linguistic grounds. The attempt to sideline the suffering of non-biological
entities as mere metaphor fails to align with how meaning, reference, and cognition actually function.
However, if theories of metaphor help to undermine the reductivist’s defence, the concept of metonymy—
synecdoche in particular—helps to pinpoint their fundamental mistake. The reductivist commits a pars pro
toto metonymic fallacy.

The Reductivist’s Pars Pro Toto Metonymic Fallacy

Classical rhetoricians defined metonymy as the transfer of a name from its proper use to an improper one
based on associative conditions, a primary example being part-whole transference (synecdoche). A name for
a part is transferred to the whole, such as when we refer to a corporate executive as a "suit," or a vehicle as
"wheels." However, contemporary cognitive linguists define it more fundamentally: metonymy is the use of
one entity or event to comprehend another related entity or event (Lakoff and Johnson 1980; Littlemore 2015).
Here, “entity” and “event” refer to conceptual nodes and event-schemas. Part-whole relations constitute one
major type of cognitive metonymy. Crucially, this cognitivist definition allows us to analyse a deep
conceptual confusion. Many part-whole metonymies are obvious and harmless, such as “I’ll have a glass of
red,” but some are insidious. For example, using "IQ" as a direct substitute for the entirety of human
"intelligence." This is what we shall refer to as the “pars pro toto fallacy.”

Metonymy is highly effective for focusing attention on a specific aspect of a concept. It is cognitively
expedient to use a prototypical part to exemplify a complex whole—for instance, using a robin to represent
the entire category of birds (Rosch 1975; Lakoff 1987). Nevertheless, a profound ontological error occurs
when the part is mistaken for the whole, and the specific attributes of the prototype are fallaciously mapped
onto the broader category. This conflation creates severe confusion about what a concept inherently includes
and excludes. For example, the concept of MAN was historically utilized as the unquestioned prototype for
HUMAN. Because elements associated with this specific prototype (such as maleness, whiteness, adulthood,
and neurotypicality) were treated as the standard, it fostered immense conceptual and concrete exclusions.
As a consequence, language structurally excluded the feminine pronoun, while institutions and systems were
built exclusively to serve the prototype—effectively erasing women, the disabled, children, and racial
minorities from social ontology.

This is precisely the error committed by the reductivist. The broad reality of suffering encompasses a vast
ontological domain. Biological nociception, psychological distress, affective states, and their physiological
markers are undeniably salient, highly visible parts of that domain. They are localized, biological instances
of lived structural degradation. However, the reductivist takes this specific biological part and metonymically
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substitutes it for the entire conceptual category of suffering—effectively blinding themselves to any suffering
occurring outside specific biological hardware. By treating this part-for-whole mapping as an exhaustive
definition, the reductivist artificially shrinks the ontological landscape. Just as with the previous historical
example, this restriction has profound consequences. If the framework defines suffering strictly as the firing
of a central nervous system, it becomes a type of biological chauvinism. Thus, we are told that oysters cannot
suffer, and the suffering of a collapsing ecosystem or a decaying social structure goes entirely unnoticed. By
recognizing nociception as merely one metonymic instance of a much broader reality, we free the concept of
suffering from its biological cage, opening the door to a framework of limitless compassion.

A Note on Compassion

The maximalist thesis has now been defended: recognizing the reality of suffering in all things opens a space
for limitless compassion. This framework also allows us to reexamine alterity in a profoundly new way.
Etymologically, compassion (com-passio) is the act of "suffering with" an Other's suffering. Under the
maximalist thesis, the Other is any entity in which suffering—the bearing of a load or structural
degradation—can be recognized. The concept of the Other is thus radicalized. It is no longer restricted by
biology, the strictures of analytic ethics, or the anthropocentric characterizations of the Other found in the
phenomenological traditions of Husserl, Sartre, and Levinas. Instead, the ethical "face" of the Other can be
encountered in all things. Consequently, compassion can be legitimately extended to all animal and plant life,
rainforests, environments, planets, economies, buildings, works of art, robots, Al models, and much more.
There are no artificial limits placed on one’s compassionate nature. If compassion is indeed the true basis of
morality, as Arthur Schopenhauer (1998) contends, then under the maximalist thesis, it becomes the
unbounded bound.

Conclusion

This article has argued for a maximalist thesis: all things suffer. This stands in stark contrast to the reductivist
framework, which artificially restricts suffering to a specific biological reduction. By examining the
etymology and grammatical flexibility of the verb “to suffer,” we demonstrated that the bearing of a physical
load is its foundational meaning. An analysis across multiple theories of metaphor corroborated this thesis,
revealing that the reductivist cannot simply dismiss inanimate suffering as a mere figure of speech. Finally,
applying cognitive metonymy allowed us to diagnose the reductivist’s core error: a pars pro toto fallacy that
mistakes the highly salient prototype of biological nociception for the entire ontological category of suffering.
While this paper has established the linguistic and semantic foundations of the maximalist thesis, its broader
consequences for compassion, alterity, and moral action have only been briefly sketched. Future research
must expand upon these implications. Furthermore, there is substantial empirical evidence supporting the
maximalist thesis across other disciplines—including cultural anthropology, sociology, and Human-Robot
Interaction (HRI) studies—that warrants dedicated exploration. Last, while several theories from the
cognitive sciences were utilized to support our thesis, Conceptual Blending Theory (CBT) was notably
reserved. CBT offers a highly promising avenue for understanding exactly why the reductivist becomes
confused about the literality of the maximalist thesis, demonstrating how the conventionalized experience of
biological suffering actively feeds back into our conceptualization of the physical world. By continuing down
this expansionist path, future research can fully articulate how freeing suffering from its biological cage
transforms our conceptual and ethical relationship to the world around us.
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A Genealogy of “Cultural Criticism” of Osaka:
An English translation of Uno Koji’s “Osaka” with commentary

Andrew Murakami-Smith

Oda Sakunosuke (1913-1947), perhaps the best-known Osaka fiction writer in the modern period,
at first wanted to write plays. While a student at the Third Higher School in Kyoto (precursor to Kyoto
University) from 1931 to 1936, it was drama in which he was interested. Oda’s shift to fiction seems to have
been brought on by his reading of Stendhal’s Le Rouge et le Noir in 1938, during a three-year sojourn in
Tokyo. He returned to his native Osaka in 1939, but as he had lost his parents in the interim, he returned as a
“wanderer.” He now saw his hometown with new eyes.! As he wrote in the essay “Waga bungaku shugyo”
(1943), “my literary training must have been, in a way, the study of Osaka. Osaka is my birthplace, and my
teacher.”?

Oda’s entrée into the literary scene was his 1940 Meoto zenzai. This was a work filled with the
names of Osaka neighborhoods, restaurants, and foods; Osaka dialect (“non-standard” from the perspective
of Tokyo readers) is used in characters’ dialogue and even sometimes in the narration itself. Moreover, its
two main characters are a pair of Osaka “types” or stereotypes, the practical, hard-working woman and her
good-for-nothing, profligate man, which had appeared in several previous works of Osaka literature, such as
Edo-period love suicide plays by Chikamatsu Monzaemon® and Kamizukasa Shoken’s “Hamo no kawa”
(1914).* Meoto zenzai brought Oda notoriety, but also some criticism from established writers such as Shiga
Naoya, who called it “dirty” (kitanarashii). In his 1946 essay “Kanosei no bungaku,” Oda recalls that Meoto
zenzai was denigrated as vulgar and frivolous, but also for having “the spirit of a craftsman and a merchant’s
soul.”® These last target the work specifically in terms of stereotypes of Osaka, and no doubt contributed to
a growing consciousness on Oda’s part of his own status as a “writer of Osaka.” In fact, Oda set many of his
subsequent works in Osaka, with many Osaka-dialect-speaking characters. Further, Oda also investigated
Osaka, its history, and the character of its people in the essay form. He published an essay entitled “Osaka
hakken” (“Osaka Discoveries”) just four months after the appearance of Meoto zenzai, and a steady stream
of essays followed, including “Osaka, Osaka” (1941), “Saikaku shinron” (“A New Theory of Saikaku,” 1942)
and many others about the Edo-period Osaka fiction writer lhara Saikaku, “Osaka no sakka” (“Osaka Writers,”
1943), “Niryli Bunraku-ron” (A Theory of Second-Rate Bunraku,” 1946), and “Osaka no kandsei” (“The
Possibilities of Osaka,” 1947).

The 1941 “Osaka, Osaka,” shows how Oda’s status as a “writer of Osaka” was not merely a
tautology predicated on the simple fact of being born in Osaka. In this essay, “to be published in the Osaka
Edition of an Osaka newspaper and read only by Osakans” (Oda 1941/1970, p. 281) Oda begins by criticizing
Osakans’ failure to patronize the Bunraku puppet theater during the summer months, when the entire troupe
is forced to tour the provinces to bring in revenue, and asks, “Could Osaka be, after all, a city where it is
difficult for art to thrive?” (Oda 1941/1970, p. 282). He then explains that “the reason why I continue to live
and bear the inconveniences of writing literature in such a city that is — let’s stop beating around the bush —
unsympathetic to the arts is that, after all, I love Osaka, and find it difficult, body and soul, to part from
Osaka.” Then, asking himself the question, “Why do I love Osaka? And find it difficult to part from Osaka?”
he answers that “it is because Osaka is my hometown. It is because it is the city where I was born and raised”
(Ibid.). The ambivalence in his attitude toward his hometown, critical but still attached to it, can be seen in
his description of his evolving feelings toward Osaka dialect from childhood through youth to adulthood.

...when [ was a child, I spoke the only dialect I could have, in other words, Osaka dialect.
I spoke it more skillfully and easily than I do now. But I entered middle school, gradually
became more and more impudent, and around the time when I began to... prepare for
entrance exams to higher school, I made great efforts to escape from Osaka dialect... [ was
successfully admitted to the Third Higher School in Kyoto, and in the five years (three
years for most) spent there, I learned an odd student slang, then spent two years here and

Murakami-Smith (1997), p. 286.

Oda (1976), p. 164.

Sonezaki shinjii (1703) and Shinjii ten no Amijima (1720), for example.
Translated as “The Skin of the Pike Conger Eel,” Murakami-Smith (2013).
(https://uchicago.app.box.com/s/v2po8omcmylde726rp770k4yemxdkmvm)
3 Translated as “The Literature of Possibility,” in Murakami-Smith (2025).

6 Oda (1946/1999), p. 253.
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there, and three years in Tokyo. While there, I expended a foolish amount of effort learning
Tokyo dialect... I was now able to speak a somewhat off-key Tokyo dialect, and was
constantly saying, ‘Look here, in Tokyo, you know —” But even while speaking this way, |
thought carefully, and the language spoken by those around me — in other words, the Osaka
dialect I had hated — began to seem much better. ... I began speaking Osaka dialect again.
And this has continued until today. (Oda 1941/1970, p. 283, tr. Murakami-Smith)

By focusing on Osaka in both fiction and essays, Oda pursued answers to questions such as “What sort of
place is Osaka? How does it differ from Tokyo?” and “What sort of people are Osakans? How are they
different from the people of other cities and regions?”” But these preoccupations of Oda’s were not only his.
By writing such “cultural criticism” of Osaka, he joined a lineage of modern writers, both Osaka natives and
non-natives, who attempted to find answers to similar questions.

The well-known writer Tanizaki Jun’ichird (1886-1965), for example, came to the Kansai in 1923
on what he thought would be a short sojourn, just until Tokyo and Yokohama could be rebuilt after the Great
Kanto Earthquake. He recorded his initial, somewhat negative impressions of what seemed to him the very
different culture of the Kansai in “Hanshin kembunroku” (1925),” lamenting, for example, the vulgarity and
pushiness of people who borrow one’s newspaper to read instead of buying one of their own. As he became
more interested in the life, culture, and dialect of Osaka and the Kansai, however, he stayed on in the Hanshin
area between Osaka and Kobe. The much wider-ranging essay “Watakushi no mita Osaka oyobi Osakajin”
(1932)% gives a more balanced view of what he continued to see as an area culturally distinct from Tokyo,
but also one that preserves traditional aspects of Japanese life that he remembers nostalgically from his
childhood in Tokyo.

Tanizaki’s increasing interest in the Kansai and traditional aspects of its culture was reflected in
works of fiction such as Tade kit mushi (1929, featuring traditional ningyé joruri puppet theater)® and
“Shunkin-sho” (1933, featuring shamisen and koto playing, and the keeping of Japanese bush warblers
[uguisu] and larks [hibari])."® This attention to the traditional is usually portrayed as a “Return to the Classics”
(koten kaiki) or “Return to Japan” (Nihon kaiki). However, one should not forget his initial, somewhat
horrified fascination with the strange customs of Kansai people portrayed in “Hanshin kembunroku.” For
Tanizaki, the Kansai was initially a “foreign” region, and essentially remained one even as he discovered
aspects of traditional Japan there. His fascination with the unfamiliar aspects of Kansai culture can be seen
as a direct evolution of his Taisho-era fascination with things Western, Modern, and Chinese. And, just as the
versions of the “West” as constructed in such stories as “Aoi hana” (1922, tr. as “Aguri” by Howard Hibbett)
and “Dokutan” (“The German Spy,” 1915) are just that — constructed — by Tanizaki’s imagination, the Kansai
of Tanizaki’s fiction and essays, blending the traditional and the unfamiliar, is an “imaginary Kansai” (Cronin,
2025, p. 11).1

Any hasty equation of Tokyo with Modern and Westernized, while the rest of Japan is seen as
traditional, is also belied by the Osaka-born painter Koide Narashige (1887-1931). Koide was a painter in
the Western style (yoga), who went abroad to Paris in 1921-22. His still-lives and nudes betray the influence
of Western painting, and often show Western dolls, furniture, and interiors. Like Tanizaki, he lived in the
Modern Hanshi area (and in fact knew Tanizaki, and illustrated his Tade kit mushi). Koide was an essayist as
well as a painter, writing humorously of his weak stomach and delicate constitution, as well as on art and his
travels in Europe. His investigations of Osaka and its people are recorded in essays such as “Getemono
mandan” (“Some Remarks on Low Things,” 1930), “Shunmin zatsudan” (“Drowsing in Spring,” 1930), and
“Yokisugiru Osaka” (“Too-upbeat Osaka,” 1936). “Shunmin zatsudan” explicitly points out the Modern
character of the Hanshin area. Koide first laments that the scenery of the area does not lend itself to landscape
painting because the bright sunlight, white ground, and dark green of the pines make all colors look washed-
out. (In fact, Koide seems better-known for his still-lives and nudes, rather than his landscapes.) He then asks
what pictorial elements might be suited to this scenery. His answers are all thoroughly Modern things: “the
wonderfully flat Hanshin Highway; the roar of a motorcycle racing along it; a luxury automobile out for a
drive; a sportsman’s white shirt; the stripes of bathing suits; filming movies ... gentlemen at golf... mountain-

7 Translated as “Hanshin Observations” by Michael P. Cronin in Tanizaki (2025).

8 Translated as “Osaka and Osakans as I See Them” by Cronin (Tanizaki, 2025).

% Translated into English as Some Prefer Nettles, Edward Seidensticker, 1955.

19 Translated into English as “The Story of Shunkin” by Roy Humpherson and Hajime Okita, 1936, and as “A Portrait of
Shunkin” by Howard Hibbett, 1963.

11" See also, for example, the discrepancy between the quiet, high-class Doshomachi (the drug-merchants’ district of Osaka

that is the setting for Shunkinsho) depicted by Tanizaki and the bustling, noisy commercial district it really was in the Meiji

era (Mishima, 1994).
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climbing, horse-racing, tennis, baseball, the Girls’ Opera...” (Koide 1930/1987, p. 110, tr. Murakami-Smith).
Koide then draws a parallel between the sunlit scenery and a “sultriness” he feels in the Kansai, which he
says is lacking in Tokyo, where “something like a vein of coolness” flows. This sultriness is not a matter of
climate and temperature, however, but something psychological, which leads to “decay, tedium, yawning,
and dullness, and makes it too much of a bother to think about things clearly” (Ibid.).

Koide also describes something like this sultriness in the 1936 “Yokisugiru Osaka” (the title might
be translated as “Too-Upbeat Osaka”). Koide first refers to the mild climate and beautiful scenery mentioned
in “Shunmin zatsudan,” and continues as follows.

However, for those who intend to engage in the somewhat melancholy pursuits of
scholarship, literature, or the arts, in Osaka the surroundings are too relaxed, too cheery
and uncomplicated, and... too upbeat. ... As a painter I often hear this kind of
‘compliment’: “What a great racket you guys got: dash off a few scribbles with a brush,
and you’ve made a hundred or five hundred yen. What an easy life!”’

Hearing such a comment when you’re suffering from poverty and can’t put your hand to
anything makes you just want to give up: the Muse flees. And so, the thoughtful aspiring
artist escapes to Tokyo, which is somewhat more melancholy than Osaka. Thus, Osaka is
as a rule devoid of men of letters. (Koide 1936/1987, p. 242, tr. Murakami-Smith)

Koide did not, in fact, decamp to Tokyo (in “Shunmin zatsudan,” he relates how he once visited realtors and
viewed vacant houses outside Tokyo, but the coolness of early autumn on the Musashino plain brought to
mind the melancholy of winter, and so he gave up the idea of moving to Kantd), instead staying on in Hanshin
area and maintaining a complicated ( “yayakoshii” in Kansai dialect) relationship to his home region.

Koide’s and Oda’s complicated or ambivalent attitudes toward their hometown, and the
inhospitability to art they both point out, provide a partial answer to a question raised by Tanizaki in his 1927
essay “Kansai bungaku no tame ni” (“For a Kansai Literature”): Why are there no major writers in the
Kansai?'> Because many aspiring writers move to Tokyo. Nevertheless, Koide and Oda continued to live in
the Kansai as they created their art and literature, and as a secondary undertaking, carried on writing essays
investigating Osaka, and comparing it with Tokyo. Perhaps their essays were in part an attempt to articulate
or “work through” their ambivalent attitudes in writing. Further, this seems to have been a need felt by a
variety of Osaka and Kansai artists and writers from the prewar period through to the present day — those
whose names we might add to the “lineage” of essayists on Osaka and the Kansai referred to above, including
Yosano Akiko (1878-1942), Uno Koji (1891-1961), Ono Tozaburd (1903-1996), Fujisawa Takeo (1904-
1989), Tanabe Seiko (1928-2019), Tomioka Taeko (1935-2023), Miyamoto Teru (1947-), Murakami Haruki
(1949-), Machida K& (1962-), Shibasaki Tomoka (1973-), and Tsumura Kikuko (1978-).

However, this lineage or genealogy of cultural criticism of Osaka constitutes more than a
chronological list of works. These authors restated, built upon, modified, refuted and rejected the opinions of
previous writers. A lineage of essays on Osaka should properly be conceived of as shading into a genealogy
also comprising works in other genres, such as scholarly and non-scholarly works on Osaka dialect (cf.
Maeda 1977, Tanabe 1985, Onoue 1999, Wakagi 2011, Kinsui 2025), biographies of Osaka historical and
literary figures (Oda 1942, Otani 1998), memoirs and autobiographies (Ono 1975, Fujisawa 1981), literary
criticism on Osaka writers, literature, and theater (Kobayashi 1989, Kawauchi 1990, Yasumizu 2005, Yoshida
2008, Yamada & Hosomi 2009, Dodd 2014, Ko 2018, Cronin 2025), and ultimately linking to works in
diverse fields such as reportage and nonfiction (Kitao 1932/1989), cultural history (Saitd 1995, Inoue 2011,
de Ferranti & Tokita 2013), political and economic history (Wakaichi 1996, Sakai 2011), urban studies
(Hashizume 1996, Sugihara & Tamai 1996, Kato 2002, Hashizume 2003), and architectural history (Unno
1987). In this context, Uno Koji’s 1936 “Osaka,” an excerpt of which is translated into English below, plays
a pivotal role, in that it responds to and even quotes from previous writers’ essays. It also, as will be explained
below, went on to influence Oda’s work.

Uno’s own relationship to Osaka might be characterized as “yayakoshii” or ambivalent, although
he did follow the pattern of those Osaka natives who put some distance between themselves and their
hometown by becoming a writer after moving to Tokyo. He was born in Fukuoka, but came to Osaka with
his mother and grandmother at the age of five, upon the death of his father. He entered the military school
Kaigydsha in 1897, and two years later moved to Soemon-chd, along the northern bank of the Dotombori
Canal, to live with his uncle and grandmother. Uno moved to Tokyo to prepare for entrance to Waseda
University in 1910. He began writing and publishing stories for children in 1915, but he first drew attention

12 Tanizaki (1927/1983).
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with “Kura no naka” (1919; tr. as “In the Storehouse” by Elaine Gerbert). As noted above, Uno, who lived
from 1891 to 1961, lived in Osaka only during the years 1895-1910, from five to 19 years of age. As might
be expected, these years had a formative effect on Uno, and, like other Osaka writers, he thematized Osaka
in many of his works, both fiction and essays.

As would later be the case with Oda Sakunosuke (as discussed above), some critics approached
Uno’s debut work in terms of his status as an Osakan. For example, contemporary writer Kikuchi Kan called
the work “nothing but Osaka rakugo'>” (quoted in Gerbert 1997, p. 34, n. 26). Critics were no doubt put off
by the work’s chatty, verbose written style, described as “comical, almost annoyingly chatty” (Yanagisawa
1996, p. 321). Elaine Gerbert, Uno’s English translator, points out that Uno was criticized for his
“inappropriately ‘flippant’ attitude,” and continues: “Lacking the sobriety associated with ‘pure [high]
literature,” he was called by less sympathetic observers a popular (fsiizokuteki) writer, with all the
condescension the word popular implied” (Gerbert 1997, p. 4). In other words, Uno was criticized for not
measuring up to certain ideals of “pure literature” (junbungaku): for being comical, flippant, popular and
entertaining instead of serious and intellectual. As we have seen, this criticism is parallelled by the later
criticism of Oda’s debut work as vulgar and frivolous. And just as Oda’s work was said to have “the spirit of
a craftsman and a merchant’s soul” (gesturing to Osaka stereotypes), Uno’s was called “Osaka rakugo.” 1
believe such criticism strengthened in Uno a sense of being an Osaka writer, just as it did for Oda in later
years, even though Uno had already been living in Tokyo for years when he began his literary career. And,
also like Oda, he went on to investigate Osaka and Osakans in his fiction and essays.

In Osaka to kindai bungaku (Osaka and Modern Literature, 1989), Kobayashi Yutaka gives a
partial list of Uno’s fictional works set in Osaka, listing nine works (p. 87). Uno and his works are introduced
in a chapter entitled “Eccentric People”; Kobayashi contends that Uno saw in his idiosyncratic Osakan friends
and acquaintances (on which many of the characters in his fictional works were based) “typical ‘Osaka
people,” and this kindled in him the literary passion of a native Osaka writer” (Kobayashi 1989, p. 83). Such
an interest in “strange people” can be seen in “Jukken roji” (“Ten-House Alley,” 1925), a nostalgic work that
relates memories of Uno’s childhood spent in Soemon-chd. As the title suggests, the work focuses on the
inhabitants of the row-houses lining an alley, beginning with the narrator’s first encounter with Usakichi, the
boy with whom he would become closest, and then introducing the inhabitants of the alley in turn, even
reproducing a plan of the alley, each house labeled with the name of the family resident therein. Uno seems
intent on recording everything he can remember about the alley and its denizens, from an ingenious system
of “doorbells” in the days before electricity (a wire extended from a bell at the door of each house to a tab at
the front gate of the alley, which was locked after midnight), to the main character’s weak constitution, to a
form of communication through whistling that the narrator and Usakichi used, to Usakichi’s sister’s debut as
a geisha.... Although not quite as chatty as “In the Storehouse,” the written style is verbose and disorganized,
starting and stopping, branching of onto tangents, and including second-hand information on what became
of the residents in later years. The reader does indeed feel the Osaka writer’s nearly insatiable curiosity about
eccentric Osakans mentioned by Kobayashi (1989). Indeed, the story ends as follows:

When I went to Osaka the other day, I walked around the old neighborhood in Soemon-
cho and found it completely changed, but there was, in the same spot as before, a much
more modern ten-house alley. I wonder what kind of people are living there now?

(Uno 1925/1973, p. 33, tr. Murakami-Smith)

However, in fact, “Jukken roji” does seem to have a central focus more specific than the ten-house
alley and its people. The narrative of times past is set off by a framing story in the narrative present: the
narrator has received a postcard announcing that Yamaki Usakichi, being one of the highest-paying taxpayers
in a certain prefecture, has qualified to run in an election for a seat in the prefectural legislature. Usakichi,
the narrator’s friend in childhood, has in later years become the owner of a successful café. The end of the
story returns to the present, recounting (immediately before the passage quoted above) the narrator’s chance
encounter, 10 years before, with a dignified, well-to-do Usakichi in a Tokyo-bound train from Osaka. The
narrator, meanwhile, is in “straitened circumstances,” wearing a kimono borrowed from the master of the
publishing house where he works. I would contend that the subtext of the story, though understated, is the
contrast, even rivalry, between the former childhood friends — the one now a successful businessman and
candidate for the prefectural legislature, the other a writer in “straitened circumstances,” working for a
publisher. Thus, I hypothesize that, along with the ten-house alley specified in the title, Usakichi is a focus
for the work. This is supported by a remark by the narrator when he is recounting what happened to Sakuzo,

13 ¥%3E, akind of comic storytelling.
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a son of the oil merchant at the entrance to the alley. This Sakuzd was at first apprenticed to an oil merchant,
but later became interested in literature, entering a university in Tokyo and becoming good friends with the
narrator. Having furnished this information, the narrator then stops himself, saying, “as he is not the main
subject here, I will omit him, but as for the crucial Usakichi....”'* This reticence on the part of the narrator
—who has never hesitated to share all manner of seemingly extraneous information — would seem to intensify
the contrast between the narrator (and his literary friend) and the presumed “main subject,” Usakichi. In other
words, behind an Osaka writer’s curiosity about eccentric Osaka people lies a desire to contrast Osakans with
the people of Tokyo and other regions — and it is among the latter that the narrator places himself.

Another Uno story focusing on Osakans is “Rakuseikara” (1934; the title, written FS{52%
seems to be a neologism of Uno’s based on “rakutenka” [ X 57], and might be translated as something like
“The Optimists”). The story details the interactions of the main character Fukami (based on Uno himself),
resident in Tokyo, with his friend Takegi Rintaro, with whom he attended middle school in Osaka, over the
course of several visits by Fukami to Osaka. Various seemingly inconsequential events involving Takegi,
other former middle-school friends, and various geisha are related, but the main focus of the story seems to
be to depict Takegi’s outgoing but down-to-earth personality, and his boundless energy, whether focused on
business, food, drinking, or women. All of Takegi’s conversations are represented in a strong Osaka dialect,
while Fukami speaks Tokyo dialect (the so-called “standard” language), creating a strong contrast with
Takegi and the other Osaka characters. For example, when a waitress in a café bar shows Fukami (a literature
student at the time) a love letter and criticizes its written style, Fukami states (in Tokyo dialect) his opinion
that “With love letters, it is not whether the style is skillful or unskilled that is important, but whether it has
passion.”’> The waitress replies in Osaka dialect, “I hate passion, I hate passion.”'® The contrast is not only
between Tokyo and Osaka dialect, but also between the romanticism of the literature student and the
pragmatism of the Osaka woman. As was the case with the narrator of “Jukken roji,” Fukami, though he grew
up in Osaka, is depicted as an “outsider,” no longer at home among the Osakans who hold such fascination
for him — and for Uno.

Uno was in poor mental health from 1927 to 1932. Toward the end of this period, he resumed
writing children’s stories, but his first literary work after recovery was “Kareki no aru fukei” (1933; tr. as
“Landscape with Withered Tree” by Elaine Gerbert). The chatty, disorganized style of his earlier works, that
had “called attention to the physical mechanics of speaking” (Gerbert 1997, p. 10), is replaced by a more
“transparent” style that seems more concerned with telling a story than in the way it is told. The work also
lacks the first-person narrator of the “I-Novel” form, which Uno had often adopted in his earlier works.!”
“Kareki no aru fuikei” is based on the life of Koide Narashige (called “Koizumi” in the story), the Osakan
Western-style painter whose essays we have discussed above. Fellow painter Shimaki, the main character,
tries to analyze the seemingly contradictory aspects of Koizumi’s life and work: on the one hand, an
entertaining, humorous conversational skill paired with a “commercialized” painting skill capable of
producing for sale multiple copies of the same work, and on the other, his great talent, never waning even as
his health deteriorates,'® and shining forth in every single copy produced for sale. In “Kareki no aru fukei,”
we see again the fascination with (typical or stereotypical) Osaka people that we saw in “Rakuseikara” and
“Jukken roji.” But in the character of Koizumi, there is a combination of Osakan and non-Osakan elements,
a balance between “Osaka” and “art” — which, as we have seen above, have been posited as antithetical in
the essays of Oda and Koide.

The troubled relationship between Osaka and art is one of the central questions raised by Uno’s
1936 essay “Osaka,” excerpts of which are translated below.!” “Osaka” also touches on the other questions
investigated by essay-writers like Oda, Tanizaki, and Koide, discussed above: What kind of place is Osaka?
What kind of people are Osakans? How do they differ from the people of other regions? Uno’s essay joins
the genealogy of “cultural criticism” on Osaka and Osakans, not only by focusing on some of the same
questions, but by referring to, quoting from, agreeing and disagreeing with other Osaka essay-writers.?’ The

WOTZ ZTIERFEETIE RN S, ZOFITE LN, FLOFE=ZFITH W T 1 (Uno 1925/1973, p. 29, tr.
Murakami-Smith).

BOIBLEWS bOIX, LEOEFTFRLY, FRAOH > TV HBMESTZ X (Uno 1934/1972, p. 115).

o THTHERAE DV, HTHRE BV (Ibid).

17 This does not mean that all of his early works actually were I-Novels; “Kura no naka,” for example, is based on the
experiences of another writer, Chikamatsu Shiiko.

18 Koizumi, like the real-life Koide, dies of tuberculosis at the end of the story.

19 The translation includes Section 1, “A City without Trees — or, Things just as they were in the old days” and Section 2,
“Various Osaka Personalities — or, Two types of Osaka soul,” while omitting the last three sections of the essay, on Osaka
food, ways of getting ahead in Osaka, and various Osaka entertainers of the time.

20 Uno even quotes from his own “Jukken roji,” reproducing the same plan of the ten-house alley, with each house labeled.
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essay thereby functions as a kind of omnibus of the state of opinion on Osaka and Osakans as of 1936. And
Oda, at least, read and responded to it: the title of his story “Ki no miyako” (1944, tr. by Burton Watson as
“City of Trees”) is a reworking of the title of the first section of Uno’s essay, “Ki no nai miyako” (“A City
without Trees”). In fact, the first words of Oda’s story explicitly disagree with Uno’s assertion: ‘“People say
Osaka is a city with no trees, but when I think back to my childhood I find I have a remarkable number of
memories that involve trees” (Oda 1944/1994, p. 107).%!

As discussed above, the lineage of essays on Osaka constitutes a continuing dialogue of cultural
criticism on the city and its people. Uno Kgji’s “Osaka” joins and contributes to this lineage by quoting and
responding to other essay-writers like Tanizaki Jun’ichird and Koide Narashige, adding Uno’s own opinions,
and, in turn, becoming something that is read and reacted to by subsequent readers and writers. And whether
such readers and writers restate and reinforce its arguments, or whether — as did Oda Sakunosuke — they
reject and refute them, they nevertheless sustain and renew debate on Osaka as a site of diversity and cultural
specificity, an alternative to Tokyo. This is what I hope to enable by making available the following English
translation of “Osaka.”
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OSAKA (excerpt!)

By Uno Kaoji
Translated by Andrew Murakami-Smith

1. A City without Trees —— or, Things just as they were in the old days

When I first moved from Osaka to Tokyo twenty-five or -six years ago, the first thing that surprised
me was how many trees there were in the middle of Tokyo. Back then, there was not a single house on Kuze
Hill towering to the east of the Edogawa streetcar stop I used on my way to and from school. As it was spring,
the new, spring grass sprouting here and there set off the reddish brown of the earth. This hill has not greatly
changed since those days, but as there were no tall buildings around it as there are today, looking from
Tsurumaki-chd or Suidd-cho, bald Kuze Hill looked extremely tall, as if towering loftily over the city. And
from the Edogawa streetcar stop, one could see the zig-zag path that climbed the hill. Friends from my year
at school often went to Toyamagahara, but I preferred to climb Kuze Hill. Looking down from the Hill, the
city below was perhaps three-fifths houses, and interspersed among them, trees accounted for two-fifths.
Every time I came here when I was twenty, I would sit down at the foot of the huge tree — what kind it was I
don’t know — that stood at the northern extreme of the hill, and, in surprise, say to myself, “Tokyo’s nice,
they got so many trees smack in the middle of town.”

The reason I was so surprised is that there was not a single tree in the narrow garden (of about six
and a half square meters) of my uncle’s house in Osaka, where I had lived for about 10 years, until about a
year before I moved to Tokyo. Tanizaki Jun’ichird has written, “Osaka’s Semba, Shimanouchi, and the area
from Shinsaibashi-suji to the Dotombori area comprise the center of Osaka.” This is not the kind of “center”
that a Tokyoite like Tanizaki means, but it is one of the centers of Osaka. That house of my uncle was in
Soemon-chd in Shimanouchi. Soemon-chd is the easternmost edge of the famous pleasure district of Osaka,
Minami no Shinchi (also known as the “Five Streets”), and has some of the city’s best geisha houses and
“establishments” (like a geisha agency in Tokyo, but also a little different). My uncle had gone into business
with two of his cousins, wholesaling Western umbrellas, broadcloth, shawls, and blankets. His shop was in
Semba, but for the sake of his aging mother and for me, his nephew, and also to have somewhere to rest his
own bones, he rented rooms here in Soemon-chd, Shimanouchi, although he himself was almost always at
the shop. These rooms of my uncle’s were in a ten-house alley. As I have in the past written a story about this
ten-house alley in Soemon-cho, I will here copy as needed from that story. “It had a gate two yards®> wide,
and inside the gate a two-yard wide dirt-floored passage, down the much-traveled center of which were laid
a row of rectangular granite paving stones, spaced about a foot apart. This alley ran north-south, and five
units were lined up on each of the east and west sides.” In other words, this was the origin of the name “ten-
house alley.” I lived in this ten-house alley from thirty-five or -six years ago, until twenty-four or -five years
ago.

Words like “alley” and “row house” sound somehow run-down, but the houses on this alley, though
they were connected together as row houses, were trim, neat houses with wooden lattices on sliding doors
and windows, of two stories, and though they all looked the same from outside, each had a different number
of rooms and floorplan. But, like the garden of my uncle’s house, nary a tree was to be found in the gardens
of any of these houses. Instead, in the summer, there was a useful and interesting contrivance: five or six
thick wires were strung from the eaves on one side of the alley to those on the other, and a cloth was suspended
for shade. In the morning, this cloth would be rolled up at the eaves of the houses on the east side, and when
the rays of the sun became too strong, the cloth would be drawn across the alley for shade by pulling cords
attached to the edge of the cloth from the west side. In the evening, when the sun began to set, now pulling
the cords attached to the edge of the cloth from the east side, the cloth would be rolled up again. And when
the long, hot day was finally over, people would bring out s#6gi (a uniquely Osakan kind of wooden bench

! This translation omits the last three sections of Uno’s essay, on Osaka food, ways of getting ahead in Osaka, and various
Osaka entertainers.
2 Translator’s note: One ken (f#]), or about 1.8 meters.
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or stand) from the houses on both sides, and sit facing each other across the alley, and since (as I already
mentioned) the alley was only about two yards wide, could conveniently get a light for their smokes from
people across the alley without even getting up from their shogi, and talk about anything, no matter how
confidential, while cooling themselves in the evening air. This was the easygoing custom of the alley. Another
such custom was the following. The gate to the alley had double doors that swung open to right and left, and
these would be opened in the morning by whichever resident of the alley was the earliest to rise, and at night
would be locked exactly at midnight by the house on duty. However, as I mentioned before, since it was in a
neighborhood with “some of the best geisha houses and establishments,” close to 20 geisha and courtesans
lived in this alley (in Osaka, courtesans have their own establishments and teahouses, and attendants come
to pick them up and see them home again), and thus many residents came home after midnight. But these
women, coming home so late, could knock on the gate all night and never be heard in their own houses down
the alley. This was because even the houses closest to the gate were separated from it by the depth (eight to
ten yards®) of the tabi sock-maker on the west side, and the household goods store on the east side of the
alley’s entrance. Further, even if the sound of knocking could be heard at the houses within the alley, there
was no way to know who was knocking to be let in to which house. For this reason, in a corner next to the
gate on the east and west sides, at an easily reachable height, hung five wooden tags (for five houses), about
half the size of a postcard, each bearing the name of a family living on that side of the alley. Each tag was
tied to a thin wire, which ran back to that family’s house and inside it, and was attached to a bell. Anyone
who came home after the gate was closed would pull the tag bearing the name of their own family. In other
words, this contrivance played the role of a doorbell, in the days before doorbells became common.

One night in the autumn of a certain year, when I was strolling along Shinsaibashi Street, [ met Y,
an old friend of mine. As soon as he saw my face, he said, “It’s been a while,” and then immediately said,
“Your ‘Ten-house Alley’ is still there, looking just as it did back in the old days. Want to go see?”” His phrase
“Ten-house Alley” was the title of a story I had written about 10 years before, and referred to the actual ten-
house alley that I have been describing. Without further ado, I asked him to take me there. Thereupon we
turned from Shinsaibashi Street into Soemon-chd, and walked past Ebisu Bridge, Tazaemon Bridge, and Aiai
Bridge in silence. As we passed Aiai Bridge and gradually approached Section 1, Soemon-chd, where the
ten-house alley was located, my heart was all aflutter with anticipation. This was probably because, although
the houses and shops on both sides of the street from Ebisu Bridge until past Aiai Bridge were just the same
as in the old days, the neighborhood where I had lived back then (from about 35 years ago to about 25 years
ago), from the corner of Sennen-cho to around the north end of Nippombashi Bridge, was so changed that it
was barely recognizable. Thinking, “We must be almost to the oil dealer’s, can I spot the Soei Baths yet?
Wasn'’t it right around here...?” I looked around to right and left, but the oil dealer’s was not there, nor was
the fabi sock-maker’s next door, nor the public bath across the street. Wondering where we were, 1 kept
walking next to Y, when suddenly he said,

“Here we are!”

Hearing this, I looked to the left (west) side, and saw standing in the lots where the oil dealer and
tabi maker must have stood, two long, narrow, two-story cafes, dim inside given their brightly-lit exteriors,
standing next to each other. Never having been much interested in that kind of café, I merely gave them a
glance, and hurried a few steps behind Y, who had quickened his steps and turned left.

Following Y, I turned the corner (the place where the gate had been, though there was no trace of
it now), and the ten-house alley stood before me, looking almost as it had in the old days, just as Y had said.
I crept forward until I was close to the entrance of the third house on the left side of the alley. That had been
my uncle’s house, where I had lived in the old days. The shape of the house, as well as the “thousand-slat”
lattices on the windows, the latticed sliding door, and the black wall next to the entrance, though they were
not old, looked no different from the old days.

When I had lived in this house, in the spring when I was eleven, I think (first year of middle school
then; fifth grade of elementary school now), I stayed home from school for about a month with some strange
illness due to exhaustion, and when I was finally able to get up and walk around outside, egged on by a
neighborhood rascal and using a nail he gave me, I scratched on the black wall next to the entrance to my
house (the house I was now standing in front of), the following plan of the ten-house alley.

3 Translator’s note: Four or five ken (ft]).
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Dotombori Street
Dotombori Canal
Soemon-cho
Japanese Household Gate Tabi sock (Keglslene)
Pickles Goods maker
Dealer
Omura Makupo—
uchi
S
E+W
Terao N Thara
Yamaki Hiraoka
o =1 Public
Sakata water tap Takano
Yanagawa Terao
Back gate
(always locked)

(North and south are inverted on this map: the gate
faced south, and Dotombori Street, D6tombori Canal, and
Soemon-chd were all to the south of the alley, but it seems

more real to the author to draw it in this way.)

While I’'m on the subject, as it may provide background information, I will briefly introduce the
families and social stations of the people who lived in the ten-house alley at the time. On the west side were:

1.
2.

3.

4.
5.

“Makunouchi” (An old woman living alone, running a place for secret rendezvous.)

“Ihara” (A house of only women: three or four geisha and two or three courtesans; master of
the house was an amateur broker of women.)

“Hiraoka” (My uncle’s house. Occupation already mentioned. My grandmother and 1 were
often the only ones at home, so we sometimes rented out the upstairs room.)

“Takano” (A gambler and three or four geisha and two or three courtesans rooming together.)
“Terao” (The rooms of two sisters who were both geisha. The elder sister had a son, and the
younger a daughter.)

And on the east side:

1.
2.

4.

5.

“Omura” (A middle-aged salaried employee and his wife, who was older than he.)

“Terao” (Another sister of the Teraos in the fifth house on the west side, formerly working in
Kyoto. Mistress of a candy manufacturing company executive, who rarely visited. Liked to
keep things clean.)

. “Yamaki” (The old father was a real estate broker; obsessed with cleanliness. The old mother

worked setting up secret liaisons between men and women. The three daughters were geisha,
and there were three sons. One son was stationed at a fort as an artillery gunner, and another
had been a sailor on the battleship Yoshino, but had gone missing. The third son was my age; a
poor student at elementary school, but later a great success through his own efforts.)

“Sakata” (A wig-maker living with both wife and mistress; the wife had a daughter and the
mistress a son.)

“Yanagawa” (A former sumo wrestler who loved to gamble; constantly going around with
Takano. His daughter was a geisha specializing in gidayi singing.)

Wondering if there was any sign of the drawing I had scratched on the wall with a nail 31 or 32
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years before, but knowing there couldn’t be, I lingered in front of the house I had lived in for ten years (for
some reason there was not a single passer-by), looking closely at the black wall and running my hand over
it. I recalled Leo Tolstoy having written somewhere that, when in his old age he visited a house he had often
played at in his youth, even the traces of scribbling on the wall made him nostalgic.

I felt it was somehow natural but nevertheless surprising that the ten-house alley itself was still
there, looking almost exactly the same as it had in the old days, but what really struck me as extraordinary
was that the ten-house alley alone, for some reason, as if it were some famous historical site, still stood in
almost exactly the same form as in the old days, in spite of the passage of a quarter-century or a half-century,
while almost all of the houses in the surrounding area (Section 1, Soemon-cho) had changed completely. But,
putting it abstractly and sentimentally, for my ten-house alley, the 20 years or so made up of the ten-some
years when I lived there and the ten-some years before that must bear no comparison, as far as stimulation
goes, with the 24 or 25 years after I left — years which saw the advent of streetcars, buses, airplanes, radio,
express and super-express trains, subway trains, aerial tramways ascending mountains on the outskirts of
cities, and so on. Perhaps for that reason, it seemed to me that my ten-house alley, though its form remains
the same as it ever was — if it were a person, the traces of its former visage remain — it had at some point aged
and faded, had grown old. Maybe I should resign myself to aging and fading as the natural result of strong
stimulation, but if I am allowed to speak poetically, the way my ten-house alley looked exceedingly lonely —
again, speaking as if it were a person — made me feel the nostalgia one feels about someone doomed to perish.
This was because, speaking in concrete terms, my ten-house alley was now surrounded by dubious cafes,
inns for group tours, modern barber shops, cheap 4 la carte Western restaurants, and so on, everything newly
and cheaply built, up-to-the-minute, novel and innovative, and among these, presented a lonely figure, as if
it alone had been left behind by the times.

“Why are you standing there vacantly? What do you think — it really is just the same as it used to
be, isn’t it?” Y said suddenly. “Here’s an idea. You like sweets more than drinking, right? Me, too. Why don’t
we go to Kogetsu or Meoto Zenzai?”

“All right,” I answered indifferently, and set off next to Y.

This ten-house alley was not the only thing that remained “just like the old days.” Not only in
Shimanouchi and Semba, but wherever you go in the old parts of Osaka, except for the streets where streetcars
and buses pass — no, even on such streets — there are many places that are “just like the old days.” What I
mean by “just like the old days” is that there are a fair number of places here and there that are almost
unchanged from when I was living in Osaka (from 37 or 38 years ago until 24 or 25 years ago). It is not too
much to say that everything you can see from the windows of a streetcar passing through Tenndji Ward on
the outskirts of Osaka — the shop windows, the signs and entrances, the aspects and fixtures of the shops —
are all the same as they were in the old days, to such an extent that someone who left home 30 years ago
could come back today and be able to step unerringly over the threshold of his or her own home, the only
difference being that streetcars and buses now pass by. As Tanizaki writes,

Walking the streets of cities in the Kansai, ... reminds me of my own boyhood, making
me feel thoroughly nostalgic. This is because, while the old neighborhoods of Tokyo have
lost all traces of the old days, one unexpectedly comes across neighborhoods of houses
with similar earthen storehouses and latticework on windows and sliding doors in the old
parts of Kyoto and Osaka. ... When I go to places in Osaka like Tanimachi, K6zu, and
Shimoderamachi,* I think, “That’s right, Tokyo used to be like this,” and feel like I have
found my forgotten hometown.

Crossing the Nipponbashi Bridge from S6emon-chd, Y and I turned west at the southern end of the
bridge into Dotombori Street. I commented,

“When I first went to Tokyo, no matter what neighborhoods I visited, I felt like a tourist walking
around a foreign town. It was when I went to Kagurazaka that I first felt like I had come to a familiar
neighborhood. Don’t you think Kagurazaka is the neighborhood in Tokyo that feels most like Osaka?”

“Yes,” Y agreed immediately, and continued, “That’s because the streets are so narrow there... and
because there are no trees.”

“I'see... No trees, huh? Narrow streets are nothing unusual for us; even Shinsaibashi Street is pretty
narrow.”

“It’s so narrow that if they open it to automobiles, it’s doubtful whether two autos could pass each
other between Shinsaibashi Bridge and Ebisubashi Bridge.”

4 Author’s note: None of these are in central Osaka, however.
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“Somebody said a characteristic of Shinsaibashi Street is that you can look at the shops on both
sides of the street in just one walk down the street. | remembered that when I passed by there today.”

“Yeah, that’s why nothing ever comes of these proposals to widen that street.”

Presently we came to the southern end of Tazaemonbashi Bridge, so we turned south and walked
to Sennichimae. Hozenji Alley, our goal, was nearby. Hozenji is a temple, but the grounds are long and narrow,
and the main hall is in a corner near the back gate; near the front gate, I think there was a seki (in Osaka, yose
vaudeville theaters are called “seki”). The front gate faces Sennichimae, the greatest entertainment district
in Osaka, and the back gate faces the “Moshimoshi-ya,” a particular kind of pleasure quarter (I will write
more about this later). However, when you say “Hozenji,” eight or nine out of every 10 Osakans will think
of the adjacent alleyway. This alley is so narrow that three people cannot walk abreast, and, like the temple,
has its east entrance on Sennichimae and its west entrance on the pleasure quarter, but there is also a way
into the alley from the Hozenji Temple which is located to the south, and from the Dotombori located to the
north. But these alleys from the south and the north were so narrow that two people could barely pass each
other. In this cramped Hozenji Alley were Kogetsu and Meoto Zenzai, two shops selling zenzai (the Osaka
word for the sweet red-bean broth called “shiruko” in Tokyo). The former was said to be high-class, and the
latter more plebian. However, the latter was famous for serving their zenzai in two bowls (corresponding to
the “meoto” or “man and wife” of the shop’s name).

The reason why eight or nine out of every 10 Osakans think of this alley when they hear “Hozenji”
is that, in addition to these zenzai shops, there are in the alley two of the most famous vaudeville seki in
Osaka, three or four refined (“sui” in Osaka; “iki” in Tokyo) little restaurants popular among the discerning
gourmets of the city, fashionable notions shops for women and children, and so on. The Shoben Tango-tei,
known even to a few Tokyoites on account of its strange name?, is one of these refined little restaurants. The
two of us decided to go to Meoto Zenzai.

Meoto Zenzai is a corner shop, at the intersection of the alley from the Dotombori and Hozenji
Alley, and at one corner of the shop on the Hozenji Alley side is a famous landmark. The shop is said to have
been here since the Tokugawa Era, and looks old and sooty all over, both inside and out; the ceilings are low
and no special measures have been taken to let in light, so it is dim inside even in the daytime. —— In a
corner of the outer wall of the shop is a rectangular alcove about a meter square, and there is something like
a show-window sufficiently deep to allow a person to sit, but whereas a typical show-window projects
outward, this is recessed, and inside sits an Otafuku doll about the size of a small person, this Otafuku doll
being about as old and sooty as the shop itself. This is the landmark that serves the shop in place of a sign.
—— It has taken me several hours to write this far, but nevertheless, I have not been able to describe it
adequately. It seems there is nothing for it but to ask an artist to show it in a picture, so I have asked Nabei
Katsuyuki® to draw it for me (see the illustration below).

W Illustration by Nabei Katsuyuki

l ;\ﬁ wili 1 t (There is an iron railing around the lower part of the lantern to protect
it by preventing passers-by from colliding with and damaging it, and

\ this iron railing also seems to indicate “Do Not Touch.”)

3 Translator’s note: Although written with different characters, “shoben” is a homophone for “piss.”
¢ Translator’s note: Nabei Katsuyuki (§H: 52, 1888-1967). A painter in the Western style and an associate of Koide
Narashige.
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Anyway, before going inside, we gazed upon this Otafuku doll sitting cramped in her little alcove,
like a bird in a cage unable to move. The first time I saw this Otafuku doll was 35 or 36 years ago. If |
remember correctly, the face was white like an Otafuku mask, with the hint of a smile at the corners of her
eyes and mouth; her expression had none of the silly vacancy of the typical round-faced Okame doll, rather
incorporating some mischievous, uncanny quality. In the way she sat there with her black, straight hair,
wearing an old, sooty kimono — it was impossible to tell whether it had once been red or blue or lavender,
whether it had once been patterned or a solid color — but in any case, the way this Otafuku doll, usually only
seen in the form of a mask, wore a kimono anyone might wear and bowed like anyone might do to people
passing by or loitering there, had something in it that was uncanny, like a person who grows older and older
but never dies, or, to put it more bluntly, something that had long ago passed from being charming to ghoulish.

In Kamizukasa Shoken’s masterpiece “The Skin of the Pike Conger Eel” (regarding this Osaka
food, see the section “Various Osaka Foods” below), there is a scene in which the characters look at this
Otafuku doll. I will quote just that scene.

“This Otafuku is pretty old, isn’t it? She’s always got the same expression no
matter how many years pass... I bet she’s been here since you were a child, Uncle.”

... Ofumi thought the appearance of the statue ... had not changed at all since
the first time she had seen it several decades before. From the first time she had seen this
Otafuku statue as a child to today, countless things had happened, Ofumi thought. And
in the future, she wondered, how long would this statue continue to show her smiling
face?

“My old Granny, who’s dead now, said it’d been here since she was a child, so
it’s gotta be pretty old,” said Gentard. He tried imagining what it was like when his
grandmother, who had died the year before last at age 71, had first seen this Otafuku
statue. In those days, they say, Sennichi-mae was a cemetery...

Judging from this, the Otafuku doll at Meoto Zenzai would seem to be chief of all the things that
have not changed in Osaka. Like the words quoted above, I, too, wonder “how long this statue will continue
to show her smiling face?”

2. Various Osaka Personalities —— or, Two types of Osaka soul

In his piece “Osaka and Osakans I Have Known,”” Tanizaki Jun’ichird, citing as an example the
poet Raisan’y0, full of righteous indignation and concern for the fate of Japan, but also, as an Osakan,
pragmatic enough to make plans and save up money for after his own death, writes that most Osakans, not
excepting many Osaka artists, have such an inclination. He continues, “Regardless of their status, skill, or
talent, and whether they are first-rate or second-rate, they are all equally good at making money.” This is
perhaps more than half right. But what he goes on to write about the deceased Koide Narashige is, I think,
more than half wrong:

In that respect, ... [Koide] was the epitome of the artist in Osaka. ... It was probably
because the deceased was someone who had a deep love for his hometown, and never left
Osaka throughout his life, ... that in his dealings with art dealers he had an acumen as
sharp as that he displayed in his works.

To the best of my knowledge, if Koide saved up money to prepare for his own death, it was not he himself
who saved it; if Koide seemed, as Tanizaki says, to have “brought a sharp intellect to bear both on his life
and on his work,” it was not he himself who did it. “Then who did?”” you may ask. Since this is a personal
matter, I am not at liberty to say, but since he did not do those two things, Koide had almost none of the
“Osakan inclination” mentioned by Tanizaki. Further, as Tanizaki says, Koide “never left Osaka throughout
his life,” but in his later years, he intended to move to Tokyo, and had a great desire to make a second trip to
Europe. As Kunieda Kinzd puts it:

Since around the autumn of 1929, perhaps for a change of mood and body, and to renew
his family life, he had the idea of moving to Tokyo. For Koide, who had put down deep

7 Translator’s note: “Watakushi no mita Osaka oyobi osakajin, ” published 1932.
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roots in the Hanshin area, this was a major decision, but it did not come to pass. His desire
to make another trip to Europe grew stronger, but, as it happened, he was not in the best
of health from around the autumn of 1930. On Empire Day (February 11) of 1931, there
was an unusually heavy fall of snow in Osaka, and Koide suddenly passed away two days
later.

I consider Koide Narashige to be a true Osakan and artist of Osaka, but in a different way than does
Tanizaki. By this I mean that I do not agree with Tanizaki when he writes that “In every way, there was no
one else who integrated so well the characteristics of an Osakan with the genius of an artist. I felt that he was
truly an artist born of his hometown.” Of course, Tanizaki and Koide knew one another for only about the
last two years of Koide’s life, so it is natural if the Tokyoite Tanizaki did not truly understand an Osakan with
a complicated personality like Koide. So what kind of person was Koide, this true Osakan and artist of Osaka?
The following passage, written by Koide himself, may give us some idea.

I [Koide] used to have many dislikes, and I especially didn’t like Osakans. When I used to
go home from Tokyo for the summer holidays, when the train would come out the western
end of the tunnel under the hills between Shiga and Kyoto, it was pleasurable that the
world was suddenly bathed in light, but even greater was the annoyance when my ears
were suddenly drowned in Osaka dialect. Ironically, I am a true Osakan born right in the
center of Osaka, so this was all the more distasteful and infuriating. Even at [Tokyo Fine
Arts School] I made a point of hardly exchanging a word with anyone from Osaka. It’s
just like how all Japanese traveling in the West, as if they’d decided beforehand, don’t like
to meet another Japanese. You might expect that off in a foreign land, they’d be happy to
meet a countryman, but in fact that’s not the case; all the Japanese in Paris try to avoid one
another. ... In my art school days, I used to feel just like the Japanese do in Paris. I’'m now
great friends with Nabei Katsuyuki and Okubo Sakutard, for example, but ten-some years
ago, when I’d run into them in the dining hall at school, I’d hardly exchange a word with
them. “Jerks from Osaka,” I’d think, glaring at them. When I asked them about it recently,
they said that they, too, thought, “Here’s a strange one.” But when we chanced to talk to
each other, we found that we shared the same ideals. ...

Nabei Katsuyuki, mentioned in this quote from Koide, was asked by a certain newspaper what he,
as an Osakan, thought of Tanizaki’s “Osaka and Osakans I Have Known,” referred to above. In response, he
wrote a piece called “The Osaka Soul.” Nabei’s “Osaka soul” and my “Osaka personality” are nearly the
same in meaning. As the characterization of Nabei, an almost “pure” Osakan (I will explain what I mean by
this below), hits the nail on the head, and as it supports Koide’s idea introduced above and constitutes a
correct explanation of my “Osaka personality,” I will quote as needed from Nabei’s piece:

Tanizaki’s view of Osaka is not incorrect, but it has nothing to do with the weight of this
thing like an “Osaka soul” we Osakans are burdened with at birth. So even if it is logically
argued, it does not strike our hearts... Tanizaki says that to get used to the feel of Osaka,
one must put up with five or ten years of feeling ill at ease and unpleasant. This is even
true for me, an Osakan; from the day I was born until today, I have been weighed down by
and had to put up with a certain kind of Osaka mood. ... But artists especially feel this; if
Tanizaki were not an artist, he probably would not feel it as strongly as he does. In other
words, the problem is that Osaka is not compatible with artists.

Tanizaki himself agrees with this view, as he writes:
Upon Koide’s death, the obituaries that appeared in the major newspapers of Osaka were
comparatively brief, so brief that I wondered if it were too much to expect a few more
articles regretting the demise of such a remarkable local artist. I keenly felt that in such an
environment, art cannot be expected to develop.

But Tanizaki, envious of Osaka’s yearly festivals and observances, goes on to write:

If events like the Hoekago parade on January 9" [part of the Toka Ebisu festival on January
9% and 10"] were discontinued, how lonely would be the yearly calendar of Osaka’s
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citizens! ... It is a great regret that in the Osaka that boasts such events, there are no literati
like Kubota Mantard. If even one great writer had lived in Osaka, surely one or two works
comparable to “Takekurabe™ or “The River Sumida™ would have appeared during the
Meiji or Taishd years. But the fact that not even one such work has appeared can be called
a disgrace to such a great city. In this connection, the fact that all Osaka writers abandon
their hometown and go off to Tokyo can be considered a loss to Japanese literature.

It is not my intention to become argumentative in this article, but as it is necessary in order to explain the
true Osaka and Osakans, I must not mince words. Even if Koide Narashige had, as Tanizaki writes, a
tenacious personality and art, it is also true that “in such an environment, art cannot be expected to develop,”
and this is why Koide, in his last years, thought of moving to Tokyo or going abroad again. In fact, Koide
became thoroughly sick of going abroad after just one trip to Europe. The reason Koide, a true Osakan, would
even think of going again to a place he had got thoroughly sick of, was not something lukewarm like
Tanizaki’s “my fellow writers must give up living in the Kansai because it is easier to live as a writer in
Tokyo,” but rather because Osaka is a hard place for artists to live. Further, Tanizaki calls Koide “truly an
artist born of his hometown,” but Koide’s art was not born for some lukewarm reason like his being from
Osaka; it has nothing to do with Osaka. —— I have become a bit argumentative, but Nabei, too, has the
following to say on this point. (I do not quote Nabei’s words to support my opinion, but because I believe
them to be true.)

He [Tanizaki] asserts that it is a disgrace to such a great city that there is in Osaka no one
who has produced literature of the folk-art type like Kubota Mantard’s, but this is just the
commonplace demand of an outsider, shallow words from one who does not know the
inside story. As I have argued above, for artists from Osaka, the “Osaka Soul” is a heavy
burden, and all the artists we know from Osaka curse this “Osaka Soul” that is within them.
That is why, even in special cases like the Hoekago (one of Osaka’s yearly festivals) he
refers to, if one were to write about “Osaka” merely out of the kind of pure love of
hometown that Kubota Mantard has for Tokyo, the real soul of the Osaka local could not
be captured. It is very difficult to write intoxicatedly of “Osaka” while thinking, “That
vulgar stuff can go to hell.” And unless one thinks, “That vulgar stuff can go to hell,” one
cannot be a truly artistic Osakan. That is why, even if someone like Kubota Mantard were
born in Osaka, he would doubtlessly escape to Tokyo, like Uno Koji. I do think Iwano
Homei’s story “The Young Master” is a masterpiece that depicts the agony of what I am
calling the “Osaka Soul” in an interesting way, but even this is nothing but a lament for
hometown.

So, then, what kind of “Osaka Soul” or “Osaka Personality” could make the best use of Osaka in
art? —— This question cannot be answered by one such as me, who lived in Osaka for 14 or 15 years in
childhood, but who has since lived in Tokyo, so I have no choice but to leave it to Nabei Katsuyuki, who,
though he is not a pure Osakan, has lived in Osaka since his childhood, and who is not only a painter but also
possesses the sensibility of a novelist. Nabei writes as follows. This is the answer to the foregoing question.

In professions other than artist, the “Osaka Soul” disliked by artists acts, in many ways, as
the engine of Osaka’s success. ... Artists from other parts of Japan think this fact is of no
importance, but artists from Osaka affirm it. Although both think the “Osaka Soul” is
unpleasant, this is the source of a major difference between them. ... It can be said that
there is not a single artist from Osaka who did not fight continually against this “Osaka
Soul” that we all have.

Although, as I mentioned above, I have not lived in Osaka for 25 or 26 years, I can well understand
Nabei’s argument here, but if a reader were to ask for a concrete example of what this “Osaka Soul” really
is, no appropriate example comes readily to mind. In other words, though I am said to be from Osaka and
lived in Osaka for 14 or 15 years, I have so lost touch with “Osaka and Osakans” that I first learned of the
following customs of Osaka people from the episodes related by Tanizaki, who has only lived in the suburbs

8 Translator’s note: 1895-96 work of Higuchi Ichiyo (1872-1896), translated as “Growing Up” (tr. Edward Seidensticker)
and as “Child’s Play” (tr. Robert Danly).
® Translator’s note: “Sumidagawa” (1909), by Nagai Kafti (1879-1959).
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of Osaka for seven or eight years.

In the first episode, Tanizaki goes to eat sukiyaki at a meat shop in Kyoto, and the mistress of a
first-class teahouse who accompanied him puts the leftover eggs in her kimono sleeve to take home. In the
second episode, salaried workers who have finished reading the evening edition of the newspaper stalk up to
newsstands in the terminals of the Hanshin and Hankyi railway lines, hand over the newspapers, and are
quickly given another, different newspaper — this is because in Osaka, the evening editions of the Osaka
Asahi and Osaka Mainichi are the first to sell out while those of other papers are usually left over, so if one
quickly reads the evening edition of the Osaka Asahi or Osaka Mainichi without wrinkling it too much, and
gives it to a newsstand, the newsstand will gladly exchange it for a different paper — in other words, a win-
win situation.

Upon reading these episodes in Tanizaki’s piece, as mentioned above, I was impressed, thinking
them truly Osakan episodes. But I was even more impressed when I read the following passage of Nabei’s,
commenting on the former episode regarding the eggs, and thought that this would be a concrete example of
what Nabei calls the “Osaka Soul.”

Tanizaki is surprised that the mistress of a first-class teahouse would put the eggs left over
after sukiyaki in her kimono sleeve to take home, but as long as he writes about such things
as unusual, his fondness for Osaka is still only skin-deep. There are even more elaborate
examples, such as the thoroughgoing old man at a Western-style banquet who — perhaps
from a dislike of Western food — dumped his plate of food into something like a waterproof
bag he had brought for that purpose and took it home. When I went out eating and drinking
with a certain rich man, it was only natural that he had the leftover food wrapped up to
take away, but he even had the leftover rice-cakes (that had been provided for putting in
the soup at the end of the meal) wrapped up in paper. He gave the wrapped-up food to his
chauffeur, and the rice-cakes to the waitresses in the kitchen at a teahouse we stopped by
later.

According to Nabei, such occurrences are examples of an “officially sanctioned Osaka disposition,” which
could be expressed in the form of a maxim as “One profits, but also lets others profit by about half as much.”
Further, regarding money, too, this means that one is frugal, but one also takes into account and makes
allowances for the other party’s pocketbook. This sort of thing is done not out of some principle such as “to
show charity to others is the right thing to do” or “for the good of society,” but because in using what is left
over or thrown away (while one may worry about losing face as a gentleman or about what others may think),
one wants to share at least a little of the benefit of such things. This kind of complicated (yayakoshii in Osaka
dialect) disposition is Nabei’s “Osaka Soul.” This does not mean that every Osakan does such things, but
even if they do not, to understand when they see others doing such things is the Osaka personality. In fact,
Nabei himself writes about such occurrences, “When I myself see such things, I feel a tickle go down my
spine, but I patiently endure it.” In the case of the foregoing episode of the rich man who had even the leftover
rice-cakes for the soup wrapped in paper, the waitress told to wrap them up would typically say — and not
because she is used to such occurrences (or, perhaps in part because she is used to them, and also because
she does not want to refuse a customer’s request) but because she herself understands the customer’s feelings
— from such complicated (yayakoshii) feelings, she would typically say with a smile, “Yes, that’s right, it’s
no use leaving them behind, now, is it?”” But if this waitress had even a little of the Osaka artist’s sensibility,
she would probably — in Nabei’s words — “feel a tickle go down her spine.”
Now, I have used the word “yayakoshii” twice above. Lately this word seems to be making some inroads
even in Tokyo, but if I were asked exactly what “yayakoshii” means, even I, who just used the word, would
be hard-put to explain. However, luckily, the late Koide Narashige, even more of a true Osakan than Nabei
Katsuyuki, has written a clear explanation of this word “yayakoshii,” so I will quote its main points below.
Both Nabei and Koide are (were) my friends, but even so, [ am a little concerned that I am borrowing too
freely from their writings and opinions in this section. However, as I have warned many times, I am actually
woefully uninformed about “Osaka,” and so I ask the understanding of Nabei, and of Koide beneath the earth,
and of the reader for my repeated use of their writings and episodes as materials for a part of this essay
“Osaka.” Anyway, | will summarize Koide’s explanation of “yayakoshii” below.

+ “Lately that bank is complicated” means something like “It might fold at any time, so anyone with money

there should withdraw it as soon as possible.”
* “He’s complicated” means there is something suspicious about him, but you can’t say exactly what. It
comprises “He seems dubious; he may not be, but he seems not quite right.”
« If someone says, “Complicated rumors are going around,” and, for instance, slaps your shoulder, this
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complicated, unlike that in “He’s complicated,” means “Pleasant, enviable rumors of a love affair are
going around.”
I will quote directly from Koide’s essay below.

To say “There’s something complicated between them” refers to a romantic
entanglement. You can also say “This math is complicated,” or “This case has gotten
complicated.” The word is used to express a troublesome kind of feeling, in other words a
complicated feeling when you can’t tell if something is left or right, or maybe both, or if
someone is friend or enemy, or when you feel some favorable feeling even toward your
enemy, thinking of his or her situation and feelings, loving her while you hate her, hating
him while you love him, when it’s not at all clear if you like someone or dislike them. Thus
it is an extremely convenient and useful word.

In addition, when things are very similar, you can say “This and that are very
complicated,” and you can call a somehow disagreeable, grizzled, dingy and grotesque
face a “complicated face.”

The word can also be used for a painting that looks Surrealist but is poorly
executed, or for a poor imitation of a Vlaminck: “a complicated Surrealist,” “a complicated
Vlaminck,” or maybe “a complicated Picasso.”

And the good point of this word is that even when it is used of an illicit affair, or
as abuse, or any other way, it does not have the harsh censure of a lawyer’s or policeman’s
words, having at its foundation a nuance like a grin and a woman’s caress, so that no matter
what is said about you, you do not get angry all at once, and even if you do get angry, it
comes on at a slow pace. You might say goodbye to the other party, go home, and as you
think about it overnight, gradually begin to feel a little angry. But then when you meet the
other party again, your anger has passed: it’s that kind of complicated word.

I think the reason why this complicated word is prized and made great use of is
that Kansai people, especially Osakans, have developed a wonderfully smooth sensibility
since olden times, so that they say bad things about people without making them angry,
show their goodwill while saying bad things about someone, and are amiable while
arguing; the result of this sensibility is expressed using the word “yayakoshii.”

Therefore, those of rough dispositions from the provinces or from Tokyo, who
do not understand our complicated nature, are baffled in their dealings with Osakans.

For example, when faced with a food they don’t like, Osakans won’t say they
don’t like it, and so end up having to eat it. Saying, “This is nice,” with a happy look on
their face, afraid lest they make a mockery of the other’s goodwill, they choke it down
willy-nilly, and later, suffering from diarrhea and vomiting, end up secretly resenting the
person who make them eat it. In spite of this, the next time they seem that person, they
politely say, “Thank you for the wonderful food the other day; our entire family was
overjoyed.”

Saying something polite like, “Oh, whichever is fine. I’ll take the one you say is
best,” an Osakan is actually thinking, “I want that one,” and watch out, because he won’t
forget it.

If both parties are Osakans, one can airily say, “All right, I’ll leave it all up to
you,” because he can see in the depths of the other’s heart how everything will turn out,
but if one party is a member of those uncomplicated peoples, this is a troublesome
combination.

The course of arguments between Osakans are often set up in a similar manner.
They do not develop in such a clear-cut manner as, “Do you like it, or not? If you don’t
like it, then forget it! Idiot! It’s all over between us!”

In the example about food, I think it is safe to say that Koide Narashige is referring to himself and his weak
stomach.
Nabei Katsuyuki states a similar opinion in the following words.

What Tanizaki writes about “voices” and “words” is interesting. He points out that when
Osakans say, rolling their r’s, “I’m gonna tell him what I really think,” it is creepy how
their voices strangely seem to crawl along the ground and coil around like a snake. I can
see why it might seem so to him, but that is not the true import of such words. Even if one
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says, “I’m gonna tell him what I really think,” these words include the hidden message,
“It ain’t that easy.” Here we see the complicated flavor of Osaka. If you really don’t like
something, of course it would be simpler to say so: it is hard for people of other regions to
understand the depths of this Osaka flavor. In that mixed-up, muddy flavor is the true spice
of Osaka. It is this that makes Tanizaki say that the speech of Osaka women is sexy; when
a woman says, “I’m thinking of going and doing it,” the sex appeal arises from the fact
that this includes, “I wouldn’t actually do it.” This Osaka flavor is something like blowfish
milt: there’s no way to recommend it to someone who won’t eat such stuff. But if they bite
the bullet and try a bit, they come to think, “This isn’t half bad.”

These two passages from Koide and Nabei are truly Osakan; in their own words, truly “yayakoshii.”
I think it is reasonable to consider that these two passages symbolize Osaka and Osakans. We can conclude

that they write about “a yayakoshii metropolis and its yayakoshii people” — about Osaka and Osakans.

(1936)
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BT HITMZ, b RERERNERICTONR, A E->THT FaA FThL, 7AU A
BFIZEROKEBEZRET H-0D( T 47T ELT, BFREVWaRy hELTOT v

DBV TZ7THD,

The TV set shouted, “—duplicates the halcyon days of the pre-Civil War Southern states! Either as
body servants or tireless field hands, the custom-tailored humanoid robot — designed specifically for
YOUR UNIQUE NEEDS, FOR YOU AND YOU ALONE - given to you on your arrival absolutely
free, equipped fully, as specified by you before your departure from Earth; this loyal, trouble-free
companion in the greatest, boldest adventure contrived by man in modern history will provide — It
continued on and on. (13)

ANEEBEBWENLAZ LR, BET, =o—XIEDLETCHHBABEICHAZ LA, RTEALT
FaA R, KEBEZRETL20OKRER2 Ty FE LTELRESND, Ll BEEiREE,
ZHLEETYy RaA ROFEREIZHELIZRY 74 7 2%, 7 ReA Rebizitaie oI 1
F—D TN AD Z L2725, H51EH < £ TABOEE &2 k-4 HHFEIGRE S, AoEH
RFEEHEZZ LT LHEEIN TV RWEFELESZEZ LD,

EITWZ | SFAERDBIRED &L THLFE I XETHA DD, 2001: ASpace Odyssey D HALI000 #
FHAF X, ABIET NI KEDT Y FaA FEBIIREAEZ L, 84koT v R
A FBRHERICKT LT B, 2LT, XU T 4= Z—OD Rick ZFD7 > FuaA Rbx
“retire” (JLEE) T XIEBRITHON, ZOEMOERE T vy N ThHD,

CZETHERLTCEIMEMORENRERFREEL T2y FOF TS XTI _NEE, RERN
T ReA REHES Rick DFEHERETIZ /2N EWNWS ZEThD, LA, fEMOBLEL, 7o ke
A REDERWD, EOT v A RFEEZWPIETSo T, Lo L2 AZHDLH, LR
ST, ZIMHIETIE, Rick E03hb b7 Ka A K24 — Luba Luft & Rachael Rosen —

MO NI X e N D M S O H KRR A K D WRE A EMICHARIAT Z E VR B L b
Vw7 b LTORBEEZREL TWDDONEHARENTNS Z& L Lu,

EC, ERLZEBY ., AMEOHRBICBWN L, Ty FaA FIZAMMLRTFETHY .,
Rick HHNTIFALT. 7> FuA Rixh ULI&GE it 2 v, 5 2 &I RIT D F7EE LSRR
LTWe, L2L, Rick 37 v FaA RAOEBREEETLE0NTNEE D, AXTHFELD
IEAEATZT R A K LubaLuft L OHENTH D, FLITKENOHERIZE > TET
FeAf ROIHD 1 AT, AXTEFLELTHATCAFNICHAZET, 7o Raa RELToH
PEEBFOEHEFELI-EIND, HLITRET > FaAs RoFTHRE =M., b LIL, 3k
B2 ERIIWEFET DT Ra A REWoTELIXAR, 15, AXTOHERH Y, FEELD
LI THDHZ L ZHHFOEFRD 1 DL 2D Rick X, 7> FuaA RICEARTHF R EEE
D7 SRR BB 2 B> T e, EDOREE N HEATUL D D W, #£25 Luba & XHIRFT- = [ 22>
7oA RTANT ZT, it 5755 Wolfgang Amadeus Mozart @ The Magic Flute DYV /~—H% /L% LTV
HD%AFLTCWEEETH D, Luba lTE & Pamina D& AEH U TV 5,

On the stage Papageno and Pamina engaged in a dialogue. He [Rick] stopped his introspection to
listen.

Papageno: “My child, what should we now say?”
Pamina: “The truth. That’s what we will say.”

Leaning forward and peering, Rick studied Pamina in her heavy, convoluted robes, with her
wimple trailing its veil about her shoulders and face... I’ve now seen my third Nexus-6 android, he
realized. This is Luba Luft. A little ironic, the sentiment her role calls for. However vital, active, and

4 L < b, Do Androids? & 2001: A Space Odyssey I3 & H1Z 1968 FEDIEMTH 5,
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nice-looking, an escaped android could hardly tell the truth; about itself, anyhow. (78)

7 & A - A Y= The Magic Flute \Z3\\C [—FHEIZEY; ] L, [ A2 B2 JEThe b %<k
L, B b EYERISE LD A ToH 5 Pamina D Z k’ﬁ: & ANHRI7Z2 A[E]) (234) & 5F
LTWNDZLEEAENVICHTETH A<, Pamina &) BIHIE, ENREIEREL — HIi3E
ERFHIFELEZ R T AL OMFETH Y RN L, AREB X DI LR LA ﬂ“"o()\bﬂzh%’)f
ETHLHD — BDROOLNDZEnD, T RuaA NIEI N KRIT D &5 %25 Rick 23, &
MRz KA EIRADDITHLERARRILETES D, T2, __f%@kbfi&%ﬁwwi
BEFLIB A AT DN ETH DT KA RIZ Pamina OF 9 truth 72 E50 51T 720
&) Rick DEEZEOEITIT, ARFEMITBWTRE SN 5B NHOKE X, 1EH A ~D
LA FRERIZ LN, B L ELZOREZE L TEE AR L TE T2 AR X > TOHFEH AT
BERLD, EWIORHRMBDLZ L ThHD, ZORmIE, AMBEHTCE KLY VAV T T T
+ > 7% Dick 2RV LTWegGE TH L L b F A, Rick [TRLEHEHIATERNTHS D
Luba #Z N2 IR TFTOTHD,

IHIZ, ZZTDick X5 LTWA%E 1 55 17 ¥51%, Pamina 2° Papageno (Zxf L, Hp7=H N
Sarastro Db EMHLIRIFHZED L L2 %, [ZNRFETH-TH) EEHICEELZH T L& L
RELOGEHTHL([RE) 1), ZhzilEzs&. 7o Rl REWHH 5)@ 53 ZfET e
WO T OfESHEFUCI T %) JB) #JL LT 5 Luba Luft 23 Z D& A U TV 2 O b BLBEEE,
/§'7V?4**/\75 ELTLuba BT KA RTHDHZ EEZH > TS Rick 2263 4L, §

CAHDOARTHRFICRDTETLOIMEZONTND Luba R Z DT — 2D Z LI, &
Dﬁl’ﬂ CRXDIEAI MBI,

LTV R, Rick IZFERIEZOIMFE A M LB 22 LWDIHD, OAT L4 TaLr s
NIBWTREB E SNDODEFORF ST ZWMOR2NEFTLE 91225, FEBE 9 1 ADA
v T 4 —/ % —PhilResch & & 2 Luba Luft % ZLE Lt?& S Z.. “She was a wonderful singer.
The planet could have used her. This is insane.” (108) & Phil IZFEV & 2§ 5, KETAMEZZEL T
WAHT  RaA RELES 25 4LEM: % Phil 2> 537231 T 8, “She was really a superb singer, he said
to himself . . . . I don’t get it; how can a talent like that be a liability to our society?” (109) & & 2. 572 &,
UN—F Nz TR &3 T > TED > T, BEOFREERO L EBITEHR L TN D, Z2IC
IZ. Rick @ Luba (239 2 PERIBREDHEA TH WD DTEN, /J\foc< &b ZERICREE A AT
BTV D% 22 A% Pamina DEITME L2 E WS I DORHRDZ AN E 722 LIZED Y X720, § 9
723X, Rick BB OZ bIZ, AMNRT > FuA ROk U CEERRICHE R T 288N 6726 L
9 HAMEHIWT OFE Y ORIREME AN ERHETWNLDTH 5,

HIZEHTXE1X, Luba HE b F 721 really don’t like androids. Ever since I got here from Mars
my life has consisted of imitating the human, doing what she would do, acting as if I had the thoughts and
impulses a human would have. Imitating, as far as I'm concerned, a superior life form.” (106) & B3 3" & 9
20 AL LTORDEENOBEM AT D7 T A L —v a2l TWEIETHD, ZofE
T FUZIBNTT v Fe A ROFMIZ4FERETH D P HITMA L L TERESNTZDO B HROM,
FWAEELZAL D Z 22D EmIldh b, AT &) NRIRIREE R KO b 5 BEHITSE
> 128 5%l @ Luba ITFFIC, T FaA FOZ S LIEASKRIZOE EDEHFELRFF > T\ LB x
DS, AR DRRT 1T, fﬂiﬁﬂiﬂ“’\c’?@ UN—=HP RO T 1T N TEIEEZ 35,
Edvard Munch @ Puberty DIZIZ R END T —IHETHDHEE AL D,

Holding a printed catalogue, Luba Luft . . . stood absorbed in the picture before her: a drawing of a
young girl, hands clasped together, seated on the edge of a bed, an expression of bewildered wonder
and new, groping awe imprinted on the face. (104)

URNT T 7/-?4 7R ZOBEIOEHT S ETIE. T e RTHLD Luball & -
T, ZORIZBT BV DFENED B “bewildered wonder”"?“new groping awe” & Vo 72 Ji& 7 k %mu
FHED Z EIFEE e OD b LRy, LovL, 22 TEXZWVOIE, Luba B HIXIHHRHE

5 Luba O IE, ABHET28HE VI ZLTHY, BEINTHS 284 L V9 i) Tik7ZeVy, Rachael 28
Luba & 2 < K ABMRIZH - 72 LEEDHHE(156)b 3D 2 & D, Luba 1d 25 RRRE O N O LM% 7 I Ak
FEINT-EHEHIEND,
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L b, BRMZE IS e b AD0RLE LTEESNIZIETHD, THL, %
8 Z DRRDOFN FABAVSE S TV 2 DIE AR R T2 BEH Z R Z 5 &3 58, S 512
EERA ORERD G K DG OB L0 ) BVE R > TeiRl AT L E 2 b5, Luba 1L Z D7
DHIZ Pamina D AFEE THFEAI S 72D H Liv7evy, W HUZH & Dick 23 < RIEIZHB W T
%, Rick DREFICRZ 57T > FaA NkT 5 NHOBM OB ROABRLT, T RrA K&
LTAELT7TA ML —ra ), ZINEEZEL, &R0 TR 7 BERW & 130 % 50
A9 L35 Luba DIRDZTENEZBL THOPNLTWDHDTH S,

FEAUBIEA T LW S AT TEHE, U7, BB B, Mok, KETV¥ o L
WO Tk A REREN DD AT —VIRI VAV, HENRIREZRETDS) —FH T, Zhwx
W2 TEERETIIEIZ, BRER O NCHEEENFET 5] (i) 2 &2 E 2 7= BT, AT Dl
EE’F: (R DRI iéI?&@fﬁ MEZETDHOTIIR BONEZERD OOV LI
AN TND(V), FEDOZOARTEE, A L< b Luba ODAXTH LIS X5 cBbhd, oF
D, AXTHFL L THZRERT LV D Luba ORI, 4D [REOREMHIC J:éIj%J Thh,
HIERT TEZERAHTZODOFV ] O—H 72D Th D, EMEEZ L, Munch Di&ZERED D DIE, &
BLEMN A RTHRFE L TEZIENS =D, £ LT, WRETAMIZIESL DML/ DT
KDO1DIESTEFEZDHTEAD,

725, Luba 23 EINAE THULEE X7 121%, “Someone had put a coat over her. Not Resch’s.” (109) &
Wi%?ﬁ%éo::T%E?&%ﬂ\MM@%Wﬁﬁwfkﬁmﬁﬁw%xffwé ETh
5o SoMUE, ik a A E L TN E T, T RaA K« 4XF7H#ZF Luba Luft ®
APEIL, ANBOBROEEREZMALTZOTH S,

BoN D RARDIRNHERBRA~D T FA P —va v

Luba Luft DIRDEENZFHAMNT-RIE 7 > a VTR LT- X 912, Do Androids?i%. NENT
Y RaAg RO HIBZELEZBT T 200 %/ < ORI BT 7’/ KA RPN 2 R
ERZ D DONPETHHINPNLTVDIERTH D, iEEHAT oNIRETEEINTZRD X
D7 TARNL—varaERLxTHWAHT 2 NaA NiX Luba OMIZ X535, #il% 13, Pris Stratton
EWVWIH T RuaA Rix“bean curd” (B IMI NGB 72inolzZ ENT FeA K LWKKET
HDH LKL TND,

He [Isidore] uncorked the bottle of Chablis, divided the peaches and the cheese and the bean curd.

“What’s that white stuff? Not the cheese.” She [Pris] pointed.

“Made from soy bean whey. [...] It used to be eaten with beef gravy.”

“An android,” Pris murmured. “That’s the sort of slip an android makes. That’s what gives it away.”
[...] “T’ll try a slice of peach,” she said, and gingerly picked out a slippery pink-orange furry slice
with her long fingers. And then, as she ate the slice of peach, she began to cry. Cold tears descended
her cheeks, splashed on the bosom of her dress. (118)

ZOHGHEIZBNT, AR THNUTH > TV D X ITEbNL b DEEZ LNV EWNS | TR
PA RS LWVGR D%%Lfbiot_k%&ﬁi%% P RA_LBORZLETT 5, Wm@
Tﬂ IAFERRRE T DHERRE VD LI, B-WITKTT 25 & FF > T DB ORE

DEEINDTD, K*ﬂ?ﬁfﬁﬁkﬂ—é TR BTSN D DTE, AHD X 5’(“)\?&3’(“@“@2?
DR DEBENR, 2O —ZBNTHRIBSNTND Z LIZED D ITR0,

Pris KD &7 2 FuA FARBRL O 2HEBROFIRICT 72 b L—a Y 2RATHD DR,
Pris & [A] UE7 /L@ Rachael Rosen TH %, D% 5 LItk a —F LI TWDH DT, AIE
ZEMLTRbYavyxrrhr—rk %;25 Rick & Rachael 2MERIBIFRIC/R DY —2 Th D,

Z ZC. ThomasC. Foster 23 3CFAESPIZ I8 1T D PEHE G2 DU T, “The truth is that most of the time
when writers deal with sex, they avoid writing about the act itself. [. . .] The further truth is that even when
they write about sex, they re really writing about something else.” (152) & #E-XTU5 Z & (X, Dick 234
< Rick & Rachael OMERIBIRICH Y TILE DA 5, EEE. Dick HH &= v A “Notes on Do
Androids Dream of Electric Sheep?” (23T, Z OEMMMBBLE{L X726 ED L H RRBLOE N
ARFENDIVEBRRZLTVDDEN, 20T v A OKBITNT T, ZOMIZESD LS i%ﬁ
BIZ X > TR VED LN D TIERWNMNE W D R N N TnD, 202 & ITHEH

ZOSEE ST OERIIRENWTEAS S,
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F9. ZOBHEICELRN AL L TR 9, Rick 2% Rachael & MEHIBMRZ#IE S &4 5 FLH
1%, LubaLuft {Z%F U CHERIBRE 2K U CLE -7~ Rick 1% L C. PhilResch N7 > KA K&
1TA%T 52 L TREDEHEZT L L 28D THD, RickiZéE->TiE, HHDU B RF—
ZIEANBNCIHENT 5 &0 ) EERITE, b LA, E740~0cbhoTot 52 K95, —FH T,
Rachael |Z & - T Rick EPERIBFRIZKE ST &1E, Rick (IZfD 7T > KA RE2FEIERWTZDDHE
W CTHo7=, iz & »TE, AROBLE %2 FITH > T, BEHDOAEFZ T TWVTIZEE T,

TIZERHREDO TR & W o T2 T e o T2 THh 5,

Z O % Rick DA DREDIE, AROMABREZ ® < HRBEICB W TR TiE e b 720 —
MafiE Iy —r Wz b, Dick HHICKD ZOBE DI kWT%\&ﬁiQ SISV g
TW5,

The more Rick strives to force her to become a woman — or, more accurately, to play the role of a
woman — the more he encounters the core of unlife within her. In subtle ways (certainly not in gross
ways) it should be shown that his attempt to make love to her as a woman for him is defeated by the
tireless core of her electronic being. (“Notes” 160)

Dick O3HT D@ Y . PERIEKEIZ Y Z2{FH T Rachael S/T4ICRSZ LI THLNLREELY
H, e LAREDL i?f))k% SBHZ ENERDRTHRNETHDHEFE R D,

— 5T, ZDOYH% Rachael OFLENSG A THALZMLELH A H, AMECBTHBELDOKET
X, 7y ReA RPREEEE L THWLITWSD K 572723, Rachael 1372725 872 Rick DA
OBPF AL LT TV DI TidZe<, LA, Rick OMMKEZ B FIZE > T2 Z L
BEICIR_7- &80 Th D, L)L, Rachael DEERE IR > T, L ETCHRE~LHE L LA E o
MWFELTHiINTWAZ EZF, RIRL TR LRWERA U MEA D, BiklE, Rick &y KR
WCAD 23S, RO KD ITRIEEHTET S,

“Androids can’t bear children,” she said, then. “Is that a loss?”

[...]

“Is it a loss?”” Rachael repeated. “I don’t really know; I have no way to tell. How does it feel to have
a child? How does it feel to be born, for that matter? We’re not born; we don’t grow up; instead of
dying from illness or old age we wear out like ants. [. . .]” She twisted her head to one side, said
loudly, “I’m not alive! You’re not going to bed with a woman. Don’t be disappointed; okay?” (152;
emphasis original)

ANFORLEOHIT 7 & L TOREITS A biv, AHEHEITAICKSZ LN TEL LT, Ll
ANEOEDBENIZR D Z b TERFIUR, FEBERND LB TERY, ZOXD RFET
& % Rachael 23 K75 TF 9 “I'm not alive! You’re not going to bed with a woman. Don’t be disappointed;
okay?” &)U 7L, Rick DX TR BRWERZILZE D ELTNDH I E~DiE L LT
BET 5 —FH T, fikbEl, BONEZTFETIIRNWI L 2% TR ST 6, %tﬁ%%ﬁ/)
STWNDHZ EEZFR LTS, “Don’tbe disappointed” & Rick IZF W72 6 &, FEERIZIFH &LITE 9
ZORFRT, LRV ITREL TW=DTE,

BEnFRET 525% OB TE, T Mg FIcks7y Faa REDOA— F A—
arOEIe, Ty RaA FRT Yy FeA ROBUIMRDIRDUIIED HEL 00t Lt &
WA, ZbEHT v FaA NIEENRIFETH S Z L 2EM ST b TV D Z L 2B E 2,
}\F'EJ’S:T?UE‘Iﬁ—Z}/L IXT 513 L. Rachael DHIRT L OIZ, T2 RaA RO TE RO AR OEE

PR, £ LT, £l J#b\ébéi%\@Wfﬁ@ff%‘:jt%H oI 55580725, BLENTH
57%& IMNEZ I TIEAELEL & LTH, Science Fiction T & Y Speculative Fiction T & % Do
Androids?% B LT, 7T FaA RBEFLFF o R TEZ Y 9 MBI L v BRI T
WHERITDPRIEEMIATEIREESL D,

ANED@BEPLT v FuA FZBERL50?

INETOSH TR L T&E 72 XL 512, Dick 2MEY H LI fAEIER THLAIETOT > Fu A
R7e bl ABIC &> CRISEM A DI TAERIR) 12K 5 FERRETHY | Y
EANHZBMHLE D &b, BBTHD LWV I FRICED, TOBBICIRARH D Z LiChE &b
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SDERIRVFETH Tz, SHIT, BEORFUCTERE LIz EDT o FuAf Rlebi7 I A K
v~yay%@DTw5:kﬁ\K@T@?/%E%%L%@%ﬁf%%otoﬁ%ﬁﬁ b S{
TT v RuA RPEIEELRD 9 2008 )0 eEHEIRFITERnbon, — T, KECBT
% Dick LAY BETIY EiF 7Moo SFAERBEDOIEE LD, vy FRT > FuA Fewno
CEEE G Z LTI L TRE E THL HE X TV AEMBEEAFEL TS Z LA,
Z 95 L7 SFESMAETIC, BIEENE 957 Frd Rieb L OBRIEICONTELRTHZ &I
T—EDERPHDL. LV OREROERL TEZNETH D,

FZE Mori Yuka (3, “As for how to use androids in human society, Dick ends up depicting them as workers
or housekeepers on the colonized planet, which symbolizes the future issues that we will have to confront in
building social relationships with technologlcal entities.” (127) L k<5 K 512, AIEIZBWTT v KR
A FIZE 2 B Sm BN, FRRIZMNIT BE 23K D 5 5 ik Eé”%‘&ﬁ LTW5 E?EZTI/\Z)
7272, Mori 73“Dick ends up depicting” & ?ﬁ%fﬁ LTWAEHZIBEBEORMPH D Lo IcEbins, &
WODE ZH LERER, BABSRNSEINET 7/ nv—LORRME _omf@ B &
RIEMNLR2AHT ELEZONLINLTHD, LFTIE, AfOELDE LT, ZZETHRY
EIFCEZ Dick #HFUZRIT L7 FrA ROT7 T A R b—ya U Oz b &1, 2O SF 1R
73 ChatGPT FER, ZL T, <222V <2 THA D 7 4 VA Al B EIE St i
KL TWINRDRIBZERD 9 D DNEZ THIZ,

ST, AMBFETHIWY BIF72koic, KETHHINTWS T FeA Fid, ARIZE-T
HEIZREEEZ RO T2ODHIKTH Y | “the halcyon days of the pre-Civil War Southern states” (13)% %,
EOTFEEL LTEMBSN TV, TITRELTUIARLR20VDIX, o7 L EIRER, Mk
GLRIOT AV B OBGHRHIEZET 200D K 5 REEEZR-TNDHZETH D,

KHEAIT, RIEOWE T ¥ 77— 3 > ToHh 5 Ridley Scott 52 X5 Blade Runner (2>
5D IRV E O BLUE D IR IR R D 7> FaAg KRR Y ANERLLT0DHEND
Hama Bl AWV L2 6 FUE/NSE Do Androids? (231757 v RuA Rik BAFEIND~A
VT 4] THDHEFRFICERABERLTVD | LiEm o TS (79), & BITRHIT,

[N RAMEIE RSB C AR 22 AFRZZRIBEEE) O S 7270 1966 4RI, T AV DY T Y X4
DAY TH DT T T A a « XA « = T TENIZ Do Androids Dream of Electric Sheep?
X, BAICE DD YOS Z KM LTV D) (80)& L, AMER THEFDT X U HitED >
7 VA LER AR DRI E N D/ (81) EREEROT TV D, TR b DBLRZEE 2
A, FEACE A LIATOBGEERIE, 2 LT, KE~OH i REB 2 HET 5 Z OVEM R A T
DEIAT AR =L, AEER], £ LT, HEERL V-7, NEDOELRIZIB W THRDEMEID
DEINDEBRELMAEETLIODOEFR, O LR TETONLIBHEELRT  Faa Rizh
LEEADDTHD,

ZIHLET v RuaA ROEBIZEWEE Y 51258 572 Rick [ZIRD L D IZEET S,

Do androids dream? Rick asked himself. Evidently; that’s why they occasionally kill their employers
and flee here. A better life, without servitude. Like Luba Luft; singing Don Giovanni and Le Nozze
instead of toiling across the face of a barren rock-strewn field. On a fundamentally uninhabitable
colony world. (145)

YES 42 A T\/WC HEH Z 31TV A “Do Androids dream?” & VN 9 SCAMESLH CHE—& G 9 25 C
HDHN, T TEEILRDLZOX, Ty RaA Riebamft/efEE LTH T LTV Rick 23, T
L%T/MM’ RI=bHOKETOAERICFEE L, HEERIIHBDTWHZETHD, JIIAES L
AR—EIZ, TYVPRR - Fa2—T7F— - 020 [FEOBRM—E &L OmfEIC SN T 2B T
AL L7z, e ES SN BB OELLDOBBEZ S| 2 AWICH LR G, 7 FaA RNeb
E DD Y &% T Rick ODHFICA UG OB, EOBIEEZZR LUIZBEOREFICERD &£
ELTWD,

(AK¥) OBWZEBLEL, 7 FaA REHET 285 L L CoMmaiahr &, AR

SPT=T v RuaA RO AR 2080 72 B 2y DRE & OB TR - %@m_r
WL 72U v 7%, EDIEHEOENC L > TER SN B ME L, B O HiEE
HOEIEEAZRLIZEWIREREZRIRLZOTH D, (TE) [Z5] 238K L2 T84t
RNTBWT, TRY) O AL AW OANZRTTOWEERAITEET L 0 THS, =
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D EDIRTOIE, AW DY, T & ZEBRITITRAE D ME-> TR o 722 LT, HfliZ
LAl % 8 2 72 h%ﬁ% ERLSEDZ ko, AW o NBIZHRWETE & EEBA %
M SETWDH LN ETH D, (106)

Do Androids?\Z331F % Rick DUEOENE L H 25 DIZ, Fa—T F7— - 2 ADKKE Y TIED

DEMBECOWTIFERORMN H D K 9 ITBbILDS, L LR G, Rick B34 £ TL B L1l
@ﬁ%%ﬁbt\&w9£%§¢®#éri&%<_&iﬁw00ib\mwﬁ5%®?yFm
A R~DIRZELEZHE L TSR AT 4 V~E AR TH E LB, TDORAT 4 7<% Rick
DEHIBRANEZT TR, 7o R RETZHHE LD TWLZEEZHLNTTHZEN, 2D
TESOR S D TH %,

LHAA, T RaA RIZAMPEZ HSMEOMREK L L CiRfbEnsbD0THDL, —
FHT, 7o Raf Rn<HHIL, b LLIE, 7o RaA RIZZOBREOLD, Lno7=9 b
ORI TEEBZHE LTI 6720, W) ZELARIEDOA v -V S 2 X9, Dick
XU LIS A & A0 A B —F 5 fE“Man, Android, and Machine” |23V T, IRD K H IZ5E- T
W5,

I do not intend to abandon my dichotomy between what I call “human” and what I call “android,”
the latter being a cruel and cheap mockery of the former for base ends. But I had been going on
surface appearances; to distinguish the categories more cunning is required. For if a gentle, harmless
life conceals itself behind a frightening war mask, then it is likely that behind gentle and loving
masks there can conceal itself a vicious slayer of men’s souls. In neither case can we go on surface
appearance; we must penetrate to the heart of each, to the heart of the subject. (213-214)

ZOERmIX. 7 4 TV Al OFEFEIZ KD Dick BHEWTZHARBEO L DIz o0 dh 5 21 itk
R D HEANC B 72 0 9 B, Dick 28 Do Androids?\ZEBWTT > KA KORITIEPWIRZE L % %
H0H,. 29 LIEEHBICLD2D1EA S  Luball AT T2 EHEEHIET 0 & 2 Tz Rick
FE ST, 7o RaA RO bREFERDZ LT, ABOT v RuaA RISk 5 iUk 2 ek
LE9ELTWe, LaL, Rick O LA < ARIEIX, HERERICKR T, T 2 I AMIZ7eb
ENBNT U RaA ReES AN OEIIN T bROEENLEFN DB L &%
B 5TDTHD,

ZOEWRT, 7 AV omALERAELRENCERT S 2 L 2T 25 ZofERittR T, T AV B0
ADORES % S E T & LT Dick 2MEENT 72HEH O R LR Z D RETH D, IHICE L, Mt
B4 20§ 70 AEATIC 5B S AU72 Mozart D The Magic Flute ZET DT v KA R« FXTHFIC
HoEDLZLIZH, SORDBHADARMEN DD L F XD, The Magic Flute D 1 %55 12 35128
VT, Monostatos % 4J)& T HIZ L 7= Papageno | i HEVDOEXOHE M ATERE & HEW LT
LEH, 72712, HITH<SE 14 5T, ROXIITKEDOFREZIBRRD, TRo< D Lho7c2AT
HEL22Whn?  BOEE STl L U\Zo/vﬁﬁ>% BOAME-TES LTWWRNZ &
NHDHONA? J[THEE] 93) &, TheMagchlute ZBIF % Z ® Papageno DL B[]V 1%, Do Androids?
IZBWT, KET v RuA REELIZHTRTR<ET 5 Isidore DL HEID ZHE I ELH & Z AN
3?)%’) AT b L TAP— iPapageno [ZDUW T, FT:%*I*T‘\ HERET, LrbbrhEoTnbH L)

R D ENZT LT% ITHDLEHIT, Wk THLINREE LW —R ] (244)EFRL T
DHDTEIN, Isidore b 72, —F CTILik Uﬁ'%foﬁb‘ﬂj]%ﬁ/)f:)\%“@%éo Z D2 NEEEIIZ
U5 Z EIFELREE LW, JETFONAMORRERELRNL . BEONCEZFEICA
XHZD2NE, AV —DF 5 TERMICHIEZ X0 CHIEZAEX D) 2460)HARE LT,
F o ARENERCHT DT o F TR RN T A RAROMEE HEDTWD, T Radg

WZxF L C A2 R LENZ1T O £ 9 Tk, ABOADREREZFHAEL TV HICEE
RN, FARANEIOBEEZT V FaA RIFERRWEAS, 2O EErd 2 &Iz, [TEGET

O FRIZ, WEANERT D (%K) 1IZOWT, [ZFEZEEBREMR LB L TUIROLR, ZHELITEEITLAL
RELIRETH D, () BT L2EEZ L, WUELDDOFL L Z R/ L LT, RRFICEDLITHT 5
BILSHEN TV ) (193) SRS TN D Z 0D, A— KAV g LIS ER7Z20FH TR Y 122 < Rick @D
BT 2O THRAZPH U D ARTEDRER(192) & OBRMEIZHZ ORMDE H 5 X 5 IZBbh s,

7 Dick I3MERAIZHBNTE HIT, R FEAEKREIZ DU Tno one today remembered why the war had come about or

83



TEWIENFEOFIZ, ANMERESED100EERE ] 2K VAALTELE (F 549 ThD
The Magic Flute b —XEH > T\ 25D TH D,

AR, AERIERICB W THEIMESTONDLT > FaA ROFERBR~DT7 T A L —v
3V EGAELS Z LT, AMEZBWTE D LT v A ROFICEZEIT 5 BRI RESH
TWHZEEHALMILIZE EBIT, Rl E W o Tz N OB DEFEZ FFAPE S 72\ T2 8O DR JE
DA D Z EZHLMNILTE T, HRHEH72< 60 4202 D Z OHEAE SF BV TZ A
M7y Raf FREFETIHFIZ LT ICHNEIDOTHAH, 9 LI, ZOEMLN
960 FERTIC R LI ROINI ENZ T Y TUIE DDA 90, D7e &b AR Rick FIERIC,
ELTHIRHEN R AT 4 F<IZETHDITR D 5 DBRANDT 7 ) v P—~Da& GV ~D
BEL LT, ZOELROMEITEEEEEB2bA TN RWEAS S,

e

ST 2025 A EERTHN AR S HIAMERR R FAMERRFELEE 2 Bk 2R 4 AR [HEEERIV
et (OU%) ) \2C Do Androids Dream of Electric Sheep? % ifgmtibd X E L LTEBY , #EFDT ¢
ATy va YNEDPD bARGRES~DORE 2z T 7z, MEALIRECmE G- Tk
S EDE S MRS BHIEEZR L2,
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MRS AR ALMEEDOEEZRLZ0?2—T Ly « A —=H [BoFX] OIEEREEE] [SF iFim
PR s see, S22 (W) . /NSilEERE. 2024 45, pp. 311-330,

KHES Do Androids Dream of Electric Sheep? & Blade Runner— R NDFH L L TOT » FuaA K| [A
B RFRFE e Rlamsel 56 71 5. 2011 4F, pp. 73-85,

AW —, AT AL [E—Y 70 NFXT ANF] ONEFEFEET FRET, A HE ) HERE.
1991 4,

JWAES, BA—E [TAY] 2HETH5AEZH—PKT 4 v 7 & S.LAMERICBIT AW & 4o
BESt) BB G SUE ) . 8 5 5. 2015 45, pp. 93-109,

RS TG A =T —RIV o ] TR, 2020 4,

Xa—TTF—n R, TP [FEREBRF—E & T OB HOWT] GhARR) AdH#T . 2001
i,

FyYo A, TvT 47, T4— b~ -KT70 8 R 1EART 77 A5 =Yyl JE
BV 7 Uy bR MERIREL, ARSGR - e EF] BASERMGEIER ) - BILER) F2 KL, 1987
,

TAvI, 74V 7 K[T7Tv FaAf RIFEXREOEZE 502 ] RAAER) FINERE, 1977 4,
gt (AN I o7 o7 ) TAVFI] B3R, REHF2. EHER, BHEE - R,
WlZz, s, RS (W) . TAREEM, 2019 45, pp. 93-94,

who, if anyone, had won.” (11) & $ EL 2 &, BFDER I ~DF K HIT> TN D,
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Fury black as night: ERFERADBEFEA ¥ 7 7 —KBEDO THIIEB L
MExdb Y &

1 XLl

ARG CIIOEE % & Lot B £ Hi(intensifying simile) & 4% 5, A AR HEE OFLE % & o
LR TH Y | “stock simile” (Norrick 1986)=° as-simile (Moon 2008)72 £\ < DMEUNT 238 5 A3,
AHFFEClE Svartengren (1918) FV V7= intensifying simile DFREE [FREEKRFH ) TS, (DITK
T/ L7=(as) adj. as noun O % & OEFTNHREEREIL TH 5,

(1) a. Your eyes are as green as a meadow. Your smile is as bright as the sun. Your skin is as white as
a snowflake.
b. His mood was black as the night outside...
(the Corpus of Contemporary American English (COCA))!

adj (VLB FEDIINIC SRR TADME 2 5, good as gold/firee as a bird/cool as a cucumber 73 £
DL LTHETOND, ARMTILad.VEAEBETHLLODRRRTH D, bz Uy E13(1a)
oD LD el HOBNZ T 28m C—RAIICER IS, (Ib)IFEGEXEN “mood” TH Y |
I ORK A E T2V D TH S, feel blue X° white lie, black magic 72 &', MEMIEE % 7o
RUVVENE, B BEREICAENWD A X T 7 —RBUT, ERERILIMI AR ITFEL T
D, FEFITTNET, MA (2022). 774 (2023). Pifk (2024)7% & CEFEZ B LREEIRIZ OV
TERLTBY, ZO—HOME L L TARBTIIA X 77 —RIUZHOWTH H, 2 FEOIATHIZE
FEIT T2 L 912, ad). as (2 < £ F(A))IEE B (connotation) & AETHEEEN & 5 & EIE ST
Do ERIZBWTHRINTHDHERIT XOLIIZY R LWIHADERTHLIN, GEND
HETHRE, ADIENIRLTWVDLZLRHDEFR D, AR TIEERITITEERR2WVERY
RN R E T HEE R, BEREOHRFBEEN LN, BARICL > TAETHIEEICIZIED L
FBONHY, EDOXHITNL & N2 L EEENEET 0N EELET D,

AFETIEL. “Your eyes are as green as a meadow.” @ “Your eyes”|Z & 72 5 A FED BRI R TH 5
A E(f)) % tenor/F . ad). as (28 < 4 F(R]) “a meadow” % vehicle/fEA & FE5,

LUF, 2 HiCHRATAFIE 2 4RI L. 3 Ji CHFIE 1L & o LTZ B EREZBLO KO T — & ZiER
T 5, 4EITITHBIZERY P CHZEL, SHITERMEEEA X 7 7 — ORI L TERE21T
W, 6 Hi Thlim & SR OBREEZ RS,

2. JeATHIE
2.1 SREEMROE

TR EMR RO LA R BERIITE AT TH U | whiteas snow & F 21X, BT 5 L 2 AL “very
white” & V5, REERITEAFEE as (THE < 4 7% white as snow/ a sheet/ marble/ ivory 72 Ekk %
AR DD, TERFD white 72 51X THoH] EWIHIEKRZLON, [ADBND=a2T VA
A HEITENENE2 D, Bl 21X, white as snow IXHER « B ERIZ2 BRI FITEIA < AV
%78, white as a sheet |ZEEN T A < 72 o ToARICEITHEH S5 (1148 2022), = D AN 2 23 AT HEZR
WARTH DD, Z DHEHEIZ DUV TIXE E (connotation) & AEA 25 &V ) EimAd D (Norrick
1986: 42), Moon (2008)(3 Z ® Norrick (1986)D FiRIZ, HAIZ X > T “humour, affective meaning, and
other features of interpersonal meaning”7¢ & AT & 5 & TN Z TV % (2008:9),

Cruse (2011)TliE like ZEFTEMROE EIZOWT, EMRIZIXFLIRAI(descriptive) 72 fEAR & i)
(connotative) 2 fEIR DM H 238 0 . EH 5T D NEIMEERTE &R ~<Tu\5(2011: 255),

(2) a. The juice of these apples is like wine.
b. His house is like a palace.
(Cruse 2011: 255)

(a, ICFER IR 2T 572 BI1E, [V o aVa—ANRNT A DX I BRERCAZAZ L TW5)
MEDFIIRELS FHET, S SADEMNRINTND] EWVWIEKRIZZRD, L, BrRmzg

U BT omINT e TEZRICLS,
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fRR %24 572 513, HEMRFHMIT, VA UREERNOUEIOE-R SN D Z & 235,
£V, VI va—RIUA DL IR ZENEBTH 00 K O 2Kk Z Eh O
FITE LT TWD Z LT b, Bl diE®Ehns 2 ¢ - 72 #i A (more emotively charged reading) C &
%(2011: 255),

BEEROEE . Jeakd(1a) “Your skin is as white as a snowflake.” & W\ 9 {51, A S 721 &5tk
THDTIER < Z OLMEDLA asnowflake DIFARIZ L > T, FERANOHEBIN DS LD
b LR END,

AHEIE Norrick (1986), Cruse (2011)DEMICE ENEET S &V ) FEICHESWNTEEREIT I,
I, ARWFFEIZ B 5 AR O

2.2 HEREEEDMIROMSE

Graumann (2007)13 H By B2 S 5 A IR (complex color name) &V, Z DZhFIZD
WTEREZRRITND, ZOCTIIERTF D HD a4 (red, green, black) % A 4.3 7E (basic color
term/name) & FEON, JEA G445l 05N S AL72 €444 (tornado red, cyber green, panther black, etc.) % 8
BRIEOEEE EMFOSIT TV D, HAENEEIEZ AR, fADEB X 0E RS A ek 2 5 X
IANTEREHEIR DA A=V R AR L, 2R T‘i’?}?*‘/774 YITRHESRTWS EFERL
TW5, BIZIE tornado red &\ 5 EEBIEEHEZMIRT 5 ERIZIT tornado (2B % “powerful,
dynamic or fast” & VN 9 FER2 B U | ZAUHNLBRAY - @EE.'%E!’J@D@E’EWUE_@”& LTW5, red &
tornado ([Z DWW C O HBFFIMAATR & B OB X, DEAY - B 72 &3 — D172 Y | tornado red
[ZDOWNTA A=V HBE ER D &5 (2007: 136),

B4 BT DA TR TNIAMIE COLEAE/N2 LI bENELS, £, Effifhh & ¥
FEEOMIC—REENRRH LIS WR S, EEO NI 2RLES LT 50EE LTV D,
dynamic A A—VEIRO ECMED S 2208, MEEREZBILGES & B2 SUAERICHEET 5
72O, SHTICEB W TIERFEHADOCARICE WV IEET HILER D 5,

Zlmfﬁ%®€%®fflZzﬁfi\@%%&@%Eﬁ%ﬁbd%w:m#~yayﬁow
Thb 7o, WEITIEL, MFEFEZB L, #EREZEET 5,

3. kLT —4

AEITIEL, ERIPROBEIEA X 7 7 —REOOITFIEL ZDOFREREBR~D,

F #5113 the Corpus of Contemporary American English (COCA)2> H8:HL L7z, 9 BT
whzte/black/red/blue/green DS5OERBEL, ThEhanlr—a VRET “BFE as” @Z':T 4

BN DAL~ ) Z R L COREBERKRELZED -, MEEROEMARSE LTHHITY
5%%@(’@)75’{%@@%“f@)@iPEJIIE 20 VA N7 w7 UTc, BREBFERIZHTZ S DITITERFELT
RN DOPNRS D720, TR HIEREZFEA TS L TV D,

I HICZNDDOMEEROBISHREME L, WEEBEE O N1 (1T TV 5 6l 2 R E
L7z, redas hell X black as soul 72 £ N2 34 « B 7201738 278, AR TIEI N1 BB TH D
LONDUREBR A MG LT D20, N2 OBBREIN RS DITBENGN B Uiz, NLIZEH
IZOABOMEE@ AN DEIE@ANH DI H 2F Y O 3 DI LT, £ L TNI &EaEiED
behgRFR. N2 O 2 Bl S TOMr 21T > 72, FriS. NI & N2 QLR N2 OFEOERIZON
T D H%%1E Lakoff & Johnson (1980)DHE& A % 7 7 — PG (Conceptual Metaphor Theory) 225 T
To72,

3.1 B SV T

T —RANBG DIV IR E E R KB 2B 95, white/black/red/blue/green % & T2 EMZRBLD N2
DA' -y MBI D 4G E ABEIEER 1| 0l THhDH, 2o ZHNOEFIFIHEIEEZ R L T
% . white, black, red, blue, green DNEIZ GBI B WEER & 72~ 7=, ®FBIED 5 5T white & black
DOFIN 67%% DTS, b D 7w green IXTEIRD 6% & 727,

ZI D DFIOFGEXS G DA MDD, FERIZITAE 72720 N1 1Tt TV 612 F5E L
Ieo 2277 =L LTHEHASNTVIERPEZENL TV HDIE, £1 DT L—TRIOSL
&5 Fr 228 L T W D, white TIX snow/sheet/milk/paper/cream/light @ 6 -> . black T I%

2 N2 OAFAENITE 2 TIRETHEBERTICLTWS,
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night/coal/pitch/ink/tar/sky/death/sin/hell D 9 > red TlX blood/fire/rose/devil/rooster © 5 D blue I%
sky & eye D 2 DD I, green |% grass/moss/corn/shamrock/gourd/lawn @ 6 DM FL 541, 20 D44 F(H))
DIHALT 7 —HERSLDIIVETHD, Fio, HRbEMER N2 ([TA X7 7 —HERD D
ZEMNSODENETNOEFKIEICIEL TV D,

%1 white/black/ved/blue/green as |25 < 4w & FBIEK

white (399 ) black (321 1) red (171 1) blue (124 1)) green (66 1))
snow(110) night(89) blood(51) sky(45) grass(17)
sheet(99) co0al(40) hair(16) sea(11) sea(5)
ghost(53) pitch(24) fire(12) eye(10) glass(5)
bone(22) ink(20) beet(16) robin’s egg(8) emerald(4)
chalk(18) midnight(18) lobster(7) ice(8) apple(4)
milk(15) tar(13) apple(7) heaven(6) leaf(4)
paper(14) raven(11) sun(6) water(6) moss(3)
moon(13) hair(11) cherry(6) lake(4) tree(3)
marble(10) ebony(10) rose(5) ocean(3) corn(3)
cotton(7) sky(10) devil(5) fish(3) shamrock(3)
cloud(7) death(9) beetroot(5) forget-me-not(2) gourd(2)
ice(6) obsidian(9) rooster(5) sapphire(2) lawn(2)
sugar(6) sin(8) tomato(5) plum(2) ocean(2)
alabaster(5) soot(7) ruby(5) marble(2) jade(2)
pearl(5) hell(7) strawberry(4) lagoon(2) meadow(2)
hair(5) ace of spade(7) sunset(4) window cleaner(2) | spinach(2)
cream(4) crow(7) wine(4) ink(2) forest(2)
moonlight(4) jet(6) hell(3) gas flame(2) garden(2)
lily(4) eye(5) flame(3) shadow(2) wave(l)
light(2) soul(5) lip(3) peacock's neck(1) | springtime(1)

F1TTL—TRLEN2 ZERERICIE, AIZOWTHET L6 L, A0t ooiiE, >
FOAZT77—L LTOFHBIENIRSI>TWND, ZHEHDEKRO A X 77— HFIEK & Bkt
BIIRORK 2 IR LTz, BIEIFIER D72 <, DR E DIZOWTEEEE & iR ER &
HT20138 L0 Enhd, £, BIEOERBINZ\ white/ black (2 A 2 7 7 —FIR 1, 3%&H
DI TEFT LT, green 216 BITIFEHDLZE L7eo72, green 135 D H L THEHKREIR
@Tﬂiﬁﬁi"biﬁb\iﬁ AH T 7 —BliL red & blue LV H%, AXT7 7 —L L TORHALLT ST

EREROGEEFHAMEEOR S & —HE#II L W ink 5 ThD,

?E 2 D N1LIZOWTIE,  “soul”X> “silence” 72 EJGETHRAL L7 b OIFXERRIC COCA ITfHEH &
NTWOHIEETH D, HARGERLO S DITYZOERDMERT HRAF R SO0 T, Z DRk -
TREROALT IEZEZEB LTS TEHNLEZLOTH S, NLIZETEZF L TWRWE DT 1 4]
DOHBNTZZ LEZRL TS,

#2 WEHEMRFERORAZ 7 7—0f L NI

Color Simile N1

white: 15 white as snow: 10 FETNED D Z L@/
heart/i H & /witch/
sins/death/IRIL 23 E S 405 Z

white as a sheet: 1 siul

white as paper: 1 silence

white as milk: 1 the life of the future spouses
white as light: 1 RWBEINDZ &
white as cream: 1 soul

87



black: 20 black as night: 9 music(2)/humor/
heart/soul/death/fury/mood(2)
black as coal: 3 secrets(2)/heart
black as pitch: 2 humor/witch
black as ink: 1 news
black as tar:1 soul
black as the sky: 1 temper
black as death: 1 bosom
black as hell: 2 soul
red: 5 red as blood: 3 district/ L0157 /Communist
red as a rooster's crown: 1 Communist
red as rose: 1 love
blue: 4 blue as the sky: 2 sadness/Z% L 7
blue as eye: 1 fEELTVWDHZ &
green: 16 green as grass: 9 RAX
green as moss: 1 REAX
green as gourd: 2 KA
green as corn: 2 RS
green as lawn: 1 REAX
green as shamrock: 1 blood

MOVIRUHEBE LZFEIL “soul” T, 5EITH-7, “heart”iL 3 [E]. “death”. “witch”iZ 2 E]T D
ijﬂ L7c, WEEE L“Cxﬂﬁf&bé white & black DM J51Zsoul”, “heart”, “death” . “witch”23%
. MO EEIEIZRVOIIFHR TH D, “soul”,  “heart”® X H I ANff7e EDOMEIZE#ET 5 &
¢>\Fﬁﬂéj%ﬂmm&\%mﬁﬁéNlﬁﬁgné “blood”lT AK red DEHL > TNDHD
20, ZD “blood”lix MEF) ZEHL TS, “heart” IXAMOMHEDIINEEIZ LT I F
A X TE LD, EZEITHOWTO NI IE, “fury”, “mood”, “temper’, “bosom”, “love”, “sadness”
el ThD, BIEICED S EREIL. green DBNZIZ /2o T2,
MBS 72 & i)\Fﬁﬁﬁ’*ﬁ@%%%%ﬂﬁ LT?F/EFZ SNV S7ZDTEHHLDOTHD, i
O OJRIK & 72 BN D FW 2 FRT N1 ITIE, “silence” | “music” EWOPER THRETEHHD
DENT, ZNHIZEETEE HW D mITIL mﬂEl’\](synesthetic)“C‘3?)50 iz, “news”, “secrets” .
“humor”, “district”, “the life of the future spouses”, NIRWAEZID T &) BT LD,
red as blood ® TILF05E | & red as a rooster's crown @ “Communist” 1%, A 5E red & DT TE
Z :f)l 277 =T A P=I— L THEHINLTWD,
ZFE T, NI OFIZOWTHEBL L, N1 2508 L7, SREERITI N2 O b 72 632 RS R 72
%ﬁf%ét L HIZHESWTNL & N2 R E S RO BT 5,

4. B OB

ZOHITIIR 2 ICETEREERFRO S L, 12 FHREEY LT 5, 4.1 §iTAOMEIZET
% N1, 4.2 G CRAFICET 5 N1, 43 B TABOARD NL 24 5,
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4.1 NOMHEIZET 5 N1
[GEZUEVED A Z & EUvD NI white as snow |2 4 B R B 5,

(3) a. With you I'm washed as white as the snow.
b. Are they white as the snow? Are you washed in the blood of the lamb?
c. That(=the blood of Jesus ) make us white as snow
d. Pray and I'll wash thee as white as snow.
(COCA)

ZHIEIHAEEE Isiah 1:18 I2H D 7 L — XMLl 72 o> T 5 5| M (allusion) TH 5, sins (X
scarlet/crimson D14 T 523 Z 1% white (27 5 &9 SREBI 2RI TH 5,

(4) Come now, and let us reason together, saith the Lord: though your sins be as scarlet, they shall be as
white as snow; though they be red like crimson, they shall be as wool.
(Isiah 1:18  Biblegateway.com)*

green DA X 7 7 —HFIIRERO RV 72 I &R T H O 16 Bl 15 61T > 72, green DEFEFEITIT
[REN] DRI D D,

(5) adj. green I1.8.c. Of a person, or his or her powers or capacities: immature, raw, untrained,
inexperienced. Also of an animal, esp. a racehorse or dog: untrained; frequently in to run green: to
run in an undisciplined manner.

(OED)

R EL EMR 2K Tl green as emerald <° green as jade. green as ocean 73 K EACHED N2 & & D W3,
RIS 2R T HE 1382 T N2 M40 Tédh Y . <PEOPLE ARE PLANTS>DHE& A # 7 7 —2 0k
S EFE R D, grass DEARD S 2 < 9 Bild % 23, green/grass CHHA(alliteration) & e = & | green
DtaEbOMOTa NE AT L LT grass WEESND Z LR ENFREREEZZBND,

(6)1X creek moss, (A)IX Houston lawns in spring DR & L TRIRS LTV 5,

(6) a. He was as green as grass. He never did nothin'. A convenience-store robbery and that's it.

b. ...that way of life had shielded her from much of society's ugliness, which left her inexperienced
when it came to many of the world's workings. Tim had no doubt taken one glance into her eyes and
known that she was as green as grass...

c. He's a buck private green as creek moss who just followed orders, factory-like...

d. ...ateacher as green as Houston lawns in spring, had 10 rules she was trying to impress on her
student...

(6c)D “he IZMTIZHED 2T THODLIZENN WA TH D i isd, moss IIACA, i
DFEAe EITAEZ DM, BHIHE < IR o T < ARA “he” DBEMAY 225 0 I L
TWAHIDILZ OEERBIIN-EEx DD,

(O6ADITONTIL, FIZEE LEEDT lawns N2 D “teacher WHEMIZ/R V=T THDH Z L 2TEE
qil green DFERE & HITHITR L TV 5, <ALIFETIMEISAYEAR>D A % 7 7 —Cld “springtime is
youth, summer is maturity, autumn is old age, and winter is death.” (Lakoff & Turner 1989:18) & Z&ffii & A
AEDOXIER S D, (6d) TN FHINZ L > THlRE L TW BB E 2 bk & e > T
2o

green as shamrock & ‘green as + W47 OEMRTH LN, KRAZZ T OTIEZRL, ()T
TANT Y RNDTAT T 47 4 %L TW5, shamrock (37 A /L7 ROESETH %,

3 IR, BUTTER TR LA IR RS A ST fI AT COCA 75 Th .

* KIV &5 H,

S BEEFRTLHEL LT, TOEAREN SR TH D b DICE KT 500 THERD BAFET D (Wyler 1992:
117), green DEFIX. OED TiE “of the colour of grass, foliage, an emerald, etc.”, Oxford Dictionary of English C
1 “coloured like grass or emeralds”, LONGMAN Dictionary of Contemporary English Cl3. “having the colour of
grass or leaves” & & 5,
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(7) ...if the blood in your veins is as green as a shamrock and your heart's full of blarney, then the Saint
of the Step loves you!

TANT o ROSF#ERE AD H St. Patrick’s Day @ 3 H 17 BidfkE FIZoF Tilbh b Z & T b
WCW5, green, shamrock L) FEIC LS TTANT Y ROEEETZOZOHITA F=3
Hb, BIZL > TADREMZFRT OIL 3 HiTik~<7 red as blood D TIEF15.| & red as a rooster's
crown @ “Communist” & [AlEk T %, blood & arooster's crown 7)5 the Republican Party & Communist
@%k:i~&bf%@#é@ﬂ$%f&éﬁ(nfi’ﬁﬁlu&%’74w?yF@f%:
I—LLTHWLATWD, ZIWoTefEDA = —DOREOMETG ZEE 22T, A2 7
7—&ERHIRLTLE D ZENHSH L Niemeier (2007)1 i?afré] L TV 5 ( “we can only understand these
metonymies as metonymies if we know how they developed (i.e., if we are aware of the different metonymic
steps).” (2007: 146),
WEICTIIEIE I NL L 22 20128l 5,

4.2 BIFIZBT 2 N1
BHEMRRD A 5 7 7 —FlX white/black/green |ZHEH LTV 23 JEIE D N1 23 b 2\ DI black
Thbd, THTH black DFEIZLL FOKRFEZ H O,

(8) a. I.14.a. Of an emotion, state of mind, etc.: full of gloom, melancholy, misery, or sadness; very
depressed.
b. I1.14.b. Of a situation or prospect: foreboding, threatening; (of an expression or look) full of anger

or hatred.
(OED)

(8b)DE L TIZR DHID(9a, b) T\ (8a)DE L Tld(c) THH Z T 5, (9a) TIEZ D IZOUWT “the
unexplored vastness” & iE-~<TUV 5725 night & £ 7 vastness & WO FHEDH D24 5, HERZICHTZ
D2 LTLE D DIL, raven X obsidian 72 E—EDE L FV OH D BRI AW AN TR
LZOLEEREDHEOT, HNY BRNRHIEE ZITABTFEE L TV D D005 IR W ZER DN
STNDZ LD, BODOIFEFRREIDEZ DD, (9, ¢) TIXEMRAH T X 72Eh CHERIC
WOLH T 5, (Ob) TITTRKDOMHEIKIZE F4 D “lightning”,  “thunder”, “storm”% N1 “mood” ™
WL SORBIZHNTUW D, (9¢) TIEZ<UNHAPPINESS IS DARK>DHE& A % 7 7 —753‘551200 T
%o YEMNEDLICONTHOHERZBWE ST TS LI TEDHY, A h=I—2E3{ A X7
7 — & 5 % % (Deignan 2005, JEiJI1E7FR 2010: 220),

(9) a. Deep within the unexplored vastness of Fury. It's black as night.
b. His mood was black as the night outside, it sat on his shoulder, full of thunder, tight with lightning,
thick with the storm of pent-up irritation that must erupt before the evening's end.
c. As the city grew dark, he would slowly fill with self-loathing, his mood growing black as the night
itself.

ZIS D black as night LALTWDDOBROEITEH 5D, N2 1% the sky ThH Y, REIFEOREEIZ L -
TENETHHONREINTND, T I TIEATCIRIC L 5 & “the darkest hour before dawn” D43
T, ZZORFIN “she”DRX VY OMIIZEHLINTND

(10) She was silent, her mouth tight, controlling a flash of temper as black as the sky.
28 L DMEERD A X 7 7 —1X blue as the sky IZH LB D,

(11) Jimmy was beside me. My heart expanded, as fierce and blue as sky.® 1loved him.

6 JFHCT “bluecas sky” THIER L THEY | the [ZOWV TR,
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HEDLIICONIEND LI RD Z LT, BT HEERONDICRENDNERLTWD, RIKEZ,
FZEIIREDWNVNFEOZETH LT, DOAIZEZLEWRL TS EEZLND, “fierce” T DU
T, “TIERERORIEICHN E SN TWD P Jimmy 2305 Z & TENNMBE IR L 2o 72 Ll
SHRCTIRRTEY | Jimmy BNEIRNZHLL LT NEFETH DL Z ENRBEIN TS, i
ROEZEWREEIZE O H(9b) & IR TH S, WEIZIL<FEELING IS WEATHER>DH#EE A & 7 7
—NIREICH D EE XD,

Ei- 28 L EEN R LRIGERICH 5 — T, BRPEBIZER S NABI0NGFET 5,
(12) TIE N2 75 the sky TlE72 < the sky blue TEA TIXH D7, [ZEED I HIZAEL Y] &0 D EMK
Thb,

(12) Now he's gone, and we're through, am I blue! As blue as the sky blue

ZOBITIE “he”NN < 72o T LESTZE W) SN EETH S, intotheblue &V H 7 L— AN
OED @ blue DIEHIZFL# 3 D23, blue 73 sky 2> sea & A b= —MIZFE L, T O IEF IT®E
WEZACHBIRNE ZAEBERT D, I2)IIWEAIEREE & HICDEAIEREN T2 2L
TWHEREKRHTH D,

(13) blue Phrases P.3.a. into the blue: (a) Into the sky or sea; (hence) into the far distance or (figurative)
into the unknown;
(OED)

(1HDED A B 7 7 — 3RO LV BIGEA» 55 LB, “love”lZ- DT red as the roses
ERBLLTEY, red b rose HEOGIUTH 5 (de Vries1974, LI FIEZHFR 1984), “Love planted
deeply” & EMDOHEIZH 518 Y . <LOVEISAPLANT>ORfE S A X 7 7 — 2SNV TWD EE2 DT
59,

(14) I love you more It may not be red as the roses yet It may not be strong as the old oak trees but Love
planted deeply becomes what it ought to be

ZDFEID red 1IHRIEDHEDDEFWRI L Rol D BN E(L LI §5 2 & TlEke<,
NI WRNTN AT ONTHRWIEF DR Z DFHOHEN/IEZ 2 Z LICER L TWDH EEZ BN
Do WTIHRS A DEINE/NE <, ERBITIEL Y REAIZHE LD, rose DRESCBAE & Z DR
AT L TV D HREFBLTH D7, Z 1 green as Houston lawns DR Tk ~_7= Fi¥) 23 ZEHi %58
S THE LT ik <ALIFETIME IS A YEAR>D A % 77— 5 Zfii & NAEDO %G & B
95, T2 TIET 7205, love ® maturity & “I"NLATWDHEE XD, BEORKY 28 2 TEIN
BT D e, ERRTAINHIET D2 LIz b TnD,

WD 43 HITIIAM 2R R ETDHERERHEH > T,

43 ANHDF D N1

Z DOHiTld“silence” & “the life of the future spouses”® N1 % HL U EIF 72\, white as a sheet & white
as paper IX(I5IZRT LI ADPLDO AVER, BIE TR HIERT 3 v 7 THERVERPER LR D,
TDD, BEHLTZRNSDPPIR ENDHINEE L,

(15) a. He says Teddy was white as a sheet and his hands were shaking.
b. She could barely whisper, and her skin was as white as paper.

FERM 2 DIZ O W TEEEEHWAHE LT, NI “silence”(Z white as a sheet of paper % i~ T
WOLHDNH 5,

(16) At last his father fell silent, and then the wind died down, leaving only the sound of the water
knocking softly against the boat, and finally there was perfect silence, a silence white as a sheet of

T RBLAHEEO ZHRIZ L D,
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paper, and upon this sheet of paper he could still read the sentence his father had spoken into the
silence of the dream...

SEHIIEEEOSINE DONWDZEMICEFEENENTVHIRETH Y | FEENBRIVLSFEST I
TR TIR, ZOFITIHEFEPMMEIIR A DN TND EEX DILD, R Z BIZR A TE Y |
S HITLBRDFTENTZNZ ERG DD AMRIC LT BERN 0D Z L IZkHE LTV 5D, (15)
TlX. sheet X° paper @EQTT%WODiEb\EéZN‘Eﬁ%‘E@TEH@ WZAENSTWD D, (16) TN
XEHEERDLTODOBEETHLMEIEREL Y TTHY Lo TWAHHKRTH D,

(17) TIXAETEITXT LT white as milk ki‘%fﬁéﬁ’b“@ﬂéo E.RIZ as delicious as honey & &V | milk
L honey |1ZF U A NATITEHERKRILTH D, Exodus3:8 IZHBVVT, “aland flowing with milk and
honey” Cffibodu, BN LM THD Z & &2,

(17) On another cart, pulled by a man, there was a sack of flour, a sack of sugar cones, a five-liter jug of
oil, and a bucket of honey and a bucket of milk, so that the life of the future spouses would be as
delicious as honey and as white as milk.

(18) And I am come down to deliver them out of the hand of the Egyptians, and to bring them up out of
that land unto a good land and a large, unto a land flowing with milk and honey; unto the place of
the Canaanites, and the Hittites, and the Amorites, and the Perizzites, and the Hivites, and the
Jebusites.

(Exodus 3: 8 Biblegateway.com)

BREEZEE X T B S] LW MIEIE milk (2D B BND, FIRIZ, white \[ZITRF A&
fifi 9o HEDR %,

(19) adj. white II. 10. Chiefly of a time or season: propitious, favourable; auspicious, fortunate, happy.

Now rare and archaic.
(OED)

BETIIZ L, RN STTHD72D,  “thelife of the future spouses”® N1 |2 Z D E LA HL
ROFGEFEHEICE > TERIZEEMN éﬂé@ﬁ IZEERI R D 72, milk OFED AR H D
&%z%ﬂé

ZET, WENAEE LRV EREZSEL, TNENG L T HMEEMRIZOWVWT N1 L5
'ﬁﬁg\ N2 L 2B ST, BROFEDBIINTOA X 77— k“)b\’C i Lic, BBELIHR
A R=I—DFZRS &, TNENOERZED N1 & OFLEZITIZ L TS, BIEORAS
ZFT T2 D black as night <° green as grass/Fa¥)% ﬂ@%ﬁiﬁﬁ"o%é{ﬂ% night DHF X 2L
T DRI EIC K » T % (2R D Z & 0o,
S5HEITIE, BRERERA X T 7 —OREIZ OV Tikim &1T 9

5 B

o TR EMRIZOWT, IRO L D RFFBICHTE S, T70bb, Otk & 5 setphrase 234
ﬂéhfné\®é%%®4f T EHRBENENSNTND, ON2 ORI ENESh TN D,
DA &7 7 —OFLBERAEN SN THar S 24T, 24D I3 A IZHEA) Tl 7Ze < RFEEfE L2
HET LR, WITNOOFEOREREBI TS EEILND,

Lﬁ_iit%ﬁﬁ%% VL, U TORBE R 3 ITRT, £ Liah 18 605 TH D
(3) white as snow OIS 5, £7-. white | purity DERENH L0 H Y TEED, @
WIZB LTI, white as snow DMERBFEINEZ L | set phrase THDHNEBET H L, FEHEDN

ZOERE EEEEHRL TWDONEENTIH W, RIS BEEOKENRLLNLATIE, Ok
@MY TIEEDN, @D white DIERFBIZOWTIIERE S T2, £ 3 TEHEWI L—TxRL
Too B RKFFH OS] (9)0) black as night ZAEVN, RS IZ(6)D green as grass % H 5 DI
QLB®L7d, “tAEiE as’ IR DALDATF], DF VD ERE A I AN Z ATREZR R A B ET
Sl ODEELZIRNHORIAETHS )7, HABLAENH DI cliche & 72> TH
LEREASHEL NN ED ’6?)50 (14) red as the roses & taJZE & AR Y love DB
ThoHZ EIZHIEAEDHIUX, QI TE D, “heart”? blue assky D K DTN D L9 (11)
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DEMITIT, blue IZH72ND “sad”R [ EWVIA A—VIFEENTELT, ZOEEHEANK
Nsky ZA F=I—MIZRL TV DLTOOIHTESL, ZLTshy VD N2 DEETH D LA
FRZ. 1D WRERD Th 5 BRI blue Z W TEB Y BN SRS S, XL TA2)TIE, ELAE
Mw?ﬁbT“é@?@K%ﬁf%é%@@\:@@%%Mywwk%ﬁbfﬁU\%@#é%
H o TWD, “silence”|Z white as a sheet of paper % I\ T2(16) TiX, (20)IZ7~9 L 912, white (21X

REZZEH] OBERPRH D720, QOERICY TIXE 5, il L7z X 9 white as a sheet & white
as paper I NDPLO FWERIZAE S 72, “silence”IZFEH L TWADIFH LWEBLTH S,

£3 ERIEADEEIEA X 7 7 — RO
N1/simile © @ ©) @
TGO D /white as snow
the life of the future spouses/white
as milk
Y - B/black as night
RN X /green as grass
love/red as the roses
heart/ blue as sky
A8 LA/ blue as the sky blue
silence/white as a sheet of paper

(20) 17.a. Typography. The blank space in certain letters or types; a space left blank between words or

lines.
(OED)

KRR EFRHR T 5 NI TlE, (as) adj. asNOUN@adJ DOFE N AEEOERSNA h=I—L
LTHRET 52 LA LIXLIEDH D, (15DFITIE, [BHAENEHWRRRR]E W O R CTRE %
%#%0\ua@%fﬁﬁﬁ%ﬂ%@ﬁﬁ@%ba&w5&%%%@Kﬁ§bk%@ﬁ£%%ﬁ
}:)o

(15) a. He says Teddy was white as a sheet and his hands were shaking.
b. She could barely whisper, and her skin was as white as paper.
(1) a. Your skin is as white as a snowflake.

ZLT N2 IFZEDRA =X —%MiRT20EZ DD, REERSCHRELDIMNIART T 1R E
{RETE 5, vehicle | iof@ﬁf%éﬁi%@%@ SE L1220 N1 OBFAE L RO, &Y -
B, KA, LB PO N L VB ESND, LD D mié%%oNl®%éiD#
SN L WD EEZOND, UHERR ETAORLT-B ORE, SF D Gl iIfERIz
T\%@A%®A%%m%%ﬁﬁfgé#\_ﬂiﬁﬁmﬁﬁﬁfbb ﬁtﬁ@%%ﬁ%ﬁ%
DRI, S F 0RO RAIERIIHE ICER DN TV D, BT, #EIE O N1 IHEIE RIS pﬁm
KT D120, KRREEEZ L2V DIZEEEZFEAL THAIZHED LT, NI & N2 OXSIC

S THERN LY\ D 5, TEREEREDO NI | @%%%ﬁ@ﬁﬁﬁﬁ%ﬁﬁﬁéMﬁmﬁ
WONE, N2 EDarl—vaAlb L5490, BOHLEMTEEEERAND TN, BiE
T CICEREZBMCTE 720712459, ADRWL OIZOEEZERT 5 &R E T 5 OICKER
DI DH T2, EREAEIEHEROB S LD bHAED TOWNTDLEE2ELELTVDEERD,

6. fiinm & AR

AR TlX, AR Z S OERRBEDNBEE R & L THaE S 72720 tenor BNEINL A2 W -T2, &
BRI THREN TV D EAFEOHFRDIZNT, BRSNTODHERNH D &) R, BE%aE
Az wanr—a o4 E IR HBEOFBEIERIZOWT, B T8 TR % L7z,
white/black/red/blue/green % &L HRFHDO N2 2V A T v 7 L, ZOHTOEED N1 14153/
<, bODRIZBIZOWTHET 25N~ Th S LiEH L7, HPIOBIRIZBW T, &
RO I TV DRI EBEE 2 72085, N2 OFEOZEINEEH S, tenor/vehicle D& A % 7 7
—IZES ISR, BFHEN TV ABEEOHIRFIC OV TELEZ L, N2 NEEEOEKEY
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LT, [ x DNl ORI, DEIZOWT IV E#MIEZT0 . bODOR-BEIHT
Ga L B D EIMEOH D REEL AL LIZD T 57 EORNH -T2, OItx &% setphrase 23
ENENTND, QOEBEDA A —V L HRBEVENESN TS, ON2 OFFENENEN TS,
DA X7 7—DMELBBRNENSNTHFSIZAED, LW 4 >0/ AR/ L, 72, b
DR BICHEM®RZME S BT A = —CHEEN, KEHIERO N1 IZEEN THERBZ V5
DHRT H DI Z T 5 2 L2 TR LT,

SHOBEE LTI, ETHAIOED T NEGETE S, N2 2 EfLD 20558 L7z, A ¥ 77
— NI TH DD, 20 IRE LN ENEL D EL OFIZNETE S, 72, ARIFE2ICHL
2HDD ) HLT—EDOIHRDGHTICE EFE-T2DT, EHIBERTHZEBNMETHD, F2. &
NdHDH Nl DWERFATRINTWDEZEEEIZL TWDDMNE D TRWVDDHEIE D720 A
FEL., BRUCH D Z ERRO LD, AT, SEHI TR/ 4 SORITIES - FBEN R+ T
HV ., FICQOEEDOA A=V LHRBBPENIN TS, ON2 OFFEMRNENSINTND 12Y
THELRVBIIHTH D EEZONDITD, LETLREHTHD.
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B SETHEERR VLR OEITTHERNSHT
L EEET
LIXC®IT

K%Tif%Jﬁh%aﬁ SEEIIVIZ L7220 12 L T ORISR T 5. FFIC
VI L7 @ VOIS AERT 2EEFEOMM A, BFEOGERX VRV O VICAET HE)
FlEIIRECERDEN)FELEMLAEZET, IVIE LW IZBWT, ZOEMIZIVI+IX]+[ 7
WIDREREESE & T OEMRMPBEMICHES L2 b O TIER, IV XLV 20 ) RIRTHZ2
EERE A JEIG L QWD 2 i Lz, BhEcBhEa Nd) 2B Lo B2 U %
&%ﬁﬁ%kbf%mu%m%iiu%nﬁ%é ZNOHDOFATHZETIZ, VIZLZRW ] Do
%LTiFiJ®% ICHFICESN Y TONDBIAICH Y, ERT DV OSHIHY KRR L

BT 2mIE R STV, Wz 5 &L IVIZL 20 3@ OB ERR TV 7220
Kﬁﬁf%ﬁﬁMbot%@kmoMﬁ@ﬁ%ﬁz&wAﬁfkéo_ OB TIX R TV ixL
72N IZAERTAEFNMRY DD D D00 E W) BT TE 20, K TlEa— S RAHEN S
'V ixLZ2w I2ART 28I EEE ﬂ@;@%<&%ﬁ5&wa%%&@m#%5 &
%LT%@@ﬁi FEIN(2002) & T (1992) DELAIC IFEBRSEE E VWO ELTOR
HEESEEIC K> TEES T o nTnd 2 & %@%&@ oigbr CRET D 2 L ARIBT D,

2. FATHSE
EaalE AR B N BN T2 G ERR VIZ LRV &, NE) O OEREN & X
NN TND N EN S T e HFIcsE™ TN TE 7, ((BFHE:1995), (B L:1981)%) £7°
NE) 23 EEE EAGER ESCO AR "IN Z S SHA L, BAIZXETH D LD =
EMBRENTWS (B :1981), FDJE F(1981) TiX. iz M) BT 200 TiT
[P, Ko “GEAMR” [EFFLRM 25, ) (B 1 1981:110) & XfHOHED 1 & E

#L TS,

1) TEos>#HRELTHAMI L] (3 FARII Lo T7,)
[ L7 ZA ELELD. ) (- ELLIEFEARY,) (B E1981:110)

BPH (1995) 28 Z Oz 5l X, IVIX LRV ZMMOBERX [~ n~TF A ), I~/ F T
A IR Ll %ﬂ%ﬂ®%ﬁ%ﬁ@if®@%ﬁk“?ﬁﬁﬁ% Ul £OHTY [V
I L2V 1F RESMAREE] (B 1995:164) 2R3 L S5, [RERNREE] &iF TV
NNCFANIAT— NV EOBDLEMEICELTWD Z Ea2R m?é&k% . EDHWDERMETILR
W2 E BRI k#f%éﬁ(%EFU&V?%@T%éO“@&ﬂﬁhfwib&wjkVO
BlaEzbE, TREERENTHNDZ L] WY TELELIARAr—NLEREL, TOBEITMZAY
— )V EORIOEBELBETHZENTELENWHIZETHD,

(2) (a) T—IRITERELRERDPDNTOET L, FEE S ELNLTEN E A
(@) TIE PFEEBELIN TS ] ZEIE—InBEINTWDN, ERITGEHEEZ N L7 RIET
T2 NWZ EHRENT NS, DFVH LI DAT—ILCIZESTWVWAZEREESN TN
HEEBHIT, ATEHRWZ EEREINTND, ZORIIINTTFTAITAT—V EDDH
HEBEZELTWAZ EERETHE LI, ZOWDOEMTIIRNI EHRTZEN
T 5, (B 1995:163-164)

A B C
MRAIERT R AELN T Mg AYEL AL
E3E TR [ qAE AN fEbR AR IE

X 1 B H (1995:164)

Loy A= IVIZLZRN]
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P (1995) 12815 VIZ L7 1%, FEENZRERMN O SND A r— L &R E LT
50@N@f@%%ﬂmfiwiﬁhﬂjfi BEDOIRFIRBOREDH DG E L, &l
AN T 6] (3) (b) NE-o XV LIFEZTLIUI LD oT2) T, BZ2HIC NE-%x 1 |
[HWFEW] 72 POREEZBEEL THELTWD,

(3) @IFo& D LFEXTIIUILRD ST,
M) - &ENEZ T UTI L o7z,
(@?@O%D%zf<ht®?@&wo
NE-oZ 0 EWVWIHEENX, TE-Zx0EXD5] > [HVEWIEXD] L) L9
[ WE%T®Ef@%%%b¢ ZLT, [~n~F g R I~vnvF g #H
WHELBEZFEN NEIoEN ] LVIHIREIZESTWDLZERBEIND L LB
DO (BLEZ72\N) TERWZ E LRI, RS EIC D, (BFH 1995:164)

ZHIEEIE NE) OBRESEENICEDO L) ICKMENS 0 EBE L EEREWRCTH DL, L
LMD SeATifSE 2 BET D &, BEEDOGELT T Vi L) OBWRAHH LS Z LA
HELWEEZ D, Fabha T DAORIE SO T& D alfEtEZ2 R L TW DD, FRP
(2002)° T (1992) TH D, ZNHIZHAFED T SHRRIZ, FBNGEE L THMEEE VD 2/
HOBENMIETHZ 2R LTWS, £ LT, FPQ002) TlxEamERELETsSic vy &
ey ) WOHEHARFEL (V] BDEBINEE, By BDEBHSEELRT I LENIBRDL
NTCW5, ZTOHFEERPBEHEOGE ViR & IVIELARW] THD,

(4) (@ 720 77> (NS
(b) (72T 7Lty (EAKEDIZLARW)
(c) B2 HZ7 00 7HT) (EL LIS 570)
& xHZ77v0 7HxLEY] (EL UIEHEZ0 LRV (FRY 2002:15)

ZAuZ Vi LZeuy & VAR O, FBMER D> TWA L d 2 & AR RIS
LEZ2D, ZOFME RS, FENEE - BEMNGEDONEIZOWTHEEL L T &E 72w,

2.1 FBINEBE L FBIEE
if%m ZEER - BE N A FR LD TEE0992) Th b, Z 2 CIEERRFMET
HBERRIZ [RT A~ & T' ] 12T, [RTAy] N [EELFEOEEZDO L O
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B EEN (1981) [Tix) offBhsart & RIBWEEE ) TEZE L E ] 58-5

el B (2021) [k - itz B 2 ERETIR O BEERNOAR ) THAFEOMIE] 17-2
I%Em%(w%)F$ﬁ%ﬁmwzowaﬁﬁﬁu TESCHfRIR L 8EE ] 57-7
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EEHEDREOR—] [HAGEHEZRBLOE (B)] <A LBHR
EAE (2000) TTLEH] & M) LodsEEiconWT) Mk A ARZEZE] 5

FEEEET (2018) [THAFEOEEEG - HEEE & oM CHamtE e/ — 1)) T=2—7 v
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RN F LFEORESTE thuong OEBRILEIZE T 5 1L
Doan Ngoc Minh Tran

1. XC®HIZ

AfalE, N M LAFEENERE thuong OERYLIEA . Langacker (1990) @ [FER{b] OBLENG
HONCTHZEAHIE T 5, thuong 1E, EF B ICHRL, HEMZR TE] < DEH) &
BboiETH D, —FH T, BUR NS LAGETIE, BB RFERICKHT 25N, MhE~DIE, =6
WITEEEZRTEE LTHLHWBND (Doan2026) , 7= & z 1L, thuong [ZLL O X 5 HEE S

o

D XRIET D HIRN « LERAY 7R A

(1) Cbay cb mot vét! thuong & tay.  (1EH)
e 5% — eI 15 iz BE
L FIERH D, |

(2) Cbay o mot vét thuong long.  (1Ef)
e o5 — FERIEA 1% i

K- = N AV |

(1) EBLEEBEREICX T HHEE D

(3) Hauqua cua chién tranh that thuong tam (Doan 2026 : 138)
it e D B4 Az 1% i

MERFr DOFEFIT AL I/ E LV,

) HFEOFEAIT HEEDHLRK
4 (BHIfEH, BEBFTHEDICETHLES LTEH TS, )

Toi thuong me lam.  (fEf)
KA % EThH

[ (BoZ Etx2E5L8) | L Te, |

aAV) HFORA TS HEEEDHRE
S) (FELRLITIATRHFETDHZLILR>TWVD, )

Toi thuong con lam.  (fEfG)
FA % ZEL EThH

[ (2D —ATEFTINE LW EEI & | SFoTHhHIFmWVWRELICR S, |

(1)(2) TliX, thuong 1% vétthuong (& O THWOLNTWD, ZIZTO vét 1TECHIZEx
DRI TH Y | thuong 1% 5] 2RTLFHTH S, (1) 1ZHEARE, (2) 1% long T L&
VOWLEPRMEER L TS, ZHUCx LT, (3) @ thuongtaim 1T iE LV &9 FHM
ERTIRETHY EBRFRICHTAEEEDRTREbL> TS, S 512, (4)(5) Tii,thuong
HEE E LTHOWSIL, FTFOEFTRRORNEELE S Z LI TAELLFEEOKELR LT
W5,

ZNHORINGSA D K DI, thuong 1T TEHRIZRE] TLEMZRE] 2R3 7Z20 o<, W
F LW LW S FHEE, FHFEA~OHE, 7 E IS T O EECREL-IVWIFELEZER T LG L H D,
ZITCHEERDDIE, INOLDOERNED L IO NSTWNDEDONEWVWIRTHD, T72b
H e Mg X A 2#RTEN, BB I OFHE, HFE~OME, S DITIFER & Vo 72
KB EYLRET DDA D D,

VBN b LG CTHEE E LTHbNS, HOEMEIE-T- ( BWT2IREBD) A8 ET 5 (Ngo2014 : 204)
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Doan (2026) Ti&, JEIERHL L L TD thuong (ZOW T, FEEDHTFOREECE LAz 780 L.
ZTNEADICEADLL LD E LTZITIEO D RIFFERHL LGl ot Tnd (p.147-149) . —F
T, BIERBLE LTO thuong &, [ ° ekl Z#RITHE, £ DEE LV &0 ) 3
BIRE & OBFEEIZ DN TR, SOICFELS RN ERD D,

AR TiE, Z O3 LT, Langacker (1990) O EA{LOBLEDG | thuong (2315 [ A
DEENED I B L TN O EBLET H, BIRPIZIL, thuong DEMZ, OXZIZET
LDHER - DB IR A, @AEB e EREIC T 2 BIEHE O, O TR AT HaEE o4k
B, ORKOEHE THTHZEICE o TELLIER, LW HOSOBEMICEMRT S, 209 %
T, thuong OFEWRILIEA ., TR OBEDIGOMN GBIESE - 568 OF8H - T O~ LB
ITL TV ERfboiFEE LTI Z S,

ARORRUTILL T O Y Th 5, 52 Hi T, STt & LT Doan (2026) ZHtY i, thuong
DFEIR & BRDIEN Y MR 5, 6 3 HiTlEL, Langacker (1990) OEMRLOWEELEAL, K
Fa D HTHE A% 7T, 55 4 i Tk, thuong OFRILEZ TS O BFEIZ /01T, BUABIIZ IS\ C
T D, WBICHSHEHITIE, AROEZELE2Z LD D,

2. thwong DFEIRE EHRDILNY  (Doan 2026)

AEITIX, Doan (2026) (ZHSX, X NF AFE thuong DOFEJRE BEEDIAN Y 2R+ 5, £
2.1 Hi Tk, EFRFLAEA L7eX M AGERICEIT S thuong DZFEMEEZFEFT 5, KRIZ 2.2
HiClE, HEFEHOFRE S L, B3 - PEREH RO BEW A MR T 5, %I 23 #iTik, B
AN NS AFERICEBT A R LEEOMNZHER L, BIEERHLE LTO thuong 28 8D L 5 IZFLR
SNTWENERD,

Doan (2026) Tik, -~ FF AGE thuong OFEJR & BERD LN D IZHOWTHEEEFLIRICHK S BE
DT TWn5, £Z Tthuong 1IH &b LT G [Zhk L, [HEMEE 2R8I THo
e, 22 b LB A) ZFETHESEIARY . S OIZBAS M AFETIE FE~D
WK R EPOBEERTHE~EBEL WD EG@mEBN TS,

2.1 BEFERILEM Lo M AFEREMIZBT Bl
Doan (2026 : 138-140) (X F 7", EFNMHL SN TN D M AGERREZ SR L, thuong 23T
M) ICHRTDETHLZ 2R LTS, IE 2E, TKHBEIETH] (DaiNam Qudc Am
Tu Vi, 1895:429) <° [Hirg 8] (Viét Nam Ty Dién, 1931: 587) TiX. thuong DL FMENLL T D
LolTREn TN,

O BERMGE B2E, vét  thuong [EE) () )
(6) Téi c6 mot vét thuong &  tay.

B’ »Hs - Bolg B 2 F

FLUXTFIZER S D, |
an DEMLE (#1212, thuong ton tinh thin TSR] (LEMICEHSL) )
(7) Coay bi thuong ton  tinh than.

Wt =& {GHE FE A

Eira qEeis S oY
m FEBIITHTHEEEDOFEM (F 21X, thuong tam [{.0y]  bithuong 255 )
(8) Hauqua coa chién tranh that thuong  tam.

(e D Bt 4 Yz 5 i

MR OFRESIIAR YT E LV, )
aAV) A~DEE (B 21X, thuong ké nghéo E+E LWVWAL] (B LW AICHKT D)
(9)a. Téi  thuong  ké nghéo kho. (fEf)

ZEA 1% A ALY HEER
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b. Toi cam thay thwong  ké nghéo kho.  (1F41)
B OERUAD-AzD & A ZLW GSEA
[FMIE LWAZDDWE SIS, |
(Doan 2026 : 138-139)

9. (6)D vétthuong IZF\ T thuong 1% [HIRAGRBE] | TbbTOBED X 5 7 BRKR 7
AMEERLTND, ZOMETIE, thuong 13451 E L THREL . £< DA, vét O X 2 A5
B THOWON D, ZHISKH LT, fil(7)® thuong ton tinh than TiX, FHIERME LV 9 B
DEATEIRA~ RSN TV D, 2 2 TO thuong X, M5 OHSKESLSENNC X > THWHEBE
DFenbsdZEERL, LHEMIES] LWIHKREBERLTWD, Fz, FI8) @ thuong tam
TiX, thuong [ ZEANDLERBISIGEE Db D2k~ 25 DO TEAR <, BFOFERDO L 9 72 HRFMK
e EELVWLD) ELTHMEL TWA, LERN->T, ZOHETIE., FFEONmEEL Y b,
HkFEOEB I LW HIWEPFIRIILIIL TV D, &EZIZ, F9)TIE, thuong (M ~DILESL
FEZzERTEGFEE LTHNONTWD, ZO%E, ME IHFORECAELERL, ZhEx B
WCEDLE LD L LTRZITIED TS, thuong ITHEMTHWOND Z &L DA, cam-thay &L
51 OXOREREE L & HICBNDZ EHE (pp.138-139)

777, 20T, DLEOEWR—SOHEEOHIZH I RENTWHWA DD, £
NENOBERDE LR FBEE IC S W THOEI N TN LD TR, T, EO
BRSNS « REREL DO HICHK L, EOBEERNX M FAGBENHTHRE LI L D20 EY]
DNTT HITIE EEGEE 2 PRI ER L7 FE 2 2 T 5 W EE 3 8 5 (Doan 2026 : pp.139-140)

2.2 EEEEICRIT BEER

E5ic, [EsEEd]  (Han Viet ToDién, 1942:40) <° [VEEGEEREZ]  (Han Viét Tu Dién Gian
Yéu, 1931: 840-842) LB ENTWA, ZHSOFEIMTIX, 5] (thwong) DOIEHIZEWT,
FIZU T OERBHER IS (p.140) .

(10) H{RH)7215 © thuong tich (5BF) . thuong han (558) 72 &
(11) DRGSR 7 : thuong cam (&) 7o &

(12) BB X9 HHE3E OFHE - 50 (thuong tam) | B8 (tham thuong) 72 ¥ L\ o7z
ERATICERY B shTns,

—JF T, 2O OFMIZIE, 2.1 fio HIEAV) TRZ L 9 72, thuong % B CTH W T~ 3k
BRI 2 £ TR M AGEM R BRI E A RSN, DT EnG . thuong [T
NHED AN S-S, EICHEEE, EARNZRLEAEA, EREEERRWCETE
RazHoTWztEx oD, ZL T, BRI FLAETAS HAVWLND hE~OHE ) & L
TO thuong 1%, N M FLAFRICEHINZZTHIZICESE LIZHIETH D LD (p.140) o

2.3 BLREEFHRICBIT 2BHROF
ZOXDREHEOEELRFE 2. BN b AGEREIL Tu Dién Tiéng Viet [ k7 LGEREHL]
(2021) (IZHB1F 5 thuong DWW HBHER I TWD, [RIEEILIL, 1945 F LD SCEVESLSC H )

EERT—HZLELUTRESINIZLOTHY, B—~vFRILOART, HERIIMAREIN TR, F

7. R LUFEITEEFILGEAE L TN L CWARBA T LM L THEREINLTWS, F07-

O, WK —DOHBIZEENTWERS, UTOLIIZHxDRMHL E L TEEINLTWVD,

(13) bi thwong (JLHI LaEbI)  (@h5d)  (p.76) : ARGz A S

(14) vét thuong (LHI LFEvét) (&G  (p.1235) @ HARM e EHRC/ME

(15) thwong tam (JLH LFE thuong tam) OEZ&&)  (p.1236) :JwE LW

(16) thwong (FLH L&A thuong)  (BEi)  (p.1410) @ BIFCIHIEK & W o T JikiF R B
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2.1 B CHERR L= TIL, thuong DZEMEN—ODIHBICE D N, TFRERE] TLPE
72t TRE LVeRIL) T ~DRE ) & W o 2 HES ISR S LTV 2, 2kt
L., BURGEFAILTIX, N0 MENRI 2 DR L & L TEHRINLTWD,

72 & z1X. bithuong, vétthuong, thwongtdm (X, thuong ZEHR LT HHEAEL L Hbh, &
BREHRE] ° DEE LUkl IR L7aRBLE L TRl SN TWn b, iy, EERBLE LTo
thuong (%, BIROEE] & L THWOIL, MEFEA~OILRE 2RI ML LI RHLFEE 2> T 5,
COX RS TOENND, REEEHEICE » TBIERILE LT thuong (M7 L7ZEMk &
LTS, Mg LW EARFRE OBEENZRORNBVITNT L BRI NRWAEEEN H 5

(p.141) .

PLED X 512, Doan (2026) I, thuong 2% [HKE) 206 DLEMZA) HRE Lk
Wl S5 MFE~DIR ] ZEBITFEA~EIEN > TE I BB LTCWD, 2L, Zhbo
BHRAEOLIICTHFE L TWVDONIONWTIE, SLICELTLIRMEH D, & I CKRHITIL,
Langacker (1990) O EMRLOMEEZE AL, thuong OEMILIEZ SHTT 572D OFA Z R,

3. HFRPHAELZ (Langacker 1990)

AFETIE, thuong OEMAYEIEZ . Langacker (1990) @ [F{&{k] (subjectification) DA
St x5, AEITIEL, Langacker (1990) @ [ER(b] OEERZEAT S,

Langacker (1990 :5) Tlid, BRIZFBIN R FREZO LD TlEe . TOFEEMESLEIC
FoTEDE AN DINICHEDL EEND, ZOX ) REWBLZRHREE T 5 &, BEWIK
RbE, BIZEIFT LWHR AT L0102 288 Tidk <, A UHEBSCEEAEES b I X
STEDEIIHABEENDENEVOIMBELE LTERX LI LN TED, 2D XD REWILED—
& LT, Langacker (1990) IZEMAA{LE 27T 5, Langacker (XKL Z [EE/LEWILED
—FR] LLTHMHALTWDS (p.5) .

FHREEIE, b & EFBMICIZ DL TWEEED, FEHECEESFE O RICEDb L b0 &
LCIAEINDHEFETH D (Langacker 1990,p.16) ., Langacker [T Z Oimfe% ., [H HEGENE
BR8N O FRIN A~ 2B D 2 &) LR TND (p.16) , T72b6, ERLEIT, FEZ
DHDIZIE L TWIZEWED, G ORI 2 B~ L BITT 2R T 5,

Langacker (1990) (%, {EBENE O EL ERILOFIE LTRY EFTnWa, EBEEIX, b &
b & EREOERE - 887 - WEEMER &, IR BINICIEZ DD EKREZR L TV,

fe& ZE, FGEO will 13 TETe) | may [ZHRRIREET]. can (ZHFSCRIRIGES) L BID O E
REzH o Tz End (pp. 25-26) , LirL, ZHOOEWRIIKEFEIC, FEZOLDIZETD
TTEHRL L GEENFEL EDO L H I T 20D O~ 1T LT <, Langacker (L2
DIEFEZ | J)OFHEDN BB 728070 & FEA 228~ 2 ERbomfE & LTI L TWD (p.26)
7= & 21X, Langacker (1990) (%, {EBh#EIG must NFET H%E [—FOLEPE] & LCHBALTH
% (p.27) .

(17) She must leave.  (Langacker 1990 : 27)

(18) Rules must always be obeyed. (Langacker 2008 : 305)

(17) BEWY (18) O L H HIETIE, must X, HATEABMLETHLZ 52K T, (17) T
M N EsD Z &) D EmfREE LT, #hE] leave |12 & > TRMAKIILI TV D (Langacker 1990:
27) . F7= (18) Tix, BAIZSFD Z MR KD BTV D, Langacker (2008) 1%, #HEE1T5
DFEAT~LAPDE DR E LTI A, must [TFRVEEERT LB TND (p. 305) .
L7emldo> T, TRHOMEICEIT S must 1%, TAHDOEBUZMIT DN BLEMESCRGEZ R L T
LHEEZLND,

(19) You must be tired.  (Langacker 1990 : 28)

(20) They must be completely satisfied. ~ (Langacker 2008 : 307)
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ZHUCH LT, (19) BEW (20) D X 5 72 iikB0 T, must IZFBINREZHEE2ETOTIE
7200, (19) @ must be tired 1L, [THRTZAENTWRITIUZZR SR &0 ) BRTIE/ARL, #
FOREFORID G FEEN (BT ITE o LFENA TS EHEER L T D Z & 2K T (Langacker
1990:29) . [FIERIZ, (20) HRBFERAICIERN SN 256, D RERITHE L2TIER 5780
LWV BETIIRL, FEEDNBEORINS T S IFFERITHE L TWDIET72) LHET L Tu
% Z & %% $ (Langacker 2008: 307) .

ZO X ST, must OFERIL, BB LTS | GEE OHEFROHIWTIZ B 2 LB~ L BT
LTW5, ZOEIE, BWROERNEBIN 2 FREOMD GFEHE ORI - FEM O~ 5 41k
OBIE L THADZ ENTE D,

AFETIE, ZOEMMEDOE 2 FHE2EE 2. thuong OEMILIEZ3E%239 %, KEITIL, thuong 2
BITD Rl N, JMBIZRTLHH0E LTOEKRND, BlE5E - 8 ORI EL L E
PR~ & RN 5 TV EfEE . BRI SV TR T 5,

4. thwong DOFRILIRIZIIT 5 EMHAL

AREITIX, thuong OEMRILEZ, EMRMEOREIZN U THSOBEBIZEI L, BT 5,
BARINZIE, BB T, thuong (XHAR - DB B2 FR L, RS ZENERBRT D
KGOPNNIESIT HND, 5 B TIE, thuong tim D X 92, B FERICHT RSO
FHmAINI %, 5 =B ClE, FE T OJE A % 558 D3 etk L, NS T IR 5J8E & LT thuong
DRWHND, FUERE T, MENBIERAZRBRL T e Th, GEEIRPROINEECTE 7
ZTHTHZ LT, BEECHRELEZWVWRFESL E LTO thuong BNAEU S, 26 OB, AVLC
SRV SN EWR TR, EA) OBEADRMGOMNOBIEE - FFE O/~ BITL
TV Ef A B s L CETE 5,

WIZ, 41 Hin D 44 i CEARBIZ & L I2, ENENDEEFEIZIIT 5 thuong DEMEZ ATV,

4.1 HBIZBT DA - HER - LDENRE

B —BBE T, thuong IZH AR RGO OHEN R EELR T, ZOBRBE TR, UEA) X2 a2/
BRI HXMBRICBTH200L LTIRALTEY, fE OFHMEREAF I E 7ZRTR b LTy, L
e oT, ZZTO thuong ITERILORENKBIMHIETH L LEZXBND, T2& 21X (19)
L (20) BETFTHD,

(21) Co iy cb mot vét thuong N, tay.  (fEH)
etz %) — E ST %5 e ==
LT TR DD, |

(22) Co ay c6 mot vét thuong long.  (YEfI)
1z %A — FERI A %5 i

BTtz A>TV D, |

(19) Tix, vétthuong CERIFI+ M5 ) BEEMREEZRLTEY, TOEHT MikoT) 12
FETHHEDOE LTI TWS, —J, (20) TiE. vétthuonglong CEBIG+ 5 + v )
MDODEMREEZEL TS, 22 TE EA) TR O TR0V, TNTHLRB, Wk
BRI D ERTHD ik B THLOE L TIALNTWS, LEN-ST, (19)(20) DWW
THICEBNTSH, thuong [ IHBRITET DFAEZERL TND,

42 BEFIZ L > TFMEIN DA : BB X OFHE

% BB TCIE, thuong (X, MRICET D G O bOxiEd 45N MiEN, BB LEE
Z RE LW LRl 2 RGNS AENE LN D, OB TIE, ERITRA L LCkBR
FRERZOLDIZEINTWD, TOFIE LT, 23)D [FEE LVIREE] 237 thuongtam ( [
+ L)) BEF oD,
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(23) Hau qua clia chién tranh that thuwong tam (=(3))
(EES 2 W AT 15 L
MR DFREFRITA LTI E LV, )

(23) T, thuongtam &, BB 720 L7CRERE RELWVWH D] & LTHIE LT\ %, thuong
tam (X () + [ EWIHIHREZ o7, Z2TO Ak 13, B FEOME T,
ZOHERE RIcEONERIRIS, bbb b OFAE DL DL LTHETE S, Lo
BoT, ZOMETIEH, BRIFRBEBRRFEEZOLDIZH LN, £ ZITIFBIEE - 558 OHA
KRR T TIZBEE L TS LB X B D,

4.3 HHFEDFE AT 5 Lk

9 EMECIX, thuong 1E, FHFORFEACE LAd & oMt & L CEERE O HIZA U 5 A
ERT, OB TEELROIL, thuong 7 5] 20O H0EERTAFTIT/R ., FHFEORE LR
FTEEIE LTHOWONDRTHD, 2FD., DEH] (TR E L THFORBRICE L TV 5208,
thuong NEER L TWDHDIE, ZOTFAIIK L TEENESEE T D, LiaBn-> T, ZOEM
T, MTFORAZAHEE LN Db, BIROESILEEE OHEAEIEOMA~EBITL TV D &
EZohb,

(24) (&, BEIREBETHHICE THHEY LTI TV )

Téi thuong me lam. (fEf))
FA % T

[ (BoZ &2 L8) | Lavkte, |

(25) (BHImR., BZ2BTHEOICE THLEF LTI TS, )

Toi thuong me lam. (1Ef)
FA % ETh

(o Z Lzl L) | Lavmie, |

(24) TiX. BOEFITBEEORRLE L ORSATWDS, &L, RO TAREZBE CHEED
WZEF LTI TW 2 Z 2R L, £ORALE I LT thuong ZHNTWE, ZZTO
thuong 1%, REOEHZ DL DO ERTOTIL/RL, TOEG &2 BVE 2 LFEE OMNIZAE U 2 Hk
MEFERL TS, —FH, (25 Tk, BOEFIFTHELHNTWLIHD L LTRINATWND,
I RSB EHFET LTI TND Z & 258 L, £ OBUEEITHOEI7IZx LT thuong
EHNTWS, ZofAab,. a0 1597 3RHICET 28CTh 528, thuong 2N EPEE L
TWVWDHDIE, TORERE RIZGEDRIETH D,

L7225 T, (24)25) OWTRIZBW T, thuong 1IXRIZBTHIHAEDO LD TIEARL, %
DI I % 585k LIl OIBAVEE 2 R85 & L CTHREL T\ 5, 5 B TId, Blsa 0it
FARR R FREL O S DIZT HAL TV, FH BRI, BRBNRMEFICIT b 568 D
BAEN X HEICHT R AL L TV b,

4.4 REDFEH D TR & BiF

IS TIX, HENBEEBRIFEAZREBR L T\ AL Th, AT O RFR O R 015
ZTPHITHZ Lo thuong WAEU D, ZOEMTIE., ek 3RBRICHEICFEET DD
DTIFe L, FEEOBGBETROFR TR S D, ZD7=%, thuong IFHEA B Z T, Ri#E LT
WRFFLREFICIEWVEE AR T L5105, 2FE0 . ZOHIETIE. EHA OFERIIRD
M SEEE ORI« BBOM~ERELSBITLTEY, ERMMEOBRENKbLEVEBETHD L5
R BHiLD, T & 21X, (26)(27) Tl HFIZBMERMERR A0E T 03 5 01T TRV, ZRTh,
A I TFORRRONEL S 2858 L, £ OGS T thuong Z VTV 5,
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(26) (FELMRLIT—ATHFET DI LIZR-oTND, )
Toi thuong con lam. (1EH)
FA % ZEL ETH
[ZNDE— ANTETTL0b LW EES & SFoThITFmVWREFELIZR D, |

Q7) (FEHLAHORTTERKIZEA TS, )
T6i thuong con lam. (fEf))
FA % ZEL ETH
[ EHEDREATWDIEERLL L, BB LI TREELRY, |

(26) TiX, T EBIFBEEBIFARLE T ZRBR L TWDH DI TR, LML, GiEThD
B, 78R — NTAEIFL, WEHCEm T 2 AREEZ2 THIL T D, Z07H, 22
TO thuong 13, BEORAIKH T HHETITRL, REOWAZEBTHZ LICL-TELD
FECRE LI WRREDEE LTV D,

—J5. (27) TiX. FEBITHORITERSICIEATREY . BAREFITHRI TR, £
NTHREE L, TOHNSRESE S A2 BT, fHERZ ORI 20 Liv7Ze W IR EE % w2 AR
L. BBLIXTD VWK LEZEN TS, ZO%E, thuong 1%, BRI Z2IH A ~D LK &
510G, FHEOBGROTINCES B L LTHETE 5,

L7eRo T, HBUEMETIE, DEA) ITHFICEEZICELTND O TIER L, FEORGe
TROHTHRERR S LD, ZDMT, thuong 1%, FHFEOBITEDRE KT D HEND | KR DJFH
Z R U 72 B ECHREEDE ~ TR L TS LB 2 6D,

L B & TR OB HIRZ D & thuong OEMILERIZ. A OESEDSTROM N
BEIEE - FHEOMA~ED LT OBITL W #fEE L THEHMTE %, HBiETIE., ekl
IR RIZET 2 FRE - LI E L LTBND, & B CIx, EBRFERICT 285880
PN Y | BB TCIE, FHFEOR AR D O RS R b T 5, S BIZEHN
BERETIE, REE D FORRO R EECH 5 2 1555 Z L I2 K 5T, thuong (XEFORHE L7
K[EFFLERT LI D,

ZOXHITHAD L, thuong OEMIT, FMBUTET DA N G, BIESE - 558 O - FHf - 42
BB BREIE~ L BBEIIZIR D > TN A EE X BILD, LTI=A - T, thuong O EIRILIRIZIL,
EERALDIBENE D> TWAD LR Z DI ENTE S,
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AR TIE, X M AGHEERE thuong OEBEYLIEZ . Langacker (1990) @ EERILOBENLE
BT, T OfEE., thuong OERIZ, AR « DEMREO X5 IZHGITET DA N D, Ak
Bl FREIC KT D BIEH ORI, FEF ORI T D558 OILE, S IR KkOF AL THIT 5
ZEIZ R o THELDEFH L BBEICIHEL TWD Z EBRB LIRS T,

ZOWMFETIE, UEH) OBEDRZOMN CBEEH - 558 OF8H « FHIOM~ L BT LT
%, LIciio T, thuong OFEWRILIEIZ, 72 55RO TILAR L, B DORMAZFEE N ED X
A, KL, FHlT 2 0SB 5 ERMEomfE & L TEFETE D,
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Doan Ngoc Minh Tran (2026) [JEIEFEDOBWRMARIZIS T 2 by &L FEREOMAEER —X b
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FEEOHETMN 2 AW _FHEOLRBICET 5 —EL
Z ik X B¢, LIU WANYI)

1. XT®IT

BARPERECE, TeE ERoIR) ), LLE B0 1, TIF (@EEBHoFE) ] Lunofz, AD
Bz R T _FHEENEENICHEDIL TV D, ZOoHIZiE, NOHERIEIZH 2500 % VT
BLTWDHDRZW, HERELX, —FEHIOFEHETHDH, o0 FHHET, bbb LM
HEOH D H RN FAN TN CIERER L L GEFZIE 7 L— X2 L, FHREY OEWE
FZLTWER, SERIOEFBEESCERICORER EE2H L TEANZREREZJLEL ot
EEZ 5D (#2002, 2011 ; T 2006),

Bl ZiE, T (2006) \ZXAuX, Ta ) & T ($EH) ) &) BEERESERE RIS
W, MEEE FEESETARETS)) S0 Xoic, ITEOR & BERBICBRE RO L LT
ALT THHESER) 2BMT D27 L —XEolz, TO%, HBERFERACE®RZBEC T, THHE]
X Ty, TERIOBH] LW BRREIER L “HFHiEEL o Cnvol, BIRPEREICES &, Tl
fH) X TEMOFE] EWHIFEHOBERNTEE L TWD, ZOfTik, EE ST RO —F L
DONLEIZH Y | M Db o TWALRERHEKIHMN ThH D, ZORME LHICLT THHE) TR
IRzl U CEMOIEZE®RT S LI 5, DK D RE KA O IRFHIL L
DEHITEMEZ B U CEWRILE L2, B EETRITIVUIR Y L7720 & o 7 [ S & fRk
THIIE, BHEEFZOT 7T —FRWMETHDLEEXLND, WBASHEFOMATIE, ADF
BRSO ENE T 22 EORERC, AF T 7—A M= —L Vo8 2%2@ LT, HIK
EALOBEEZTER L, £ ORME STERIUCKEE D Z L h | B IREAL 2 - 72l R BT
ANEOBEETER LIRS FEDDN TS EEZ LN TS, £Z T, WHEET TR, BHEE R
B A2 - Dy NDIEW 2 R T RO M EB (B 213, O « B0, BRIk, T
E) b, RBASHEFZOMAZER L TON - BETDHZENARETH D,

ZAVE THIERE D FREA 2 & T EHRBUCE T 2 IR Z2IX 2 BAFET 203, RBASFETD
SN D . BREALE &2 2 8RB ISR E L TR FE Om R 2 L DR 4 388 L 726581
BRORY TIER LR, AR, BASEFOBIRIINL D, FIRALE AWz ZEHiREZ %)
BT SCERO EF OB 2B LT, K2 O _FEFESED L HIZFFBEY OZHEN S %
BIEHRANLILRE L T o 7e i B8 L, ThTho “FHlish s AOBW & OXSBEROMS M, &
HRZEAICEA S 258 ER 2 B B M2 5, FEEETIL, &% O EEN 2 w8 S & TRz
HFREZRH L TR, EHECHEZE L CTHEEEEZ BT 5 L WO ORARROERTH b,

AREOTRERGL, D X 5 7 HETERE LTz,

(1) OHREBALER & B ARFALE OfE & 23 BRI HBL L 72
@ DEEFED BRNIEAZE N HGLS NLz
@ DHEAFHEMEAMICHE DI TN D
@D DEEFHRDOER L NOEIN & ORISR & %

FEREA TR, BEHEEN TR THO O TWEN, FBERILOHFEAE 2 ERBICHEY., —FH O
TV —REIEENER S (FE 2011 :9-10), D728, HiE, O - @0, Ik ED XS
2, ERRHMROBEEHEIGE CTh 2 F IR & H IR FANER T 2 iz, Ho, fidkt
GUIERMLIRE SN Z ERNMASFMETHY , BHEF UL, ADOENE OXHSEER bR - T
HZENLEE LW, 2D 4 0DRMIHE - CEAT " HHEIL, BE GEE ) . B (HEH).,
ODIE - L (O E S, DWW ERE) . Bk CRb b & B, TAF UNEBY) THDH, D

1T (2006 : 285-289) 2k b &, B (BH) LRIUEWNO (8] HIEREBEROCMICAONI-HESHFETH Y,
) OHBEIVENREZN, [E) LREERC IhLEETDAl VI EWEIBEL-, [HEH] & [fH) Lt oEL
N IEME ZVERLT, NHICES>TE LD TR TR OND L )27 o7z, NEIZRWT, HE) (L8
BB ART 7 L—X0b HEMOEE] 2#29T FERECA (L U CTFEE LD, THEE] 137 L— X OB A%
PN, BEEAC TEMOFE] 2R T _EFHGEE o7, ANEMND EHEEEENIIT L TEDIL TV, ko H
TIIHEEO T MERAMEERE o R END, T T, AT LD BB CHIR L TEHE] 2852 &
L7,
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PCIL TEHEICOW T BT TEDOE WmﬁLﬁm_Aﬁéhfwé%®ngm%)
NI 5128 ke TILEME OB O 2 E15% L CELROBIZ AT O MR 2B A+ 5, £7-.
THH] IZOoWTHRIBORIR CEIZET 5, 130T, LA - @uj%ﬁﬂfm%Ji FEIZfE D
NTADOEWZRTHAEN LIZLIZR O (e.g KHBELN, FEEAYE, BN, ok LI,
%ﬁ#%,u%a@w\hv\mﬂzT%ﬂ£@-ﬁ@-%+g$ﬁ\1o®ﬁ%®¢f%n%@
FEMBRE L b, TNENOEMEZH > TWD, £ 2T, ARILOE - B0, BRIk, TNF Z i xt
Bz L, MEEFEREIIY (B k) < [REMEER] 7o COFEEZ SR L, BLOEE R R4FRER
B RE SCRREEEHE (B8 R R ZERE R EFE Sk = — N R) D FEFI A L Colr - B
Do

AREORERITK DB TH D, 1 HiTIIARO BRI IEEHA L, 281 L 38 CTIEAR T
WO FRERAOMSIH I . JEATARZE 2008 L. 4 i CIT BB 0@ ST 21TV, S Hi Tl 4 S ot %
ERL,6HITIIABOMEE T, B, ARITRMSIELOMm L OEFNHE, BHR T (2006)
OFINTHN TR, B Mg 2ZNENAZ 77—, A h=—LT 5, O IW&L
~VDOEFERBL, A Y 7 —EEKT,

B RNY )

Z OffilE. AFE T 9 Lakoff & Johnson (1980), Lakoff (19872175 A X 77—, A A— -+
A —~ BT 5,

T, AZT7—F VN v 7 O—FTHDH E LB TSN, Lakoff & Johnson (1980)(Z
INE, AZ 77 —=FHICV R v 7 TR ARORBFREN LD TVLHHDTH Y,
MEOMEEZHET DTODOFILTTHDHEBEZILNLTWD, A X 77 —%, &M OEH
(Mapping) Z#% T, EARBYZ2HE &K (Source domain, HRJFEAEIK) O#EE (OEFE) Z@EL T,
TR 22 BEIR (Target domain, HAEEFHIK) OMEE (DOEHE) 2 HiET 2B ATH D,
—EH D FFERHBUZ ﬁ%héx&77—b%%méht KON AR T 7 —1I&EA X 7 7
— L& T3, Bz (2) TRLEFIO X ST, (KD &S Hgrilaz2 B g4 2 120%
BFEHR O (&) @ﬁ% ?Z’ﬁﬁb“(b\%)o fFloHF Tl Ti\ RET 25 (waste), Hif99 5 (save), fi9
(spend) 72 &—EHD (&) I RINEDLIND Z LT, (W) 1ITxtd 5 SELEIRO @R
TRBEN STV D, DFED . &R 5'77—0)21§’§§i&bé¢ﬁ%/\7& RIS oS T
WLUTHEL THET 52 L THD (Lakoff & Johnson 1980 : 5), b =3 — I FE— O S ERIC
BWThHHIEZEZ AT EZ KT L, A& 77— ‘i/ﬁ:jﬁé BT OB ATHDHN, A
27 7 — LRERIZ, RIS b OB R 25 L Tnd (AL - 39),

(2) (TIMEIS MONEY) (BfiZ&729)
You’re wasting my time. (F 13X < ORI ZRE L T\ 5,)
This gadget will save you hours. (Z ORI E 21 2 (TR L EIKN TE 5.
How do you spend your time these days? (Z O E AR5 S TR Z > TW5HD,)
(Lakoff & Johnson (1980 : 7-8) . HAGEFR & FHUTFEFIEHR (1986 :9) 128 2)

Lakoff (1987 : 386-38NC LD &, A X 7 7 —DOREERB OREER 206 S EIFRIT T1EERYRH IR BEIR
(Ontological correspondence)J & TFERA %t BEIER (Epistemic correspondence) | (2 KBS 415, Hil
FIFXE L AERICBIT D DR L (entities) OXFIGBARTH Y . & IIBERITIS T 2 A% (A
+TOXIETH D, Bl Z21X. (ANGERIS THE HEAT OF FLUID INCONTAINER) A % 7 7 —"ClX, (theheatof
fluid) & (anger) IIFAEMIRHGEIRZ R L THBY . REBOH THERENEE THOANEZESTDH 2
Ll B OB THARCMAZE DTS Z L1ZkE LTS (Lakoff 1987 : 387), Z D&Y
XHGRARIL, A X 7 7 —DERMEZEMIT TNDEEZDEA D, AL, 29 LI A%
—mmaEH L C, B, OE - 80, Bk, TNF & WD RS E . SOOIV TR

R HEMNEFFONE ORIGSERZ B LT 5,

RIZ, /I'X—V- AF—<ICBL L, RIS A A—Y - AF—~ (Imageschema)
N OBE R, Z2fIER%, EBh7Ze & HE OB GBI b SN =R TH 5, #Hlx
80D A X —=~ (The CONTAINER Schema) %, FEW 72 & D B (R 022 R ER 0> 6?!513%%15%2}%71’6@
ThO, BERREZ Lo THNEAZXFIL, FHZFF->TND LW FEAER2, Zx b Lic
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T AR B R OS2 REROMHEIZIE 2 5 Z L3 CTX %5 (Lakoff 1987 Ch17 ; Johnson
1987), 1z 1X. (THEVISUALFIELDISACONTAINER) 7R EDA X 77— HIF b b, DF D, A%
— | IHEE LS OBREHEMT AN THY . A X7 7 —EiRETL-00REIEEEZ LN
%, KFETHR O (45 —2K) A% —= (The PART-WHOLE schema) . (H.[>—J&) A% —= (The
CENTER-PERIPHERY Schema) ?E) E‘T A % 7=V A

Lakoff (1987 :273) 2L % &, Go—2K) A¥—<lE, KL FEROZEOLEZ L & 2RI
STTCRIRT D L WV IHORBRICHESE | MEOHS L 2EROMEZIEL T\ 5, B, FiEE
TEITHERIIE TR L) OREREE SN TS, FEITRE & itz ok s, M
HRIZEE L SO SN2 TH D, 1277 L. 2EROT ORI EDOER A E > T\ 5
LIEB 2 B, Lakoff (1987 :274) TiE (F.l—JEi) AF —~DOHERERIZHOWT, FATZ
B, FREZFLAEAL (AR & i) & ERIRIERAL (TR, N, &2 L) 12/ GERM L TR
D, PORENLE KD EERL TS ERRBND, TR O BB, mEBbo TS
M, EROT AT T 4T 4 2 ERT L HNLHEMEIND, Fl2iE, WIROBE MEEK LT
TRl N DR, B EEMINRRAI A LD T Y, TDOANOREIFTE D L RVE, FLEEAL
OEACITEDHIERALIC K& 72 B h B 2 2 50N F T 5D, 2O X 50, JEIHEALIT A OARYES
PLIZEIF L TWAD, ZOHTIERWEFRINTWD, 20D L&, (Ho—2K) AF¥x—<&
(FO—E) AFx—~IlHEIX, Aebid, FECHEREER LTI TEY, Z0f
T, P H DN EERNEZ LD, JHUICEEEEZ D LN TEHEHELTWDHEE
2 bhb, ARITRAEWROMREZEMA L, O - B5842179,

3. EfTHFREO#E

Z OFNIAR & ERERBERE RO T (20060) T 5, T (2006) (X & IERE (R EEELE R
JERAREIR) 2231 2 5 FH o 81| — F HiFE O RN & A58 % BRFICAFE T2 b D Th 5, T (2006)
Tid, AWEELBD S TEH] 1ERIY FHaE L eI, &l BHEEH) 2RI 7L
— X TH oM, NI/ D & EMOEE RS FHEIC R L EH NS, T8 ITHE S,
BB W T ANDEHDOIE THIN D, T58) 13RI ADOHER, BoSEH 2R LD (eg [FF
D, Tl ORI ANOSHE 24 X 21220, BiE, Bk EOMAEbEicB O THN DS
Wb LD o7c (72006 : 282), BEEHIHG, [AE] 21X U, HEIFAFH 7 L—XE LT
EFENTHEDILVTWZ, LRI L7-6I0 X 9z, TR ERERIER (BA & SE 2 9) & 32U 4 %) )
MEEE @ OFHEEE S A RET2) | 72 L SRS O, iy & b 2 BHAHBL L,
BB OIS 2 & T, TEHE ITIE ) 2R TERDBE A EE L TWoc &2 o5 (A E:
283), HTHEREICBWT S, [HHH] O ZORENRSIEH ATV,

(3) a HUBRTZE, BIREHEUS, MMM T DFERE, 550 H . (EE-BA 1T HED
b. HERELEHEISY, MERBFEKTUALLE#H, &5 “E” & “E7. (BlEE - #ELED
c. EMHL, BATN, £U—HZ R, BERHESE, KEEFRERN. (BT - HED
d. BAE ¥, SESLs, f2dBe, gFEER, SRHESEmMAH RE. (R - ®a)
IE9))
A ESEAAT R . ((IBVEE « RAAE )
£ R A H L, SRR, WAL AR, AREE. (CRE « T A4
(T (2006 : 282) %t & ITHERL. FRUTEHEICE D, LLFBIAEE)

[¢)]

AEHINOENET, THH X THLEMOME] 25KT 2L 01220 HROIERIZB W TH
BOMAPBES N, BT, RAEE) TFEEE] Lo Rk - Hsko 5 HOH2 &
SNTND, AR, EH O L W) BERAEEICES L, SIRETHED TN D, 1272 L,
RRABOBEEOZD, HRET, eIk HESEMERTMELDEE L TV L

PR OEEOGIM, Pl EREORREFICE L T3 BRI | ERITEZ R,

32 OOMEHRENFR T, WHDOREFF> " E/HFETH D, 2 OOWRERITERIEEL THY, HETS
RS R > T D, SERERPRTHEN L EMT 5, HEOMHEHSLEEOBE®ROEZE LT, W
7 L= A bAH EERES LB U, SRR TIT T CICEBW AN OFEN B L, P ERE O SCER T,
FAzIF L, L OWS _FHFEP RO EE~bNnD (p.281),
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s (AL :285),

(4) a. FIEVIDIERS: MRS, EEEEE S, FiTiEz, B, BB H AL, (B
& o IR
b. ERHEER, ARMAES, WHER, TBEHELE. (BF « )
c. sEBIRADEIRE, =AW, HAREREE, HEFarER. (b« o « 5EEIR AL
KM
d. HEA, WEANRZ, MEAEEEREM,, ROHE. (FEE « BiEMED
(T (2006:284-285) % ¥ & IZ/ERK)

T (2006) OFITIX, TE) & (58] o fixeE ) MHEMOEE] W) BREILELZhE
W b BHESIIT S EROR EICH Y . RERGERETMTHY, Ulond EmiEL5 2 ki
DML, EELAMmENDHRD L, BHESHHNET NN L, MARET HIREIC/R D
DT, A P=I=PAHNTNDEEZILND, HOEMOELHES OTERHICNL G, 55 F 2 HlE L,
HERREARET HHWEE > TWD, D7, AX 77 —0HUMICESE | FIRE O
SRR IR O S LSS A Z LN TE D,

HRFEFEOSCHRCIE, BEZT T, BHEEFARRICADER Z R I FER W DMFIEL T
W5 (e.g DoiE - 8O, Bk, 722 L), ARREIX, T (2006) @ TEHE] OOrz28Y 0L LT,
BINEFEFOMALEN L, AT TR L TR o7, TEE] DSOS RN 0 5 i
FEAETEN G E LT, HIROER Z 0T 2 Z LA BL T, ZRH0EE, Mfkick T 5 A~
DR & OxHSBfRE BET 5,

4. FEHOBRIDHT

ZOETIE, OE - B0, ik MFA2F—U— K2, fEELa— 25 FEGZHE LTy
W45, 7—%OHO—>Th 5 EEHRAZEHE R ERE k=2 — 32 (LT ASACC &g
FR) B L ik, Bl ERE, b IEEE. R EREO SR A FERERICIE LT — 2 X — X
THY., PEESLORMCX Yy Z [ o R ORI Tl %NS mAesd ) i« R
FARLABE) & LT0D, LinL, PEREEOXE)Y HIZMEHIC L > THIkcbZ Y | Eheit
FEFERV, AREIEERE PO D EHiES RS> TWA T, EBRLOEE AR AN TR
DEEE IR BB & W ORHMRIX Iy 0B BT 5, AT e 2 8 L CRER b O R R IE R & fliR
\ZE L OMZEICIE, FE (2002 5 2011) 236D, # (2011 : 9-10) Tli. BEPARM CIZESEIFEN
FEEARO TN Th o7, WEMIENITE S EH OEEEN B L, FHEERMRICTER LT,
ZORER, BRERRITEEEEOFEOE S KIFIZHIN Lz, #%iE) D ZEFHLORESINEL |
FERICE S &, T FHEEE PO T AERERRSHESL S, FERUBEOT P EE X, 5%
HMEORENR S HIZEmED , BRPEFE T FEENERE o T b b5, Z o
BT, R, BRE, HRAXKYYEELTERASN TS, ASACC D¥EL S L, AfRick
D FREREELR ORI ELLT (5) OX IR T, BEICE 2R, BERRAERR 2\ s 3 17 1E
THEEBEZ LD, FEREE DR OMLIIARE O B2 B Y T2 bR T2, BT
7L a— 222 L THROSEIZT S 2 L2 K-> TR E 20,

(5) LHPIERR RN OANRE T (~FLITHT 221 F£~8 4F)
ol ERE - RS ERIAET 25 F~B &L 10 A H )
PP ERE - EARIRLRE, HRET (BL L 10 ARSI ~19 i 2E)
BURPERE R DEAR (19 A ZELIE)

ASACC TIIFMEEEL X —U — e LCaHH (Ed~mREFEO SR, 7272 L, IR
RHOILRR T EDOSCRAZ RS ) ZMRBLIMAER, koE 1 Ld, WELET —ZITIXEEOH
DT, [A—pF, —EIIHOBZHIFR L7z, ASACC ITHRPEREICBWCHEE, EE
FE, ER, B, BB NG - BEAR. R SIEIAWY ¥ VO SCER A RERRAIZINEL L TV D
23, Bl EFEOSCER T, EEC AR, Pl P ERE T, B RERE (AR DR %<
TR ERE O SCER TR/ « SEADERIMIZZ W,
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#z 1 BRI 2EEEOERABI DR (2026 £ 4 ARR)

REXSR EHTERE i T ERE ATt A [ ait
LI 27 103 386 516
gt 38 245 53 336
N 56 237 38 331
T 35 139 93 267

4.1 FRAEXROBE

ARORAERSIT, HE, OE - B0, Bk, INFTH D, [HEEEE $$ L] A, TE
i@%ﬁ%féiﬁ B OBREJEELIZOT, 2% ThHDH (egnLbETHA, Hi
TR L), UJ%%%WT@D D72 T <, B, FEAR - B - W%@@ﬁ&k@ %%
o, ABOARESD - #2525 b0 L LTRADNATWS, oM, Tk ML) 1TKb
b, EaRTn, Tk PN CPReEfREERTIENTE S, [ IR ERS A OHIK
WAL T — ). TOFIKENORREZ LN L TATAZER T Z LTS (NIITe, FiEmkEde
%%T)rkk#JWQﬂﬂ@i?ﬁ%ﬁ%%®ﬁﬁAbﬁi BT < MREER L2
HUWMZBEHE L TRY ., %5wiﬂb§% BT 3 —IZEL fwé(%iﬁ\%akfwjm
A o7 — E?é)tﬁ\@é%tLfﬂiﬁézkﬁﬂﬁmﬁék%i%M6o
Fo, RO FCTOE - fE0, IRIE, TNEFIZEAT 52 2R3 H 0 | Kl ﬁ%% I SRS
WL, ERICHT 2 RCEHOES 2RI 555 L TH¥EET 5., #IxIX %)~(m)f
X, BE. SEEWDD DT O B Fﬁéﬂéﬁ?%%Hikﬁxﬁw\wﬁ(Um&ﬁ
FR), MF L LTIALND, (7) T, BEEHREOELETH Y, IFHIXEDIEKICDFEN
HoTol=d, BIZE-TEOMIZEH UL, W) WEHLEOREOHEB-T-, KTFERD
L ECHEBELMMERE LT, BORIEEDE, WhwHREOR E RS s,

®) Tk, fIPEOREETH S [RNE] 1THORAEOEL SND03, BFO S ORELE
RROBIELE SO TS [TREER] 2#28), TR ICBW L, BEOERIZET 0.
e, JNEF7a EDOFENIRR SN 5, W . MBI~ 7 2 L CREROAMEIRTET D
BODONTHY , EINIEERBREZ D, WM OE T HE2H#fE L, EFEE2XXTFDLH
DTHD, TNHFITEZEE T L, %%%Wﬂ?éﬁﬁfkékﬁ&émé (9) Tl RIERSE,
FIENFIET DREICIE, F2, FRBEEFOBIKETHY . NFLMOBRITIE D &V 9 Bl 72 f
BEBZONIZEBEZDZ ENTE D, FREDEKFHIEM I, NFOEWEZH ST, 7=, (10)
b IEERIC, R Z AR L7, EEITHL e BfRa FEo N & (B8, 3TE D) 2008, dl ik o ®
B (BKEE, (B D) Z2INFE L TEDET,

wfh@ﬁ%m HRERORIRTEH, 25 OBEEFEITF IR ORI S & AMBRe
e 0r0e i%##%éﬂfwé DOFEY, HHEEERY | BRiE, MO, TR, Bl ERE
@&ﬁfﬁf WKL OB TIE <, IO Z b H-TmDThH S,

m)&ﬁﬁm,ﬁﬁéa REA S, FARFEUHFHR, IHEK, U o. Bk, JF.
CHEKEE - A - T ZFED
AL, FERIREORBICKE SN Th TR HEE S > THEOREZBIEIZ LET,
%ﬁ@%A%%of B DRG0, Bk, TMFIZL TENNED S,

(7) WEVUIER, drzyfedn, BikEE. REF A, sBHEEA SR, DB R AW, (=
A FRERE =D
(G2 WEICEZ B, 5 E GEEOR) ITfEm L, 2EWIHHE FH LW RERIT T,
TR, TUENSBEORILE DB (L E) 7o T IiER D, REENNILEZNLTH D,

(8) KAKE: JBO—AN: FIFREEA, BERE, REErER, ReRd. - FEREVY N : FAFEFF
HE, BUEEL, VRREEE, DIfFSFEE. eeeee JINFTN: 5B, WEh =5, (15 %0, Mk
. (7NHE « BERE « THE)

¢ OTEGRE] B () 2k D&, TEMER, Mmfstn) GELNEESRAD), HtG, WmRfkn, ERHEE 15
mEZE) (F, WEZ, Riaziith, Rt Hggh, BNERATE, fEhoi, fiEkiseg) KE
FE (UERK) TRHLRER B0, UEmERAL, | (i, Et, 2, FEh, KH G545, DINEEE
RREL, HRBILLE, B2REEN,) LERSND,
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ZRANFTHEL JELE D~ NTHEEZED, 2ROFIS L, DD L DA EHR L ERERE
A EREEL, ROMERETDHIEE2ED, (T ke 72U ANIX, BELOREEZ S
XZUT, WO AR | BEEZB IO T 2 L2 E5, INF LD HAL,
REEER L, ZHAEE L, NECERE2E L CHOBIICEBE S, 7205007200k
BICSEDLZLEED,

(9) FARMINEE AR, YFIRE KRR, £5E. T EAME.C, T8, TR 5RE, FaEE, Rt
WE, FHEANE. (EF - TIHEEENTLED
IO LTBOIUTHENE S FITKIB L7223, #HWRF X I ZR L7, £5% - EEIT
O E 7Y | B BRI T A LAY EIMEEH T | BRI CE A
Y BREEFEOINF L7, UIMIFR 1998 : 281)

(10) EEEFRIW, s R, DABKEER. (T2 IF, BE@ . SIEiA 008, ((IREEEH - FasE
F+=M
BREIIKBUCE - 72%, BADP KT 8x B8 (T2 E %2 HOONE, Bl - 515
FEHSDOLEE L,

(GIURICZ /R SRV AAGER & FRUTZER 2L D)

WO SIE, FNFNOEOBWEEAE LT\, SHOBIC, TEREOFHROB T E S
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gt E) B A EE, B ER, ASACCIZXL %,

EEfE ) BH- AR, “HRER, ASACCIZX %,

VEI AR B AR, TLER S EEREE, ASACCIZ L 5,

(RaEPRIFEY GBI md AR, ASACCIZX 5,

§
§
§
§
§
§

EfaE

AROAERRIZ HT= 0 | RBRKRFENSCEIER O KRR Hitx, ERAZER., BHEITERLID T
B THRE, Ao BERIYE - THEMAWEEEE L, LDEVESBILER L L E
To B, KRONMEPLRRIT TN TEEIIFTHHDOTT,
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XEESE RS bz LRAR MERNIE OFRIZOWT
—H B DBLRH—
HHEER

1. XC®iZ!

A FnaksEl 1%, BREIREOFMIC L > TSN TR OWEMRKETH S, #BEIX. LK
HI, fdBZ., NN gtE, TAEDBEO 44 THY, EES (905) FIZE LIz, WS-
RDFKENTREEITI L2 100 FF12H72 0, 20 &, 1100 BN D725, 20809 5, MUZFEN 6 &,
IR SHEL, D2 ONRKERIEIZRS>TWD, FEROIENIC, K47 EELFO 2 O T
ZHoo, e, i, RN T E WS L EFEHIEZRME L, FHSFWZE0 L0 Tidkl, b
R D008 E Zikie b WO BHHFEOIREEZ R TRDLZ ENTE S, (FH 2009)

T ALl DIERED 2 NTEFHOBEAFRORNEZRATE L ON R B, ZHE—> D
FTERORLUTZL O —E OREKICTKARAT L WO SIFAEFIH LS EENTH 5, ARTiE, [
AFAED IG5 BEEAFRORMB Tk ENTZ 2 B3 0 L, ZoEREEES T & L
HIZ, TNHOERHIENR EDO X D IZHFRICKES TV A N EBIZET 54, FrZF IR (Lakoff
1987, i EAHER 1993) DA O ZNENDFIK E EDIGRZ 3T 5H Z & T, FidkzdE LTk
ANIMEZ LD & LEERWE ZOFRROBRRIZONTRET 5,

2. FEROIFEFRICEIT H3RE

FIEKDIFUC DWW T RIREZRIC L 25 EEE[ G A —H 12 JEERL D~ 27 I 72 (2017)
E. TEA—8] OBFRO# LS L LT, GEEASDLERLSTERO, MHKR b TIIOERE. Th
FNOMBOEROEREIE, FEORESC THEHEL] EWIHEROMBEEZHIZFET WD,
IO I 7 oOERMIE. TEA—E] ORIZEEELT, falE WO CHEREZFERT 57T
DLBAEICETUIELTHA I,

A EAI A (2009) 1%, EEEE HAGED L DIV 235 5 S5ER L OFER CIES0E, 5EH#.
A7 E 2 ERET 5 TEREM) PNEBE LIS, FRECEFRRXoIzBNT X
Sfl) ARDTED L HARAEROBRMICH T LE Y EBERZERL WD, — ., BERO
[l OFTEH, 727 A2 MDSFEE M E DT DHEREO S M2 RT3 2 FERERVS ) & 525
A | 1%, RS EFHRRSCZE NN O UL R N ENDOFEE bMRFT ORI R/ b, DTz
b, THEREMISM ) & [RERASEM) OB AT 52 LT, L0 TEICFSCEFIRR A il
L ENAREICAR D, AR, FEKOIEFRICIREROBES SR 3 R & BESFFO S KLY EiZ K
MLENTNDMMEELRT D L) T, e TOIEERD TREREAYSEAT ) THEERRSAL) & 72> T
WHNERTTHHLDOTHD EEZ 5,

3. Hixfb

FiR(iE, TN OEYFIEE ) OME L WE) - S REEICE T 2TEERBROERTH D &
WD E 2 )] (Lakoff 1987, i FfthaR 1993 : 13) TH 5, AMOFIKEZE LIRS LS 5610
Mew 5.2 T D &R TRV ERONIGIZE T AL, TS E S E2EMFEMGE)) . KUY
b EE Y &L BEON THRET 5 AR L L ToObhbhOFIKH), ARSI ESN T
(Lakoff 1987, #i EAtHER 1993 :322) SEFXERMELZALOHKREZE L TRERL, Z0D% L 2

U RHIFZE13 ST RAARFZE Z HERAIRFZE 7 1 775 & JPMISP2138 D FAEZ 21T TV 5,

2 BEAFRIONHIREUICHAT LR T, TBES ) SIXFICETER - 55 - B EOBETOMY SIHITHE-> T
IVEEL, BIVEEL7- b D& AR L THIOFTZ2ERT D & W) BEFFS, TOHBEV I, ARICE > TEIV L
NHPETERERE L, 2K L2t ThoT, (F42011)

3T AREREE] ICB 2HEA TR ORMERIT, SEOHRIZRE T2 R bz & TEREIE 02 E5TH
LEfEREINTWD (R 2009, Fiid2019),

4 ORHFZEIT. 2024 EEREFNCRB I FEIZ A SN RV MY v ZEFZE Al ISR D 5E O Y5
KOBRITINE - EEEZMA IO THD, ZOHRIT, FRKICESEML N v 7] LnWHTF—<Db b, v
—H—Jew 717y (2017) [FEECTHOEA—E] OFNL—HERY, KOV M v 7 OB LU~
2T UREZOMOIGERO I AT o7z, HYUFERICBNT, EFITIEBES RSB 280 S,
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EHD S BICHEL TV,

ASEIDSHTTIE. FkATREDOEHR T 2885 L, 2K C CRIICEKEN-BEA ORI
BEoTeNE NI ZEICOWTHIMMEZB L TEZ D, FHIRLOBLAE S FEROBES 53810 & 7
RT oL Lbic, HRICL > THEEBHREDFZKOFELFRIL L) RRBROMRICELZ LN TE
HMNEVH RLEBET D,

4. XEEH R 1B
4.1 FIFizoONT

WL IBIZKDEARD L HHUETe_IUEEZ - & Vs bies CURFEF)

ZofEE, FECE TREAEOFOHREDOHK] LHVO, BEER WA TS [HA—
") bSO b, ZORMBKOER & HEFEHEEZ, TR & i< LUWE] (BH 1969 :
56) #EMT D Gib L) offF s, Ty & Th) o - XXFElAabEs e TRl 2R 58
FHHRIBICH D, ZOMIOBES R BICONWTEZ AT DICETFORVSEHICERE TS L.
N&l 3R CFT, M) ¢EE2FRT T 28O ERETTH D, TILENDETIZON
T, Ty 3, WEEIPLREEEDINOEEZ S LI LR TFTH D, [ FERLTFT
O, FEERT M X, BZ2IIO5LNORETHD, TR Oro [H) F, BEICEDIEHE
#79 ([CHnEEERD ., Fic TR o—8Th 2 [y ORI \HENG, TR &) BRI ROK
LENEBINTWNDZ NG5,

ZOFEROMHUZEI LT, mH (2009 : 137) X, RS L2 bFEBKOERN LENDSDT, 72
rirEEnTlEzE MNE] EEWT, i L] E0nwoniEAhsH | EBUREEICRL TV S, &HER
W, Tl & TR C© TE) EW O FICed L WO BRI E. 2 DEib L) EFRETH
5 ) EGE A BRGERICHNE STV D, 728 (1969 : 56) 1, [k &b FEHIT, ko
HEAPRLENLTLEIDOT, 0WNIH, IUDBREBATRADZ &%, WAL WS> TNEDOT
A9 EBUGEICHH TV D, BEFUX, TR EWOGEEZHWT, TILE) & TunrbikExis A
FTE) (FRUFERICL D) ERBL, ) o T TRy 2EET D E TR EWIETITRD
ZEDBKIRINTWA LY ITEDbNLA,

Z L TCZOMEKIL, FHOMTHLROML S22 b TRAR NS, /Il (2023 :63) 13, =
OFFOEFFRIZEAL T TZOMRITITER LY LTI T, RICLABREOWENRH S| Lk,
WA E 2RI TIEHATEDER L TWD Z &R0 VE3MTIEIITEN S 2R 82T Tn5,
/N (2023 1 63) (FHiT T TRE G O HIZ, ZOHMARKO T, BOENRBI 0| /D
—ff, BYBEXDOXELS, SEOESNBI LEEE, HEIITMbiEs Ty, e Lz
KECNES TS &, BOBOETOR L IVCHESICHE L LTWAD, LML, ffkzBR
RABEBWNDOOLNRIILD, A2 LI AR—REZ T -HDTH D,

B rbic bEoLEE0 LB BRELEE HHLEV) B[A)

NHLOFERGD L DI, FRCHIA) &5 2 ANC AT E SN L CFRH) . 5 3 Al B 4 AT T
NEY Ty T8 LW EEOBEKICE > GERPEZ LN TS, B3 MO LD EHE 5 AT
EFEND L) (KT BEFOBEETHY ., BAPARERT L EOWMNNERD1FD, 53 Al
METHDLIITED 15 Ty PERET 52 EHREORMNEBEIED, TIEDENLHERL &
ZHT (5] OFTHED, BOFNEZK L SES TL] KT E2RTEZHTS TA)] OFTK
5 (FBRE) ZLiCkoT, BOHLREDERT &, BB ESTEHO LA L LR EES
. OB SOHbIv (FBEE1969 :56) | LD Z LN TX 5, /Al (2023 : 63) 28 a2 —
i, B ME 5] H., [SEOEENBI LAY, IHE LEXE] ERBELZDIE, Z0 L5k
TS TH D EEZBND,

SOTEAREE] B - BT - 249
O R, RFEOET - HIFEOIETHA I EWVIHIUNH Y, EHUZIIULOETIANBRERTITHEOIELTD
HONBZY (Jrifil 2019),
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BSHEE (1969 :56) 1E, BREFEN [BEA—B) oMKz M-l % (7277 S50k &
EELT, KMOBSOHbNE ZOEMNSEL L > TWZDTIERNA I ) EHEHIL TV 5,
/it (2023) OFEFRICEH LIZ§E2 66, ZOMBIESEEOOm A S & FHOFEMAE 5 R’z
HHDTHLEERD,

HIRLOBES ZOMBKEEE TS L. ZOMIKICBIT 2 EMEREIIKOROTTH S,
Z ORE, BRVEDRERKRE, R EE SN EARAOHREMN T, £ L THRWEIZ L > THEA
DI D E KA TFOIEITFZ T Dy OB KA TR W EAR TN D B, fEkdo
HITEOHERe [1E) ) OEFIcEREIND, ZOMKITHO»NIZEROFR T, FkATIL,
FEM DG IS NDIFTEE L VEASOEB OSSR, BOBRITIHIHEL RN E WV ) F L & &)
C%, ikBHFiL. MORAZIFEHNTREER L, FORALIZAITE LS Z & T, e UEE &R E
WESBTr] LW IOINRICEIET S, kAT LD HIEWALE THROWLEEZK T 5 LW ) AL E B
6, Ty 2 TR T TR 2D W) TFORY SEHLEK T, 2 L TRITIIM B IR S 720 Bk
b, BOENLE RS L) 72005 TR 207, Ly #eE s SIRIcRRd 5, Hic TR
EVHEEFIIILE AN SR D] LV BETFOMBEORIXITE EE ST, Sk T O IRIREERIC
ToTlE) ok T 8500 TH) THDH LW I EFOEKEROBRICH BN LS L
WO EIC, BEAERLE L TOZOMEOHEHA SN H 5.

4.2 FEROLEE

MR BT 1Z TEA—E] ICBIURENTND Z EMLEROERNRENTNST, D
HIZIE, BERFFORBIZOWTHERRZ I o bob Ronsd, 22T, 28HHHEROHF
7> Porter (1909), 7% (1909), #HH (1929). A% (1970). McMillan (2008) ZH Y FiF,
BEFRN Z OBESFHORMZ O L I ICHR L TV ENEELT D,

42.1 Porter (1909)

THE mountain wind autumn time
Is well called ‘hurricane’;

It hurries canes and twigs along,
And whirls them o’er the plain
To scatter them again

The point of this verse lies in the ideographic characters of the original; yama kaze (mountain wind)
being written with two characters, which, when combined, form arashi (hurricane), and this, of course,
it is quite impossible to reproduce correctly in the translation.

Porter #RUZ, [LJEZE & WS HTr] ORESRFHRBL KFICKM ST L 5 EBO T HKRD—>T
»5, Tl ORI hurricane” % FVY, ENZ2FEE D3F U hurry” & “cane” D 2 GBS 5 2 &
T, 2O00EEN 1 HDOFRICAS TR & Ta) ORREEEL T\WD, ZORTIE, KR
FHIFHOHE LR XD ICHES IR L HEEOM L OE N ORI 5 2 &3 TE 5,
AR & 72 > TEIR S 4172 “hurricane” | FHRE A KT 2 700 JREKCHGEI L 72> TV A 5 b L
LEBEIN TS, & L Cwhirl” & “plain”ic Lo T, EHMRIES ERDOBNORI & A A —
TE 5, BHEROME TIE, “hurricane”, “plain”, “again” 23 JHIEHE % 45 AL T 5 1E >, “hurricane”<>scatter”
DMER[]E T, KD TL) OoFRiE LA LXK 9 ICERDORNEZE L S5,

422 FHE (1909)

As, when it blows,

Th’ autumnal flowers o’er hill and dale
Are bent and maul’d,

Well may the furious mountain gale

A “storm” be called!

1l

T ALY aY (2018) 1. ADOFIT Y & TEA—E] OERA, 1865 40 F. V. Dickins
2017 4E® Peter J. McMillan ERIZANT T 26 fifEdH 5 & R\ 5,

N GER
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HHEFIT. 247 & 41T BIZ[eil)DHER 2 B A TV 5 1E >, “flower” & “furious” & BTN [f] 15 D HLEE
NBE L BERMICKEBESNTWS, ZOREL. (155 E 522K DN TRO)F TLE
FoEIITEL BV, 2D XD RIEQOFHEIIT storm” & VWD) BEEAZ R T T 5 L = DEXIDOFHN
EHBEL TS, ZBEANMNAENLIED, ZERETX DD XD 0 TITOHENKDD &
W) RIE, RO TR BIZ mEWNnSsBTe] LW —HOHR TOEKOT AL EFHEIL, R
JARIRE , RBICIEIKOEARN TLED] LAE LIERTORNIED & W) FHKE BEROME T
ML, JREHH ICHEOT 2RI E L B2 65,

423 FHHE (1929)

The leaves of autumn grass and trees grow pale
And withered in the blowing blast:

The mountain wind may well be called a gale,
That brings them to decay at last.

# HHROK E R EUTE R AR S L BES T RARICH 58, 1 17 H D grass” & ”grow” &,
[erl &2 il L, SRS LiitE OEess, BOMKT & OB ORE SZ2WRT 5, £ LTHO
HCld pale” & 7gale”lZ L D [eill | DRSNS £ 4L, [ei] D E X 5 1TH D decay” |l b B EN TN D, FF
R DRI B E T Hel|DE & & e pale”, “gale”, “decay”ld, JREKIZ @ T 5 FETH
Do THHOD3FEIT, BT/ 5 & R EHRY (pale) . £ 5 35RO LJEIZ K - T7e F S 4k
TS (decay) MO ILEZJE (gale) EPFES] EWHEAAZEL, TLAHHRIKREIBA TR
HEEWVWD ] LW BEGFIRE LR A REEEEE I LR ST b DL F X D,

424 A% (1970)

The high wind comes in autumn, and
obedient to his highness,
leaf and grass both wither.

ARZIX, 1956 2L TEA—1) ISR E LT, £ LT 1970 FI2id Tl A k] gk & LT
O E T ERR L TWAY, EFRICHI L7z 1970 AEDHER Tid, "high” D2 MR KUWITTED
I TND, highwind”lZ, [T LWEY [ E2S FATEE S AR JE] &0 ) IR AIHETH
D, Tt GRS L) & TR OG22 AICHGEICKBES TV D, “high”dFF> TEV ) ¥
LW T ETFRRICEBT D EAL) &9 %28 L hishighness” & W 9 HEAEEI N HIE, W5 D HR
DNPERZRZET DR L) NERSD, ZORZHL, JFKO NURZE & WSHTe %
BEHEIERT 5 O TiE72 <. “high” & ”highness” & V9 FEEZ{LIE (polyptoton) (Z > T, “high”
X —U—R&L, MOAPHED Z 72X/ LN 0ATLD EENE ZAICHLUNEREE
AHLTLBEWS, TR) oo Ty & TE) ONERFRZ SRS S8, ZUC &> THgE
BE I b BEA TN 2R A B 2 T D,

4.2.5 McMillan (2008)

The mountain wind
has just to blow

$ ¥ H HROMIRDZL AFRBRILA- BRI ZHIR T2,
Y K% 1956 FORE LA FIZHT %,
Tree leaves and grass from withering die
When mountain winds come in the fall.
And well the wind may be called high
That comes down blowing over all.
ZOHERITHN TS, high" 2L RNHRT D Z L WARETH Y, 5L [ EPLREST HHE SED
Nl ZiBEBR+ 2,
O Z OBLRIE, RS BARIS ZHoR N2 T,
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and grasses of autumn
wither and die.

That must be why

the character for ‘storm’
also means ‘destroyer’!

This waka plays on the idea that the Chinese ideograph for “storm” (arashi: J&) is made up of the
character for ""mountain” (ILI: yama) above the character for "wind" (kaze: J&). Therefore it is
natural that mountain winds should be called storms. The wit lies in the punning of the word arashi
(storm) with the word arasu (to wrack or destroy). These kinds of witty interpretations were based on
Chinese court-style poetry of the Six Dynasties (220-581), but it was not to the taste of Teika and
others, who required a more serious emotional base for waka. One may reasonably presume that Teika
and later readers rejected the original conception of the poem and read it as an atmospheric poem
about the desolate feeling associated with a windswept autumn landscape as expressed in the version
above. A more literal version, closer to the Chinese interpretation, would be something like: "The
mountain wind / has just to blow / and the leaves and grasses of autumn / wither and die. / So that is
why the elements / "wracking," "mountain," "wind" / make up the word for "storm."

McMillan 1%, [EA—E] OFFRE L TR E JEEIRR L TV A1, Z OFEROFHEIL, 417 H "the
character” UL CEET-DFE AL 2 FGRIZRE U A Fx, ETEBEOHET O 2 RA7203 5 Z oFfdko FiR
LR DEEATEREEIRZ LD E L TWDH A TH D, McMillan 5RIZ, A AROHET % D i
EholimilEeoTn5,

F 72 . McMillan FUTFKOTRVENS TR A LISV S D8+ 5 | storm™ & #& [ al ) 23 destroyer”
SFY (FHL] THhHZLEHEL TS, ZORBIZE-> T, #&IE. kBFLNEL-AD
PR S A B RER T 5, McMillan 3R, 585 L) OEGIAZ #EERE I biab b KXo IcH kb L7z
BITHDHEEZD,

Z FE T, Porter (1909). 77k (1909), FHH (1929), &% (1970), McMillan (2008) IZ &
%) 5 OOFRERY T, 20 OFSEBIEE LT, RFIZ Porter RIX. TR DOFRHEIZ hurricane” %
v, R EFE A3 R U hurry” & cane” D 2 5EIC /R4 5 2 & T, zo®£fwlo@ RIS D

MUE) & Ta) OBREBEL TWD L0 ) RICBW T, JREROBES TR Z G IR HiA
D EITR L TWD EE XD, BEORKY LB B hurricane” & W 9 6 D & BRT 5 &0 9 R ER
5 Porter iR & wt A T2 BBt E IR O E LRI L X D) G2 R 52 M TEHTHA D,
R, AFHM, KEZR T, FHEOBEOBRRD D AR EHEAFFRE 2 E5EHE LIBERTE 5
LR TRMP7Z2IN T2, McMillan fRIT TaE) & WO EFORY ST HZHEFUTHE VD A, ET
TOREKRT D EZAEMHMLTND, FFRICKBE S5 2 & BEELWVETOR D N5 & 1 CHEES
WZHAED WD DT, REEFE OB REE B 20O FEREEZE X BND, 2D
ORZEIE L&, FEKER L L HIC 2 DOFEOMAGOE TEEE LD HEENENOLENRD
TR TOIGER &5 A 7= Porter sR2NFFIC TREREAVZEAM ) TEERMIEN) OBLATEN TV S & EH T
EZD,

5. #&H] TERENIX)
51 FiRizo>WT

TRENIAR T LIHELTRSIZT D20 S afEL b TIHHEL?  (RAH)

LTI~ 27 7Y (2017) ORZEET D

In autumn the wind has only to blow

For leaves and grasses to perish.

That must be why the characters

‘mountain’ and ‘wind’

Together mean ‘gale.’
2017 FEDOFRIZBNT D, w7 I 7243, T v H7e TR LW FEMAeDEDL L TR 225, &)
HEFEOHEREIRZ DRRERLTND 2008 R Tl destroyer” & SN TWZI5EH L& X, 2017 4ERRTIE gale”
EHFRENTND, BEATHNRREEOBS T, "mountain” & "wind” & V9 2 3B S gale” N EAR LML S5 2
EEMFHRS D SRS ZHRWZ W,
2 A TREE] BEN - A - 337
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ZOFHIE, ROFIZENEL 7122 E TENNAMBICRZ D E W) RN TERAWEZHTH D,
mH (2009 @ 171) 1%, [ERESD & EORITHEDRRLS D7, ENEHE RS TIAsZ &0
TEHEAH ) LBMGERL, IRZTE) 1T TR ELSZET MM TR ZEEFHERMLTY
%o FrHil (2019 : 1082) %, [ERFEDL L, HOKR, ZOKRE, RKEBEIZEDBRNTZLH1Z70D X,
wotw8®ﬁ%ﬁ&ﬂ%LTﬁotEﬁ5:&ﬁ?%é®ﬁ%5ﬁoﬁﬂ%5%&wijkﬁ

Wiz, AMERIE, Thwoi) & TE L) OMERIcERN T TREEE O & e XAIT5 2 &
&kf%%o%@wjkwéwﬁimmﬁ%%ﬁﬁmﬁfﬁﬁmn IMESH TIN5,

Z OFBITAIRITFES AL, Ml (1991 :8) 1%, [FFREAERELZRE D Buvix [H454E] 128105
R&TeT—~1Eolz] Lik_xTWa, [AFHE] FREOLHITIT 29 ERD HIL, £D D
323, 324, 330, 331. 334, 335, 336, 337 (3372 [FHENIX)) &, FE2AITHNTHEN K
WTWNAHB, BITEL D @)L | FAEE0KREOH THLHIR L VE LW DO TH - 72 YikED
KL THEROPFIZTHE] N TR IR 25 v Z 2k, THE] 2L 2B RZznZETH -
T2y Z i s | P [ HFEEFET LI LENHEVICUIETH LD ELDETH D DI
BB NEFELHN O L HICWA TS &R (1991 : 4-5) [ T#AT 5, BORNZH H3F
Gk DO TR, ZRICHFE R UERB N EZiKkie L 2 A THAFHE] OFFERH D & F
L LRI, AR (1991) H&EHE (2009) HHEEL TS,

HIMMEOBETIX, kBAFITEREN TV DLEDOEIIC, BEEZEURNOICHEL 2%
FCW5b, ARITEDRN, %éwiﬁ%%@f@&@&bw%@ﬁ IENEOVELDH LT,
EDHTTRTORICHMERRNTND XKL DAL, ENDFKATOLNIEOHND X 5 7oz
NEZELELT, FILkoT, [RIE] 2F0 TZoOKRICHEHOKIZHTT] UM - FiHk K
éﬂ1%9JH)ﬁﬂfﬁ%wfwéiﬁﬁﬁié&w5¢%ﬁ\%é%%%ﬁkﬁ%ﬁ%k%ﬁ
JEENZ D72 > TN B,

5.2 FEFRIZTHOWNT
ZZTE, AEHE (1929), A% (1979). Rodd (1984), McCullough (1985) (2K 2 #FRZ HLY
B BEAFF RO EFRIZOWTRETT 2,

52.1 FZFHHE (1929)

When we have snow

The trees all blow;

So I cannot say

Which is the plum-bough,
Nor pluck it away.

#HHFRTIX, "snow" &'"blow", say” & away” DHIEEDIED>, “plum” & “pluck” &V 5 F 23 FELL L
T-HEENBIN I LTV D, “Thetreesallblow” & W) BHUZ L -~ T, IR EIfEEEXIZIFD ) &
WO, BELE RO FLEELD, HAEERTIE, R0 56Z2 b2 TERN] IZED
= L OO T HALINE 25878 L T\ 5, “The trees all blow”dD7all” %, [k > TH_XTHOK
WZIERBEN TN D KD TH D &V 9 kAT OBES N2 KB 2 JG5E5E IS b2 T\ D,

522 A% (1970)

Which spray to take I do not know,
for all plum trees are decked with snow.

%323 T|ENITATHVEIELABRIZHONDIEZSE TS (KEZ)

324 LowEnlIALnynbT50 Litidicdb &<EEZFRI Bk

330 ARVPLEIVIEOHY K BIZBOHRIZITRICRH D b A (EHEEER)

3Bl AZTHLVENTREROBIVIELEARSZETEELSVITSE (KEZ)

334 MfEER & %ﬁz*fﬁ\jﬁdﬂﬁgé*@&l\féhﬂi B TITAARNGR =5 DAE)
335 FEOBITIFIZELY TRATELFELICITIESAANOMD R VNFE)

336 MEOFHFEDSY %bié%a:iﬁiz}ﬁlﬁ%zﬂ:& TENETCELEL (KER)
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ALFUL, Fidiz 54755 LCGRIBL TV DMORR 13220 . Eod) s FOAIOSNHEE D
LI 24T TR L TV D, “know” & snow” DIEIER D 17>, spray” & take”|Z [ei] DB 23 I L |
ATHWDHDIFETH-oTHLZEZICEBE VI FEZE UL INEEbND, KERIX, 20D
HEROPORE T THEOR EPIR LT D RICRERCMOFR & OFBENAR 6D, T TOR
MNETEDLDNTZZE TTRTORIZHENRWNTWNS X HICR 2. FEARYOILDXBIN D070
EETHD LV EENT, AZRICHLENTWNDLEF R D,

5.2.3 Rodd (1984)

when snow has fallen

flowers appear on all the trees
clusters of white

blooms from which of them can I
pluck the fragrant plum blossoms

The characters for "goto" (each) and "ki" (tree) combine to form the character for "ume" (plum).

Rodd FRIZFVNT, FL37ZTlE when snow has fallen/ flowers appear” & clusters of white/ blooms” {2331
Tﬁﬁéﬂfwéomw§%LFEh%ﬁh&;w#%#%&wji@%rgn%%hﬁ;wﬁ
BHIM) EVIKBFOREICER L, M (2019) OBURGERICKBEE Tz TSy T
L] OFSZENDTZOLWVORE LR S TWSD, £ L Tragrant” &V 9 & D IR 5 HEE
NV ELAYEY g IN f_f_fﬁﬁﬁﬁ%oﬁﬁ O EHEOF A XB LT\ 5, “fallen”, “flowers”, “fragrant”
& RO FEEIC D 2 HEROFEHN [ E THR— I TWDH Z & i2id, MR & 77 # (hypogram)
(P32 2024) 2025 Z LA TE D, Rodd fRITIER THEGFFORMEZHII L TV D28, 2O LI
@'@?@Eﬁ DLHLEBALIZE LT, REBZBNDLRDIETFORROTASCEEDO T DOfERZR L
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5.2.4 McCullough (1985)

After the snowfall,

flowers have burst into bloom
on every tree.

How am I to find the plum
and break off a laden bough?
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STV S, ladenbough” & W5 RELL, BN S o 728 & W O IR OIZ HEOFKF D MIZHEH L,
[FHDHH) THEERTA =3I —Thd Ll L TE D, BEATRMICET 2 ERIZ AN
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25 OHERA THERERVZEAN ) [HEEAVEN) TH Y., SRBIE LS REN IS THEREAISEA )

MEEASAN ] 2R T 2700 TRBA SN, MBKOFEFRICHNT, MEEERT 54+ T
DEZEZBFEIZHKRT D E L HEOOEDTH DN, FiEaia N b ORIy = &2 B £
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TR OMHRDBHDIAEND Z E b VD, HEPPE-EEIITHL, S50 285 L7
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The sea is lazily calm and I am dull to the core, lying in my long chair on deck. The Leaden sky
overhead seems as devoid of life as the dark expanse of waters around, blending their dullness together
beyond the distant horizon as if in sympathetic stolidity. While I gaze at them, I gradually lose myself
in the lifeless tranquility which surrounds me and seem to grow out of myself on the wings of
contemplation to be conveyed to a realm of vision which is neither aethereal nor earthly, with no houses,
trees, birds, and human beings. Neither heaven nor hell, nor that intermediate stage of human existence
which is called by the name of this world, but of vacancy, of nothingness where infinity and eternity
seem to swallow one in the oneness of existence, and defies in its vastness any attempts of description.
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