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Educating Speech Therapists with
Visualized Phonetic Materials (Part I)

Masaki TSuzuk1
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Introduction

Speech therapy conducted by speech therapists is a relatively recent scientific
domain relating mainly to irregular speech sounds of language. However,
phonetics, which is closely related to speech therapy in many ways, has an
extremely long history, originating with distinguished phoneticians, scholars
and researchers. Furthermore, acoustic phonetics has made remarkably
substantial progress over the last twenty years. As an inevitable consequence
of phonetic study, speech therapy has been involved in the field of applied
phonetics. Not only phoneticians but also speech therapists have succeeded in
analyzing acoustic data and throwing new light on the issue of speech therapy
and acoustic phonetics. Phoneticians and researchers present many different
areas of investigation which can illustrate an interesting phonetic realization.

For their part, speech therapists deal with various cases of articulation or
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communication disorder caused by or related to phenomena such as, dysphonia,
dysglossia, dysarthria, dyslalia by aphasia, apraxia of speech.

Many outstanding pieces of research have been produced by phoneticians
focusing on articulation, auditory aspects, and acoustics. In educating speech
therapists, many phoneticians have already stressed the importance and
advantages of phonetic sciences using visualized speech materials obtained
by sophisticated items of equipment, such as the sound spectrograph (SSG),
the electro-palatograph (EPG) and also the flow-nasalitygraph (FNG). These
apparatuses are a necessity for meeting the growing consciousness within the
community of speech therapists in respect to the importance of sound analysis.
In particular, the sound spectrograph has been used for the past 60 years by
phoneticians for analyzing speech sounds. It has been used very effectively and
widely in experimental and applied phonetics. Sound spectrographic study has
become the focus of acoustic phonetics and has observed important evidence
revealing physical features and phonetic attributes. The sound spectrograph
has enabled researchers to ascertain the physical characteristics of sounds and
the physiological status of the speech organs. In a phonetic laboratory, other
devices, such as the electro-palatograph, and the flow-nasalitygraph are used
for the repetitive tasks of sound analysis.

In respect to phonetic study for speech therapy, my previous papers
have clarified the articulatory features of Japanese uvular nasal, Japanese
flap, incomplete plosive consonants, nasal plosion, lateral plosion, syllable
structures and vowel classification. My contribution to the phonetics field has
been to establish several fundamental methodologies for the study of speech-
sounds based on auditory perception, articulatory feeling as reported by the
articulator, physical evidence such as acoustic and palatographic analysis, and
also phonetic analytical study for speech therapists. As for research on speech

sounds, I have developed it along articulatory and experimental lines, using the
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sound spectrograph, the electro-palatograph and also the flow-nasalitygraph.
The results of this articulatory or acoustic study are mainly relevant to speech

therapists’ practical phonetics.

1. Analogue and digital type sound-spectrograph

Different models of hardware spectrographs have been produced in several
countries. Among them, the Rion sound spectrograph, which I often utilized
in the late 1980s and also early 1990s, was the analogue device for producing
spectrograms of speech sounds. However, the SUGI Speech Analyzer
(ANMSW-SSAO0101), using personal computers, displays digital spectrograms
and acoustic analyses. The former illuminated variable frequency on a sheet of
electro-carbon paper. The latter equipment is able to detect not only segmental
features but also suprasegmental features of behavioral speech physiology.

The sound spectrograph, which was invented by R. K. Potter, G. A. Kopp
and H. C. Green of Bell Telephone Laboratories (BTL), USA, in the 1940’s,
has been one of the most useful and reliable devices for the analytical study
of speech sounds. Speech can be viewed as a purely acoustic phenomenon, a
simple sound sequence, or independent of function or designation. The sound
spectrogram represented in Visible Speech by BTL was one of the most useful
apparatuses applied in an acoustic study as well as articulatory phonetics. It has
enabled researchers to ascertain the physical characteristics of sounds and the
physiological features of the speech sounds by representing sound frequencies.

In a three-dimensional display of the spectrum analysis, frequency, time,
intonation, and utterance energy (intensity) are shown: frequency is indicated
on the vertical axis, time on the horizontal axis, intonation by pitch curve, and

utterance energy by the degree of blackness.



Fig. 1 Rion sound spectrograph Model SG-09, analogue-type
(from Rion’s instruction manual)

2. Nasals by analogue-type spectrograph

Three nasals ([m], [n], [g]) obtained by the Rion sound spectrograph SG-
07 (followed by SG-09) are shown in the following data (Figs. 2 & 3). These
nasals are basic and ordinary sounds which appear in a straightforward sound
system of many languages. The labio-dental nasal [1)], however, occurs as an
irregular sound of [m] uttered by a person who has difficulty in speaking, such
as an aphesis or aphasia. Traditionally the articulatory points of nasals can be
shown graphically by indicating tongue position in the oral cavity.

Examining the acoustic structures which are characteristic of nasals ([m], [n],
[p]) shown in the electro palatographic data, it is extremely difficult to indicate
nasal formants and explain them numerically. By tracing adjacent vowel
formants’ movement, however, it is possible for speech therapists to distinguish
[m], [n] and [n] from each other.

Normal vowel-nasalization occurs when an ordinary vowel (either pure or
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diphthong) is influenced by the adjacent nasals, regressively, progressively
or contextually. Vowel and nasal coalesce into either nasalized vowel or
oral-coloured nasal retaining the original quality. These phenomena occur
progressively, regressively, or contextually depending on the vowel-nasal
allocation in an utterance. The nasalized vowel is highlighted by placing the
[7] above the relevant vowel, such as [3] in [mOmd]. In this example, the
first [0] is supposed to be a complete nasalization and the second one shows
typical features of the partial nasalization of the vowel. I agree that there is a
correlation between the amount of vowel-air and nasal-air quantity, and it is
possible to examine the quantitative analysis of nasalization using the flow-
nasality graph. Speech therapists are able to discriminate the quality change
between vowelness and nasality not only by articulatory feeling but also
auditory impression.

Simultaneous oral and nasal sounds can be pronounced when the velum is in
the lowered position and there is no obstruction in the oral cavity. The vowel
acquires an additional nasality (-vowelness) or articulatory resonance from the

simultaneous free passage of air through the nasal cavity.

Ry P Y

bilabial nasal [m] alveolar nasal [n] velar nasal [1]

Fig. 2
(M. Tsuzuki, 1997: Rion SG-07)
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(M. Tsuzuki, 1997: Rion SG-07)

Pitch Pattern: High Fall + Low pitch + Low Rise N\ o o &

In the pronunciation of [dzja:matane], three vowel nasalizations occur

partially as [-mdtdn€’].

The intonation theory, tone marks and technical terms are, in all essentials,

those of Intonation of Colloquial English (ICE) by O’Connor, J. D. and Arnold,

G. F,, Longman, 2nd ed., 1982. A. C. Gimson says as follows:

The intonation of English has been studied in greater detail and for longer

than that of any other language. No definitive analysis, classifying the

features of RP intonation, has yet appeared (though that presented by

O’Connor and Arnold (1973) provides the most comprehensive and useful

account from the foreign learner’s point of view.

An Introduction to the Pronunciation of English, 1994, 5th edition, p.

314.
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3. Speech data by MacSpeech Lab IT

The subjects whose speech-habits are stable but incorrect should be taught
correct pronunciation by expert speech therapists proficient dealing with speech
impediments. It will be helpful and useful to keep these points in mind, which
were indicated by scholars and researchers, as we discuss the mechanism of
speech articulation impediment using sound spectrographic data.

In my research for speech disorder impediment, the MacSpeech Lab II TM
by Macintosh was used for the following purposes: the specific observation
of the articulatory movements of lateral and flap; the specification of formant
patterns of vowel off-glide and on-glide accompanying plosive and fricative;
the measurements of the formant frequencies of vowel off-glide and on-glide
accompanying nasal and affricate; the clarification of adjacent features among
vowel off-glide and on-glide attributes; the measurements of the intensity; the
measurements of the duration of vowel off-glide and on-glide accompanying
palatal and velar, and also the observation of formant patterns of vowel off-
glide and on-glide accompanying dental and alveolar by means of the Four-
Area Graph or A four-axis radar style graph by M. Tsuzuki (1992, 1996).

The following spectrographic data (Japanese vowels [0o] and [w]) were
obtained by experiments using an analogue-type sound spectrograph
MacSpeech Lab II in early 1990s. The spectrograph shows visibly acoustic
segmental significance of F1 and F2 spectra prominence. When we identify
F3 and F4, however, we have to choose the most typical spectra peak among
several similar frequencies. The acoustic experiments using the Macintosh
sound spectrograph were carried out under Hiroyuki Umeda’s supervision at his
phonetic laboratory at the Institute for the Study of Languages and Cultures of
Asia and Africa at Tokyo University of Foreign Studies.
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Fig. 4 Japanese vowel [0]
pronounced by M. Tsuzuki, (MacSpeech Lab II) 1992.

(3719.1 245.(35.8) ¥ (Fd) 3354 (1603  Yers(sF i)

L 0.381) il : A — .‘“h. - 2.0003
Fig. 5 Japanese vowel [w]
pronounced by M. Tsuzuki, (MacSpeech Lab II) 1992.

The segmental features of [39] are different from those of [a] (open-central).
In the utterance of schwa, the middle of the tongue is an important part of
articulatory movement. The muscles of the tongue and lips are relaxed as

during respiration. All articulators are in natural or neutral positions. The sound
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[9] is used only in unstressed or weak syllables. In Japanese, some vowels at the
final position of the utterance tend to be reduced to schwa when unstressed. The
segment [9] has a very high frequency of occurrence not only in unaccented
syllables but also the stressed endings of utterances spoken in cases of speech
disorder. For speech therapists it is extremely important to master the proper
use of not only strong moraic vowels but also schwa in the proper sound

circumstances.

4. Retroflex and palatal allocation

In an utterance produced by dyslalia or dysglossia cases, considering the
experimental data concerning the articulatory feeling and auditory impression,
it can be said that incomplete retroflexion occurs either word-initially or inter-
vocalically. Speech sounds with retroflexion, however, occur in the Japanese
consonant flap or lateral series, as I mention in the next section. In traditional
phonetics, retroflex schematically refers to a sound made when the tip of the
tongue is curled back in the direction of either the post alveolar part of the hard
palate or the alveolo-palatal position just behind the alveolar ridge.

Although I agree that there is a correlation between the degree of retroflexion
and the position of the articulator, it is difficult to examine the quantitative
analysis of retroflexion.

Retroflex sounds, such as voiceless plosive [t], voiced plosive [d], nasal
[n], tap or flap [t], voiceless fricative [s], voiced fricative [z], approximant
[1], lateral approximant [[] are common in several languages; however, they
are quite difficult to pronounce precisely in sound discrimination training for
speech therapists.

In the International Phonetic Alphabet chart, the articulation points for
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retroflex and palatal appear near each other. In Japanese, palatalized segment
occurs either word-initially [¢i] or inter-vocalically [iju]. In the articulation of
palatal sounds, such as voiceless plosive palatal [c] and voiced plosive palatal
[3], for instance, the tip and sides of the tongue make wide contact with the
palate. In a speech disorder, [k] and [g] are replaced by [c] and [J], respectively.
We can recognize other palatals such as, voiceless fricative [¢], voiced fricative

[i], approximant [j], lateral approximant [£] in our established usual speech.

Table 1 Retroflex and palatal allocation

plosive nasal tap/flap  fricative  approximant lateral approximant
Retroflex td n, t 52, 1 |
Palatal cJ n ¢] ] A

The above table schematically shows retroflex and palatal allocation by
International Phonetic Alphabet. Where phonetic symbols appear in pairs, e.g.
[t d], the one to the right represents a voiced consonant. The other represents
a voiceless retroflex or palatal, respectively. The actual realization of the
palatalized or retroflex consonants in different contexts is usually examined
and clarified by considering the electro-palatograph and flow-nasalitygraph
data and by examining the articulatory feeling and auditory impression. These
sounds often appear in an utterance spoken by an aphasic whose speech-
habits are fixed wrongly. There may be confusion due to not only variations in
the close articulation points but also the difficult manner of articulation these
sounds contain. Here, the degree of lip posture (spread or rounding) is ignored.
Furthermore, retroflex and palatal confusion appear in the mispronunciation
uttered by some cases of different articulation disorders, such as dysglossia,
dysarthria, or speech dyslalia.

The Japanese semi-vowel [j] is a voiced palatal approximant and [w]
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(-lip rounding of [w]) is a voiced labial-velar approximant as shown in the
International Phonetic Alphabet. Also, according to the sound system of the
IPA, [y] has an approximant quality of a labial-palatal. On the other hand, the
phonetic symbol [u]] represents voiced velar approximant. The Japanese labial-
velar approximant is represented by the italicized sound symbol [w] which has

no lip-rounding but rather spread-lip rounding.

5. Japanese flap and lateral variants

It is widely known that the Japanese flap segment is affected by adjacent
vowels in most positions, that is, the variants of the flap occur conditionally
under the influence of the neighboring vowels. Not only retroflex lateral []]
but also retroflex flap [(] roughly occurs in the Japanese [le], [la], [lo], [cw]-
series. I speculated that retroflexion occurs both in flap and lateral in Japanese
ra-series. It is understood that retroflexion is correlated with the typical tongue
posture, especially the tip and blade of the tongue. According to the sound
spectrographic data and the examination of articulatory feeling of the tongue
and auditory impression, it is observed and confirmed that phonetic attributes of
vowel off-glide and on-glide are affected greatly by the adjacent flap variants in
the sound sequence.

Segmental variants of the Japanese flap series appear in the following data

obtained by experiments using Sugi-speech analyzer (Fig. 6).
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Fig. 6 Alveolar flap, retroflex lateral, retroflex flap
(Experimented by M. Tsuzuki, 2010)

It has been a common generalization among phoneticians to say that neither
lateral nor voiced alveolar frictionless continuants occur in the Japanese
language. However, the following variants of flap and lateral are observed and
confirmed.

(1) an alveolar flap occurs in [ri],
(2) aretroflex flap occurs in [{w],

(3) aretroflex lateral occurs in [[e], [la], [l0].

Speech therapists, as a matter of course, have to recognize the phonetic
features or actual realization of the vowel glide (off-glide and on-glide with
stem) accompanying the Japanese lateral and flap in different contexts.
As 1 have mentioned before, a new formant chart “the Four Area Graph”

using Sound-spectrographic data is useful to illuminate the vowel glide.
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Experimental evidence obtained from the sound spectrograph was used to
examine, analyze, and clarify the actual realization of the vowel on-glide and
oft-glide accompanying lateral and flap in different sound sequences. The
Japanese palatalization occurs commonly in rya [£ja], ryo [£jo] and ryu [Kju].
Intervocalically, it is worth examining the subject more closely in my following
article of the series.

The variants of the word-initial consonant occur under the influence of the
adjacent vowels. In regard to the Japanese flap, as I have mentioned here,
vowel quality affects the Japanese word-initial flap and the intervocalic flap.
Two variants of the word-initial flap occur under the influence of the adjacent
vowels in different contexts. One is an alveolar flap [r] and the other is a
retroflexed flap [(]. The Japanese intervocalic flap has two variants conditioned
by the adjacent vowels in different contexts: an alveolar flap and a retroflexed
flap. Japanese lateral and flap have to be considered from the view point of not

only adjacent vowel quality but also contextual circumstances.

6. Various aspects of nasality, nasalic and vowelness

The actual realization of Japanese nasals in different contexts is clarified by
the experimental data and examined by the articulatory feeling and auditory
impression. Various articulatory movements of nasals influenced by adjacent
vowel qualities and the manner of articulation which occurs and varies during
the production in different positions are examined.

In pronouncing the word shinsaninhonsenan, phonetically
[¢iNsaNiNhoNseNaN], no parts of the tongue touch any position of the dental,
alveolar, alveolo-palatal, post alveolar, or palate (either hard or soft), in the

mouth. Among phoneticians it is customary to divide speech sounds into



18

obstruents and non-obstruents. The former include sounds with plosion, friction,
affrication, etc. The latter are characterized by voweleness qualities which
appear in [g¢iNsaNiNhoNseNaN]. From considering the acoustic analysis of
uvular nasal consonant [N], it is determined as a syllabic voiced oralized nasal.
It is observed that the Japanese velar nasal [N] by itself, in the intervocalic
position, can always form one syllable or one unit.

From considerations of the articulatory theory of Japanese nasal production
of velar variant [N], retroflex nasal [n] is often observed in a speech disorder,
when the tip of the tongue is curled back and touches the hard palate. It is easily
recognized in speech perception.

In my utterances, intervocalic voiced velar plosive [g] tends to velar nasal [1]
except in an initial position. Considering the sound spectrographic data spoken
by an aphasic, it is clarified that velar nasal tends to be accidentally velar
plosive, such as [x] or [y]. Uvular fricatives [] or [E] are used instead of [q] or
[G]. And also voiced plosive tends to become voiced fricative as [(3] instead of
[b].

In the field of Japanese phonetics, five conditional variants of the nasal
are clarified by several distinguished phoneticians’ research. Among them,
the articulatory specific features of the uvular nasal [N], which is peculiar to
Japanese people, is delineated. In my previous articles I illuminated that the
air stream through the nose and mouth are not equal and the ratio of the air
current through the nose and mouth is not fixed. I made reference to vowelness
and nasality instead of using traditional phonetic terms, such as nasalization or
nasalized vowel. I clarified that the Japanese uvular nasal [N] tends to be a velar
nasal [n] in the syllable-final position because of the reduction of articulatory
energy. The work related to the Japanese uvular moraic nasal [N] is now widely
acknowledged. In my recent studies, I reaffirmed my original interpretation of

the above issue.
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Japanese words such as tennenonsen [tenneNONseN] and saninhonsen
[saniNhoNseN], as well as anzenunten [aNzeNwinteN], shinkansen
[¢inkanseN], and hanshin densha [hangindengja] all contain various nasals.
In other words, these common words have considerable nasality or nasalic
which is peculiar to Japanese. In utterances pronounced by either dysglossia
or dysarthria, however, nasality or nasalic, peculiar to Japanese [N], tends to
disappear and the uvular nasal is replaced by weak and incomplete bilabial
or velar nasal. Nasality or nasalic of [N] is difficult to recognize because of
articulation disturbance.

In the production of the Japanese alveolar nasal [n], the tip, front, and both
sides of the tongue make contact with the palate. The shape of tongue-palate
contact, as I have mentioned before in my electro palatographic data (2002),
is like that of a horseshoe-type, not a butterfly-type. In the pronunciation of
Japanese velar nasal [N], tongue-palate contact occurs at the first and second
outer circles. But the tip and front of the tongue do not make contact with the
palate. The tongue-palate contact does not occur at the front part of the palate
and an air passage occurs along the central lines. There occurs a wide air
passage in the mouth. It is clarified from the graphic data of flow-nasalitygraph
that airflows from both the nasal cavity and oral cavity are detected
simultaneously. The data obtained by using the flow-nasalitygraph shows that
the velar nasal [N] which occurs before [s], [z], [¢], [z], [j], [W], or word-finally,
is articulated by an incomplete closure or a restriction at the uvula. That is, the
amount of the airflow from the nose is greater than that from the mouth in the
M-N Display and the NFQ Display.

Apart from nasals, I postulated that palatalization and retroflexion occur
more frequently in an articulation disorder than in normal speech. When the
front of the tongue is raised towards the hard palate, the sound is palatalized,

and when the back of the tongue is raised towards the soft palate, velarized
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ﬂf\
L S

n ur na ku fi ki

Fig. 7 Spectrographic data nyugakushiki as [pjurpakuwfiki] (M. Tsuzuki, 2010)

sound occurs. Palatalization and retroflexion are not only due to dyslalia but
also to dysglossia. They often tend to change the quality from the normal or
primary articulation of sounds to retroflex or palatal under the influence of a
secondary articulation modification.

The Japanese palatal nasal [n] comes initially, while the velar nasal [p]
appears intervocallicaly as shown in the above sound spectrographic data

[yjurpakuwfiki].

7. Glottal stop and voiceless plosive sequence

The graphic equalizer is useful for considering the quality or quantity of
frequencies or comparing two segments’ features of sounds.
As clearly observed in the experimental data [k'o:benotomodatginia?tal,

glottal stop [?] commonly occurs before voiceless consonants in Japanese.
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] 150 300 450 800 750 300 1050 1200 1850 1500 1850 1800 (nsec)

k" oo beno to moda teini a ? t a

Fig. 8 Spectrographic Analysis: kobenotomodachiniatta (M. Tsuzuki, 2010)

Every speech sound is schematically either voiced or voiceless, i.e., pronounced
with or without the vibration of the vocal chords. In Fig. 8, however, the
distinction between glottal stop and voiceless [t] is an obscure section which
appears as voiceless continuation. Considering speech data pronounced
by aphasia cases, a voiceless section continuation [?t] tends to glottal stop
commencement followed by voiced segment and voiceless plosive. A glottal
stop has duration commensurate with the degree of the utterance. Speech
therapists have to consider carefully that the patience need an enough exhalation

pressure for the glottal stop articulation.

8. Vowel allocation and obstruents

Apart from the traditional articulatory vowel chart which was invented and
completed by D. Jones, a formant chart showing the frequency of the vowel is

widely used in speech therapists’ education. The following formant chart shows
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the frequency of the first formant (F1) on the vertical axis. The difference of
the frequencies between the first and second formants can be shown on the

horizontal axis for the five Japanese vowels.

S §§gg g g g88¢888¢88
| i g |
\ T B w0
\\\ 100
N\ ‘asv_m
e
\\ 600
P~ 700
B2l
900

Fig. 9 Formant chart
Japanese five vowels [i e a o w] on two-dimensional formant chart
(M. Tsuzuki: 1991)

0 100 20 i 00 500 00 00 0 0 1000 woo 120 1300 1400 (asec)

s w s w h a r a

Fig. 10 Spectrographic data susuharai spoken as [swiswharai]
(Spectrographic sample pattern for speech correction by case-aphasia)
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The above spectrographic data shows the distinguishing formant features
peculiar to obstruents (voiceless fricatives [s] and [h]). The vertically striped
spectrum peculiar to the fricative is a key to the analysis of the sound
spectrographic evidence. Speech therapists are asked to understand that the

fricatives are distinguished by splashed-pattern spectra.

0 10 80 450 g0 750 $00 1050 1200 1850 1500 1650 1800 1950 2100 2250 2400 2550 (sec)

ka g k o: ba suw

Fig. 11 Spectrographic data kankobasu spoken as [kanko:basur]
(Spectrographic sample pattern for speech correction by case-aphasia)

In Fig. 11, the spectrographic features of the two [a]-vowels are influenced
noticeably by adjacent sounds; the first [a] by voiceless velar plosive and velar
nasal, the second [a] by voiced bi-labial plosive and voiceless alveolar fricative.
Velar nasal [g] has a duration and quality (length and volume) of one syllable.
The duration period of compression in [k] is longer than that of [b]. The long
vowel [0:] shows four fundamental formants (F1-F4) with duration (long vowel

features).
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9. Additional remarks

The experiments utilizing Rion’s Sound Spectrogram were carried out under
Hun Bok Lee’s supervision at his phonetic laboratory at the Seoul National
University, Korea. However, responsibility for the data obtained by experiments
on speech sounds (with any surviving errors) rests entirely upon me. The
phonetic symbols used throughout my articles are those of the International
Phonetic Alphabet (1967); The Principles of the International Phonetic
Association, University College, London. The font of tone marks is “Tsuzuki-
ARM 2000”. As space is limited, I have concentrated on general remarks of
the methodological study of speech sounds and paid scant attention to phonetic
features of the sounds. Due to technical problems and phonetic notation or
transcription limitations, there are replacements among some phonetic symbols,

for which I apologize. (To be continued)
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SERBREREE IS K 2 O & KR

#4EE = R B B

1. kUi

aa=T—vavigck, TRy TEET Ly, Tt b,
By D4KEEH, ZohT TGET L) OB LR, &F
SHEICk-oTHYIERA IO I LR WS, BEEHEICLSaI 22
r—vavii, XFERTRERRVELEORE, BN, BES0FR
EROHZAMMBATCODD, GELFENFFSBIC K> CHYNICEET 2 &
MTEBVEIRTI 22— avyPlRI b, SHSHEICE > THEE
NEZIEBICEZ 572013, TOREICES, FOMs, T0ESk
CEEHFIIHTICHESE TED LI I LNNETH B, ol
NEA Y b A—va v IFREERE, REEK, BE, BARELRE0F
BEEPEENTVD, 20D, AV 2= a v OREFEOMLTEH
L, BiBEHRSALTH-TH, FELFORKPLEER EIck o TR
nHEMEHEFICBADIEILRDIE, TOXIT, AV Fr—Y
aviiaiasr—varvicBLTERERHEEEZREZL TS, 1
= avEEEBIBTHREOLDTH B0, HARANRGEAEE
FHEFEDA v 2= a3 VORI EYICIZ CHRET 2HELDH B,
b L., WEANEEAS V23— 3 v ORGSR 1B E, HEERES
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Fix, ZNERD LA TZOE T OEWTHENT 27 REMELE W

EPHE STV (Ashby, 2005), ZD7®, BRILZETIEARVE
WMELATLE S AR RVICH %,

BOHEEE (2001) 3, VT VF A LOBRET 4 — Py 2BREZR F50
FUvaTuty -, EEEFRORFE2004 2 NRICATE -
T BEEEDA » F +— 3 2 v D Nucleus Placement test DFERIC & b | HHEE
DAY RA—TavitBT 3 HRAFEEHEEDOREZBRE LAE L Tw
2, TOFEFIRDEL S THh DB, 1002HEHEE—~A—AGig €, ZhZ
NOEFTHDOREDITICE T % Nucleus Placement 2 W5 L 72, Z DOFEHE
FRD 4 FUCE ST 5,

F—DHRE, EvFIEOREITH S, FLALEDFLED
200Hz ~250Hz L W H B EWE Y FIRER L7, LaL, T4
tone, tonality, tonicity 1% EEH 72 Z & TlE 72\,

T, 3 Word Group D4 D EEIC Nucleus 2B T &% <
ZNNWIHERTH > TH L Word Group D ixte DB H X
Nucleus % (& < fH[A 2558,

BT, HAFEOA v b2 —v a v ORELRBL I T0d, i
TEHIC Nucleus 2B 2 L2 LML, £ Z0HBEHROECE
fiofiEE EL{ETELLELTD, ZOHENHEEDOA v
F—vavitkdHETHNE, KFEOA VIR - a vy TR
Nucleus Placement & 5272\ &3 5,

BV, % OHERE DIFIERD & % 75 HilC High Level Pitch
RV, TREHAREDOA v P 2= a v icBWL CUEFERE R
T 2HETH 20 ANGZ LD, HWFETIEZ S Tk, HFEL
HAFEDOA v b 32— a VIZB T 2HEROR L OMED 728,
% L DA IE L WIEEED Nucleus Placement 25T E % 7r o7z & 5
A%, (pp. 45-46)
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HADAKRBE T, 4 v b r—v a v icflT 2 5 EESH91cAT
bNTw3LIFEA R, HRAOWEEHER X, HARANKEZEHE (Japanese
Teacher of English, XX T JTE) & A EGEH S BT (Assistant Language
Teacher, I ALT) 225 7> T %, HEEFESIHEICE L Tld, JTE D
FERES P ALT OIS, HRAEELHEDOA v P A—2avD
FEEom EBEboTw2, L LAadts ALT & € 7V & A OREH &
T5E0TIE, CDRT—7ORATHD, APITEASNTWwS LIF
VAT, Ko, ALT AEGEO HHEAFECH T IHE O 2 Z T T»
oGt HAANIGESEE OSSO D LW 5o W CEYICE
BTERVARERS L LEZ OGNS,
Hyun Bok Lee (1997) 32 9 L7zsUc DWW TBITIZEIAT 2 &k 5 icak
NXTWwb,

1. Alanguage teacher, whether he or she is a phonetician or not, should be
fairly well trained in speech sounds. He should be able to hear and
produce the right sound with accuracy in order to serve as an efficient
teacher for students.

2. Phonetic theory alone is not sufficient when it comes to teaching and
learning the pronunciation of foreign languages. Theory should be
linked to practice. In other words, the teacher should be able to put
phonetic theories into practice.

3. Japanese teachers of English should be specially well trained in vowels
and rhythmic patterns of Japanese and English. (pp. 9-10)

AEECIlE, WFEREEEE 3WFEA v P r—varvicldah 730 —
HEDBHB0h, FBICEDL ) CHEFEZHERLEELTVL00 2K
W5, WETIE, KENEEEENRICEXORI LB LFHA L
TG EOBABRIC O VT, BICEHORRICEREYT, FokSic
HRT200%2EET 5,
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2. FEITHR

INE CTOREREREZNRE L - SFHOBENERTIZ, —EXD
MR RBRIC & b BRAMEZRRL TV DL b, 2FNRERH%2
RATLRIEPHESNh TS (1, 1984),

PEENEEREE DR L 72 € v 72 A TET 2856, Mo om4eT
ENEEND, BEPTEROEAFRANGTEEOREROME, £
AT 2RO B 2 FMET H 2 O HIBIT 2 OHEEL W,

ERamIcBT 2 RRICET 20178 ik, BEMICHR S h iz iEftic
o U CHZERN R RITRRELOFICHI 2L db b, 204 A=V E
MoREshfIpHESN TS (B, 2000), 7w LadffFiET
BHUTOXSICRRDPIREINT L S,

(A) &7 LI (B) 71V 2 6i%)
LT — 2 (Ti)
n ™
= DRERBAL S
R T ANDBE
by}

Bounce High Bounce Low Bounce the ball to Shi- Lo

(B) 77 =— (Franny 4 FRann/ ¢

) DI AT A @ \}\%\ 5\
A BB

(C) A b—24 (Storm 65%) Stor~ o e Low J /I
&7 % 2 (Adam 85%) _ NCE Lo ane
L SRS N %O;CL%%Q%“&?WSWW

(F) A # 4 5 — (Skylar 8i%) & F
e 8 i x V¥ — (Chelsey 8 i) DHIE
bons Yiah bons loy, WL 27 4 S
Lans the bol toshilm Jhylar 8

(D) '7“;)*7'4}7 F(Dag;} D 7 N y 1. .
TR)DV—NZAE -t 5
Li) AT A (= ! !

Cheisey &

bounce t‘iﬁ_}\ M low
—_—

x high
F =faster bewnce £

1 ZulbadfffEchly o zEdE s X R~ D E£T
(Gromko, 1994)
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Tokoic, HFEEHEEAA—VKTRTLERNTH-/20, EP
WTH o7z, XFIC K 2 EA ERRA TR H D LT 5,
AREOHFEEH WG, HEFEMEEEE 2 NRIC—FEXOE R MM HE =
o, FRHOA A=V ERRT 202 EHROHMGDR EHE & 0 FAED
ST A ETHD, AETIE, T BEROTREHEE DL O
BROMEEET> T B L6, FAESIMEIWENCETZ 7RI L <
VR %zl 5 2 ENTER Y, DD, BEROR L EHFHA A —
POMED O, 5T 5,

¢

3. MRAE

3-1. AEFIE
YEERFEEEEE I SFEHEO ST HA NS ¥, FDOX I ICRRT 0% D
TolETHFT %,

O D Fof &
- Ot = D A TIRK TR D IEEA
@T &R E LD O—3K

3-2. SHROHE

HEDFHIBERICOWT, FHOBWDODEHIIMREEIC L D EE 5,
AW TIE, B B HEIRIC & 2 N 5 RGP RIE 2 R T REIS
CHIZESINTWwiclz, DINEBEIC X 258 L CTw % O Comor &
Armold (1973) &1 L 7z,
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#£1 HFEHOEKE

TR st B s AR
HF : & N HR : & L5
LF @ {5 ME&3H LR : {8 534

IR

HF : ZHEA~OBb b &, | HR : HECEE 25 88 | %, BIERG.
A, BUE. HAa. =0 B (Eo, HE Bx) | WH. BB,
EULARET. B T, S,
LF : HE~0b b 238 | LR : MG IEIE 2 880F 5 . | 2o Rl
F B, ik k. mE. | SRR, TEL 5b g | RO EE
THEE, ERIS. WLE. | 7. KIFI0. 38455 5
=

R EN

-3 REAE

FEW 1512, EE D KA 3 4 (Teaching English as a Foreign
Language HI%) DEF1044 (B4 5 44, &M 5 4 FEER21LR) Th 5,
COPFETIE, HEEHFEFEOREA VP A= avitT A4 A=Y
IZoWwT, WiEA v b r—vavolftrE, v FEMOA A=
ZHAMARICH S XS k7, MEMOIEIEX, RENOHEEICTHEIE
L7z, HAHEEIcBIL Tld, 23V 2 > (HP Compaq dc7900 SFF, CPU: Intel
Core2 Duo E7500 2.93GHz, A €Y : 2GB, OS: Windows XP Professional
Service Pack 3) ZffifiL., A —A—75 CDHFHE (Wells, 2006) %
47, HEBROMERME, MAEREIFESNE I, MEWRLRE
FMREBAG L, FEEFIEE BRESE2HAEL 2, S0 Ao, £
TEHOEE LEFOMREI T/, 2L C, HROHEFOME %2175
TeRICEBICTRE 2 EEL 72,

Hanld LA - TR - TR AR 3, FEEIEE16ETH
b, IhbEI VY LR LE, 3EEHoSHOFHIEL T, L7
A3 i = i 300Hz~ e ARAE 80Hz, T B3 13 i 15 i 250Hz~ A% 50Hz,
TR RS IR S E350H2~ RAEMESOHZ TH - 72, FHOERICD W
ToHMER TR, HESINES LB L TRl L - BR 2 £33 L7, il

1
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EH D iR, SRoAZIcowT TEFH=1,, "FEH=2,. "TF¥
FAFA=3 1 TN EY L 0EHR Y l=4, Lta—FlL7,
vy FEIC OV TG ORE A, 2F0N5 v A0 5FHEL 72,
BB IGBNE. Box, BERE. FEEM, FHiicow T, EET e
VT4 —OREEE T (FREE, 2013) %175 BOTE T HEICHET 2,

4. R

BEEERIFERF I 3OS HZ NS E, LD LI ICRRT D 0IcD
WTOEKD 3R, OfiEHL #HE. OFW LS 0—KED
3T OFS R L o 72,

OE%wo RGBT —H %2, RT3,
1)

Listening for Enclish Intonation

Q. Please listen to the following and draw the i ion curve {indicative of the pitch
changes), and also write the intonation that might occur in the situations.
“M" indicates “the mid-level height”.

W'm’b
1) Mine 2) Mine 3)  Mine

M M j\ M /.\
™

TN
(BOBATR Sheonn ) st Y dgasrfug .

4} Now 5) Now 6) Now

[ dowsrfnl 11 %Mﬁon\® It uon-‘@\ 1
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#12)

Listening for English Intonation

Q. Please listen to the following utterances, and draw the intenation curve (indicative of the pitch
changes), and also write the intonation that might occur in the situations.
“M” indicates “the mid-level height”.

1) Mine 2) Mine 3) Mine

ey

Listening for English Intonation
1 3)
Q. Please listen to the following utterances, and draw the intonation curve (indicative of the pitch
changes), and also write the intonation that might aceur in the situations.

“M” indicates “the mid-level height”.

1) Mine 2) Mine 3}  Mine

N TR V. A

°
¢ Stre, a"f;f{ﬂff\ 11 qwﬁmwﬁu‘ I shediny el eopifef
Rt New DE—

1 Mow- Miing [ .
L \/V
L
ST SR vy o o ol
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O EH Y MEDERIZUTOMED &7 o7,

%2 IO E WD O IEfRE

TRE &% 2o

W|EE N B OTEE ot L mas

1. Now 10 6.00 2.00 2.00 0.00 6.00
2. Now 10 6.00 4.00 0.00 0.00 6.00
3. Now 10 7.00 2.00 0.00 1.00 7.00
4. Now 10 6.00 3.00 0.00 1.00 6.00
5. Now 10 4.00 2.00 1.00 3.00 4.00
6. Now 10 3.00 5.00 0.00 2.00 5.00
7. Now 10 4.00 2.00 0.00 4.00 2.00
8. Now 10 6.00 1.00 0.00 3.00 1.00
9. Now 10 3.00 5.00 0.00 2.00 5.00
10. Now 10 7.00 2.00 0.00 1.00 2.00
11. Nearly 10 4.00 2.00 1.00 3.00 1.00
12. Partly 10 2.00 2.00 2.00 4.00 2.00
13. True 10 3.00 1.00 1.00 5.00 1.00
14. Soon 10 4.00 0.00 3.00 3.00 3.00
15. Again 10 5.00 1.00 1.00 3.00 1.00
16. Virtually 10 3.00 0.00 2.00 5.00 2.00

* A FIEROMEE RS,

7o, WEEREEEEE DHE L 1. BT DM Z 0 W T E TR O siub gl &
R,

4) Now 5) Now

M —~— M
~ -_

X2 BEAFHICHE L 7R IERE O FLid G
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8) Now 10) Now
/v M /
M 4

3 TREFRICHRE U 7R IERE o FLil

15) Again 16) Virtually

T AN o S

4 TR LFFICHE L AR O SR A

M

FEoME b, HEREEEESEN LAF, TR, MTRLAFON
ENEML TRV LGP Dd, TOT b, By FELORATT
WCEHR— 1D 7o & LRSI N,

QBWOITR L EFOMEE O T L 2b D2 RICRT LRI DED
THb, iz, BHREFEI FEOMBEOERO —HEE2EKT £ 4
DEk5Ich b,



37

#3 FESNEOREROEKDFR
—— TR L5 T W L5738
FHEEE - Now (HF) | 345EE - Now (HR) | SHELEE © Nearly
Order, statement, Question, surprised, | Doubtful, consolation,
el U 72 37 | command, scared etc. nearly finished etc.
demanding etc. (10 AR 7 44) (10N 6 £4)
(10 Arh 7 44)
FHALEE © Now (LF) | JH#E5E @ Now (LR) | FHHRE : True
S L Ao S?mple .question, e.g. | No meaning, angry, Agreement, agreement
7 “in a minute”, reluctant etc. with a st.atement,
“Now?”, “Yes” etc. declarative etc.
(10 A 5 4) (10 AH 5 4) (10 A5 4)
SEDTFER [80% (4/58)  |80% (4/58)  |33% (1/3%)
F4 BIRLHIEH D O IEEHER L —BEK
= Vel H- 74 B R
se3m 0 FH E'\'Hi]i): LIT:O@F%‘ i & H ]\?ZGIDOIE@F%‘ Nzﬁl{f Lol
I. R 54 4 4 30%
2. R(LR) 64 6 % 50%
3. R(HR) 74 7 %4 60% EFIFH42%
4. R 7% 6 4 60%
5. R(LR) 34 44 10%
6. F (HF) 7% 54 60%
7. F (LF) 54 24 20%
8. F (LF) 7% 14 10% TRER30%
9. F(LF) 54 54 50%
10. F (LF) 34 2% 10%
11. FR 6% 14 10%
12. FR 54 24 20%
13. FR 2% 14 10% TR LA
14. FR 24 34 10% 12%
15. FR 44 14 20%
16. FR 3% 24 0%
R=FHA# (LR={&ELFHF, HR=F LAHFH%2 &), F=TKHE (LF={X Tk

. FR="FF L5
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HROGR E FEW 0 FEOBRERANWICR S L, ERMAE TRHA
EEBOEDIL D OPIEMRICR D 2T L, v d ORIEERPED, >
Teo o, THEFFAREEWICEEREMEL 722 L5, HFERFE
WHEIEASTHAONELEETH D, ERAEFZEITRO LS 50 TRIR
LTWhIEBEILNS,

5. R

SEIOMEE Y FEOMED» 5, WIENGEEHIIEH (Y vF) 21
DHREHELCH CLPREETH 2 LR SN, HFEREEA
DORIZID DIEERIMEA - 7B & LT, RE, FHEFEHEDRE DM
., FREHCHEE DT 2IiTbh T ot T EPRE L EEX
b5, MAT, AESMEPEFELPEAEIIBEEMRCZ T vk
Wi, WEEREEEEE TH - TH Euﬂo)#ﬂmﬁ).iﬁfdﬁot?%‘wﬁ#
5, TN, HAGEREFEENHAFEOBKT 7€ v 2 IEMEICH N T
HERT LR THLID LK THD, $/o, AFLAT 2RV b
ThH DHEBEONFELEL ZE Y F OOV THRER L Coirvizd
%otz TR BV EVI T ERELZLND, 51T, HARADE
B EENRE LT (RIE, 2013) L EERERE S LS 3
He T 5 &, RENICEFEREEREE O LR O ME» 5T, Th
X, HEREBE Y F7 2712y b ThH b, HRATEEEZHEIE Yy F
DB TH D e NEZ OND, S5, WIERFEEE IXEE D
REEHHICB VL THRAIE y FESECHET 2 LOHBTH S 7
b, HREAA—VTEILEMEDOROERTH D EDMINTE 5,
Lo T, WEEMEEREIRE vy F « X b L 2 - Hifiiii 2 B e
WIRT DT L, by TFY IR CERRNER, BWRERR L
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EREICHETIL Cwb w5,
PEEERFRERL S L HARANRGEHE O E M 2 kT2 L, &
o LA & DRI CEAZ R L2, BROGRIGEVL IR S,
PEERIEEREH 3 H0E L 72 BWR DGR A S 5 DIckf L, HARANKEGEH &
., EIRE N Ao, FERSEL TSR (ERHREE
TEEF) 13, FHROEHIL S OMBIEML 2T L, @S DIFRIE
iz 7 BEMD H o Tz, T, BERMICEY y F2oH7Z Lo Lty
IEL T2 D IEDIRIC & » THERICEHZ2ILATVWE I EEZI SN
5, FRC T EAFZEEEMEL, 7L A TR EFHO Yy F2h
HMEHRCOWBATH-oTH LR ZLETHROEE 52— TL2E
WTE ol d b5, X510, WEBRERE ITURAE LT3k
MIHITCE R W EBEI LGNS,

o

6. iham

PERRFEESIE A v P A=Y a VORAIEICB W T, —EEX D & D R
WE Y FEATIE, FHICHEASZ ERRETH L LB ThoTe, %
7o. THELEFFIRETZE L > THRETH - e, WEEEEEE
NOEEHBTIEFAG LHEEIOIsNETH D IHEOTRD KD
b, HlzZE, FL LItk CRET 2548 (ff, 1997) 2HLb A
N, SEFRAPELTEBLE, AV P 2= a vy oZeiivcET
HELZD12TH 5,
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FFFRE (2013) THARANABHZHICE T 2 EEOFHOMIZ H—Hi S HLD
TICk 2 —B%—) MEFEHEY) 5185 (HAWEEHES) pp. 431-
440.

MEsEE (1984) Te 7V v 7 off#klyy BE  BFJett,

PrEFREB) Y 2 =0 ' OIgE Y 2 T L—31 R e 158 & Gl O ik —
Wt WEgEth.

At (2000) FFELoHTEFRICh 2 [FROB¥EADEE]) K
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AL (2001) “Japanese EFL Learners’ Weak Points in English Intonation”, T3

%

FEEY B 4s (HAREEEEHYR) pp. 44-54.
HERIEE (1997) THARASCEESH EAHEE L § 2 RP H RO M) THEEE

HEYy ATES (HARTEEES FY4) pp. 333-353.

HERF (1997) THEO FE—EL L X H2z 6050 ?—) DEfEg 51,
pp- 25-29,

WO (1994) THEEEAS » b 20— a Viwg B« WFgett,

KhgiaFkFsEIc > S, ANHELEPTEEARL, HU, ERECREERZ
REBHEHL L 7,
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TR BV Y— EEEREDOWER X T 4 7 i

RN LI I/ S

01. XU &I

F v —-K+3¥—)L X (Nancy K. Shields) 253 L 7= VZEERNE D Bl
(Fake Fish The Theater of Kobo Abe, 1996) Tl. ZSBARES 1)L K -
v'r % — (Harold Pinter) 1Z &k > TED BT SR & A & %
U TR X 74 7 ICHisi 2 328 L7 B2Ei%2 > Cw 3, v —IkH
KET AV A OB TREICDIZVERICA VI E2a— LT L5,
HOEY Y —DMRA T 4 7T E2BENTT 2720 ZHAY VA %2ES I
J. BIGTE Y —DMEA T4 7TDAY Yy REBITL, H5 DG A
TA T CHBELCRELEBREZHO2IC L, KHIZE v & —Dik
ATF4T7Darve 7 N ERBEHRT LD, EYIZ—DariTryRIY
— - T—tEERICLT, MATH T T Xy Lr - T2 R
HL7D, RN DS W 74 74 72 2RolR & L CiiiET
L EDMmD THEETH - 7,

FUY—IELEEE VY — DA T4 T Da v T b ERETT B
i, Evy—0arve 7 b REOT A T4 7 &G L CTHFRERIC
W=, 22T, Fri—0¥EficHEsE>o, HOM»PSE L5 —
EOWMT BRI TR, vy —0BYRA 71 72T LoD, &
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BEV I =52 F B lS,

AWTlE, KEEE Y S —DIRLTeMMRA T4 7D a v & 7+ & i
TE57201c, WIHDTA T4 7Hh 5 HNIGERT % 2 1T & o TEHL
EEVY =R L R RERNICH S T B,

02. Harold Pinter’s Old Times & The Dumb Waiter

HEANE “a0R” OFME AGBRIIEY Y —1F UhrdrikEs
(4 Slight Ache, 1958) . 1Sy (Betrayal, 1978). TE D H 4 3 (0ld Times,
1970) @ RiEEIA 77 —27 L LTI L CT&E 7, KREKIE TEV ¥ —
DENIRGIRBNZD, BIZ Db DB T 7TV AT A v 7icHinrhT
Wby Lok, BRABEREY Y —D ¥ LT x4 % —5 (The
Dumb Waiter; 1957) % FE L7208, TRZH kS (4] - ) ©d
B ETEOFEEBIAICHEE LEEATE S CIIc I L 725 2 T
LT 5, e REL 2,

Ery—id P~ TEOH4y o088 O FHMETES A=A
DIHT UL DR, FHEE0EMOS BEL DAL ZNE
NILATL v, FER20FEBICEBAEF2ELIAADHED B L%
3LV RENEAELHEB 2T WS, rTdbrvid o skhh
Sl EDEISZIEDIEDVED] LDV T EEFS

(1)
There are some things one remembers even though they may never happened.

vry—idHEB Y NZ oo T, BRI FERER, FF 20
SREMNIEEEZ T2, By —13% L OZEDRTZ O RiikE D
LAEFE N RS DEG AP TENEERD Lt L 7> TEARN
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&) U TEMINIOBEVEED 2 R EFL I 72,

BENESHE L7 THEIZC v by ofcid, HEREOTGE
BROSMEE & 72 > CHED GHBICEST 2D TH 208, KiRICH > TR
OB OMENEGANMOERTH 5 2 L BEHSh 5,

LRI R KRR, P EIRE MM CHEFEA DI H -
THHEOHAANTH 2 Z L6 LEHWERZHICELTwT, LI
LUIXZBN 2 Z IR s 7z,

SR O TREARE QRS fEEIC K hE, ZE o TRES Hv =
Koy 1. #— - =27 2 (Karl Marx) @ T&E KRG (Das
Kapital) £HHIL T % £BRT 0 5,

w7 AD TERy ZFHE S 28 #H 1L 7 4 = A F v —2Z (Claude
Lévi-Strauss). 3 2 zJ)l + 7—2a— (Michel Foucault), )L - F o)L —
2 (Gilles Deleuze), HHZ, WHARITALEEL L W5, & THR/INE
PRI CTHEEMR 7 B Clm U 7o 3Pk < ov 7 2 O FEHili 3 B 2 12 b
BH 5,

SR, s TRES A< K DISEy 2~ L2 2D TERH #
HEBX LT LR TWS, 2232 0tERx, 2 & b5)lpE
RINT RXx AN 17507 farkllE L CHBHRET T 25 L8210
BRZTOWHEWERD S,

R EWELSERY 7Y XL EBR LD, R8Ty Ty - 7
Tr X VRS HELZIT, a7 Y RALANEZNERRA LT
Wi, ZDMBIFLTOLHNLEERE P64 77— 27 OfFad
LHICEEAMNS 2 EPHKD, L2 LAY, Zfrsttai®y 71U X
L LN R EEERL D, KA ERFERY 7V XL E2GE
P L7 EEE A v, & LALHOMSFEERY 7Y X LIRERIE
EPEZEHAE L OZERT, BHOT T XXV - T—FOH
FIZEABID D HNIC o TwnozbEZ BN,
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LI E 4 <X a7 2% — (Bramimup BragimMupoBny MaskOBCKuii),
Ly ALK TEAT S22, v v a7 xx—HHZHESERY TV
ALtuay7 - 777 v Fr)l FOEMEEOHLED & 23 THRIC
Wi ot, ZOBREBIIEKIE MBRo~Y a7 2% —; CTEEMic
L TWE2, ZOmMX oW TsL, v vYa7xx—pur 7o
HERFRV TV XLE2D TR, o 2 v L7 Y XLicd L,
ZOREEWTDOTA T4 T7DI LIl EwM L, Z O CHEML 7B
Wieulis 2 EAHKS, BILKD~Y 272X —Hinrb, LEHEL <
Ya72AXF—pY L r=icEL Cukifzills 2 Lk,

LER S KA TR R O [HiE M TR EA L HARA ORI cHEL
TARBRD SEEN TRy otFRIX, By —PrF2oady NEE
PodEN LS L TLORTELALBRKOED &4 B D
M) OMRLILBELTCEBD, F-vVYa 72X =229 =Y v OfE
EFETESC & OFRREICE L A Z ORI N Z e o T ottt
RebHmL v b,

Afgcid, EHAFED TMEIZZ Zicwvwsg KfESNE TE) olit
Rrrvy—o MEoH4y wfFEshsd TE ottRE2HKkT 2,

T2 - =24 % —3 (The Dumb Waiter) D% 4 FILEZD 5 & HTEE
D dumb I TEER N EL o7, DOE TRV, LI ERBH D,
Hittabe st THOET RV Lad, EAIOZREITIIEDA
BL.EL - 2A48—38G LBV, YL U489 —DjloERIEI &
i BEMAI LR —DOHTHEW, OFETHD, LIAVIDFIT~
WWEST 2R LESERCMEIICRINZEICR D, LAEHRD
PR INBTVEEFRDbOTLE D,

BB CALHZBITH D T L - 7244 —3 304 FEED “Dumb
Waiter” IZZEBINGEWRLH 5 2 L ICHEDNDH - 72, “Dumb Waiter” 1
I TR BRI LR—Y— () oB%PH-D, £ TH
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DE TRV, (ME) OBRLEDH 720 LTI Fy 72 (FF)
PIRERLDICIRD, 22T, Hd. b - 249 —DPRLEZREL
72DTIRBEODPEVIFROPHE 2L, DF 0 2ok o 1
DEF VML PEHEOL BN TR TR LEEZREL 20T
BODPEVHIMETH 5, PAFHELRODLPTLSBVOREPS THDE
iz wigfl) (ME) 2 0BE0TFRICOTE-STWwEDTER VY

LW ERE#EIELDOTH B,

BLUEZEORITHSE2H D, ZORBEBRANEEII SR SN0
THH9, 12H, ZOBIOMBGUIEAERZ DS X7 ) — IS iFa L& »
X7:T5h, 2OMMIE T&8H - BEFTLR—%— (W) 230 0
DETHVAEME) EVIRULEEZMEVZL, MRTRLENKLEEZHK
DLEMZRI LI L I RGIREERE 1L - 7249 —y 273
BEicH ERT L TH B,

Yy —OERIEGHIEN S FH2 0 28R 0o THIBI T, LT

HICHELEBALEBL TR, L Y245 —5 OFTEFDOL
NERERIZES>THHN RO, 225, 2 ltd Mg - gL
— 7 — (B) PR LEREFEMFOHBETH > FEHE LV,
B 2T T R D72 6 SCFAE b E O IEARIE T O F 1 7wkt
Thd, L7247 —gOPAELE &R AEHILR—%—)
() & THD & TRl (ME) LoMoEEs 7 Fy 72 (F
J&) ichao T3,

Ty L 24 %—3 OPAELERBZOIRRTHY, E3HOE
rchb, EEROLVMEICFT B0z REL T2,

Ben. Gus!
The door right opens sharply. BEN turns, his revolver leveled at the door.

GUS stumbles in. He is stripped of his jacket, waistcoat, tie, holster and
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revolver.

He stops, body stooping, his arms at his sides.
He raises his head and look at BEN.

A long silence

3)
They stare at each other.

03. XEENEH, V5 —1E TEDRA%.

AEBKIEZ, Ery—F IEoH%) 2, EEEHROBRE v,
e - S5 E &, WD v, WEEEE RS 23 L T, 20084
NH, ZEEORY VA -4 =22y FThRELE, REKE,
INFETlL, ZFE, THE&EE, LT, BEEL, NEEEETK
SILk-oTHELTE R, RBEKIE NBRICAELZ TEOH4y 0
Eo i)z & ZRIEO 7 F&, WEEEM T KIZEE O R 2
WR»oT) LiEoT, ZOHAD VD EDIZ, WBEKIZEFIDFHTT
B0, BT FRBERPLAET VRS H D, By =G L
7ol - F—Z b (Marcel Proust) @ Tdbinzlz ko Ty 4
la recherche du temps perdu) T B2ItiElm4 7 v b - A7 v 2 Bw
ﬁ@ﬁ’f:i)‘%“@i@g)o F¥ A4 a7 A% — ([érp WUnbuu Yaiikopckuii) D
NL— THE®DW (Swan Lake) TiZ, 7V~ FrF+o45Fy MEDH
BEEBOA T4 —VOMii 25, 2%, A7y b+ A7 V&, JU
Bl Th b, BRICWEIHZHOWUET 2N T 25 Vv RACERT 52DTH
B8, 7 F IR E R A OMAYEEH AR TED H 2 EE S 9
KENnd, ATy b - AT VOETFIVICIEZF KR LA =1 (Napoléon
) ICEEEINIZEDPETVICR>Twb bbb, RAEKIE, 7
FREATY P - AT DL RFELL SFERNCRELTFRAZEDbY
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770

FEpH 4y ORZE . BR21970EROEFED FHET, 74 F
74— U —KIGH, 204ERTDKET F OKFHIC OV TEKEE LT 5,
B, Fa—V =BT A FORIGEBEL AL HMED T F OMikE
HoTwd EFED, ROT, FRERFICT4 =V =371 BT F L
W—L AL FPRESRFEE2IDEEYOTCHL, LrDTFET A Dk
R=ANORKETHZEDFS, ZH5L7C, Blic, 74—V -7 e
IANCEDT A b L AR HEEE2RED T LN,

TEDOH% ) OHREIR20FEH OB T D206, 74—V
— 74 P RROMTRERZCPED & 9 BRI TAELTHOAR
Fcirnw, FIZIZHLOPEZ T TR IHKETH-TH,
ZNDBEERATZ Sl LA > BRI 251085 5, 2% b
KEPEEA»LEAL > Z0EBEDIFEPEREZDOTH L, 1
ERILC &SI LT, 72754 POTERER LW RFENIHETL 5,
ERZZDOEBDIEEDPERZDTH D, Lrd, ZAOEIHICIIMZ T
M) 2B b FEATHET L RS0k 725 < 7x b BEIR & A3 4% 4 B IR L
Twl,

TA—=U =7 FTr A FE20FERDIKHELLEE, T &y
723 Dy (These Foolish Things) . TR O ®IUIEEL { MDA ZITEL Wy
(You’re lovely to look at, delightful to know), T 7 )b — L — > 3 (Blue
moon), TEEASARIC LA %1 (Smoke gets in your eyes) 25D WERD W H
ZWH- TEEZEL LT, (p.268) RMNT, 7HE7 A bt AT—HEIC
204EHTR Y F Yy TH#EZ LT EFET, 200 6 20EB0HE, #
BIEHEICED ., 74 MIEOECIEATHYS LEET, L2 A b
WO LERNETH S,

F 4 — U — X 20 E T el THRIE S 13 % s (Odd Man Out, 1947) %
RIcfTo7 L EDFEET 5, L2bBEEOAD ITIFFERNTLAY
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7V RS TG T, BRI B T L ICBIE I — AT
JWT, ZUDBT7 A b ThHote, THILTTA4—U—F7 4 + & BmEgE
TR EPTo BT E o T AR AWVICR D, RITT 14—V
—&. A M- T, T LIEEO 2 7 ) — > O CHEIZE KA OYEED
NWeb e Za—bURF4 =V =74 FOBEZRA -6, BrHE
BREIOHFD & S, T4 =V =74 FORY Fy—vEF v Y NRLK
Hi< 7255, LUEEET B,
TEDOH%g &, T4 —U =274 b &l TREE &S &
R Z EDT ST T2 - T, Bl & BE L gAY, TR 5%k
olrbihsnithe, BATWBIENH D, L) REsE
%,

THE, V—LAA PDTA P E—EOFREIC NI EEIT, LT
TBOEEFEEICT

Anna: This man crying in our room. (p. 28)

COBBARHELR OIS0, Lrd, 7 ORI R IHE
STW3, 7HEED TIPSO LEIAART) LEXIE, Z0%K
THZBOTHESY T T hRoTRTy LE[IELTE S, BiR
—EHTWLD, &0t 1 bORy FIZZ A—fEIcE %, Uh
Eb, ROFMILHE DL EBIFVHRLEoTwb VS, 6T FiE T
O SEEPoTeAlwy LEZLZDTH D,

Anna: It was as if he had never been. (p. 29)

IS, Tl CRREESE 13y TRELRE TR 6hokd
bAINGWITNRE, BATWEI L), OHEEFICESVEIOITH
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5, COREIETFPRILEOFORBICEE LoD LNk,
ik, 2o, BOMERICR T, vy =216 bR
ST DPRT Do e E R o T2 F I < DRERICHE > T
Db LN,

TAPIERTFT 4 -V =T FLDORFHICE>TA-TET, "FAIZ
FBLTHATOEAI D) ERFEL. T FICH > TAFHE LK% T 5,
T2E, 7HE THERLBIATEAD WP oTc) EHoED EER
5DTHHoTz,

Kate: You talk of me as if [ were dead.
Anna: No, no, you weren’t dead, you were so lively, so animated, you used

to laugh— (p. 30)

FEDOH 4y OFRARES L b L, SEERNIC, 74 VOB T F
A>T T %7EBMATYS ) ERBICEUTKET S, 714 M2 A
7o TR EE Z&E) OFEIZ T4y F <> - 77 by (Odd Man
Out) Lo T, —FEO7r—LThh HROHR, OB®LEH 2, THDH,
DT —=LDEHT, BTA FETFA =V =74 FOREEPHHEH
SN, PHTCRICEIFEPEL S, §5&, 74 M LW, ik
LODBTT FEMILLARKET20TH 5,

F4 =) — DK & B L, WIF20HERTEET 5 7205, BOITETH
4 FEFEIEL, ZOBREMBEAROMEREEZ LT s L,

T4 =V —HRE DS IRy R R L& BEE T A AR
Polebiiolz, UNED, BICHSTT FDEDIH/IEDLDE, 7T
(IBRE TRREEE 3B 2T A P ESATRBICBE v, EiZT
THDHBEENEL S, 2% 0, TFHEGHD BHETIC, BT 14—V
=&, A PPERNICHMD Eo LiEo L THh B, TOFEIR, L
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T4 v 7 UREF IR 2/RT, Z0®kIckZ>TEbloH
27 A R AR D CHRE 2 RIS T o 72 &R T U, T4 — U — SR TR
EH I 2RALEE, TAPDPMO Lo LI DEFEL W,
2, bLITA T FEA— AT DN TRWET B L, FHE
BED Y~ ANoLZEDOFICHOLZEDRRET 2 L v Ao
MENEL 5, BRIRO K<tk e, Evy—37 14—V =72 T4
BEE IRy 2R EE, RTMEIEOAD NIV A7 v A7 Z AR
OEMEB AN BZDERL, RICHANTIE, 74 T Fr— Aok
THH74 POFICHBELIREDOEEZREL TV B LML, (p.
168)

b VEORENES, TNIET4 =V —b7 F S HwdE TR
By ERELE, FA P ECAZRDE oL EBHEVWIESTVS
EHHICH B, ZCTREAZDIZ, T4 —U—b7FbARERERZ LI,
WOEDBELOICHENTTZ A FEZAEDEo5 AL X ICHESEZE2 LT
w3,

Lo OB FL & 5 B ABEOLRMMuIcH 2, 2037
A FETFHPN—L AL P THEDTETESL LT &, RAILN
B S hICHEO I T T Wit wWHNETHZ, ToXE
i THEOH% ) ORYIOEGH L REOGHTHREVIE LT 5, &ED
BEHICHTL 2BRET4 =V —TH 572, REOHHEICHTL 25813—
B DPRENTHEL D AILE>TWVE, %59, RHOGIHICHT
CB5HIFT4 =V —=—ThHsr5, B, 74—V =2EHEICA > T,
TAMETFPLVAETZ VRDEEEZ L TWE0E R TT 4 —VU =2
JHICR o7 E BN W DR, 2zl AR B ICEOR KT
TA M THELHRICE o7y EEAD, ST TEOHL R
DIV R I<hs7 FoEELTHORERZE VY, HETIET F28
BRTICHEEMIATEDLDOPRA 5D TARAREA A —VKD,
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BRI I8 72 B R > e D L v I MEICRE 5, & L BEEH
W74 PLDEGR»-o7ETHIE, BRWEDT F7 A b E—fEicE
TIREWITARVWDTH B, EBEITIZT A MMy LaEZ DI, 95—
MNINC 7 F2JE 2 L v S DEFFEEOBED?, Svidiks T TEi AT
Wizt FILMEROTENRBALHRD 7 P BLEHTGEBH D S
%,

THPETHD EFRC & 2 L, HLEHESF I TIMET S ETH
BOHITICEATY S L v, FHEEIO =B OMEIEE OB, 5 R
2L, ~FEOEIMEREELZEL, OB APMELEITTEAR W,
oD/ APELEITE E T EE2RT, ffoT, L LEET
FiIEZOMDATE VLD LWL E VI FERPIREICELTL %,

BT, 74—V —RBHEDICH Ao REfHEcEEor -V Yy - Uz
VA (George Orson Welles) 72 & FFZ2ICE 2D H 5, MimT 1 — Y
—DFMREFTM DY a — 2 DA S, B, b L Lb I OBH
FEDOBIHED SNED A 74 7 (W) @ & 5 2B F AR 2 BEH
ZEHbLTW200d Lk, B0id, Zhiz— A AMOLO T,
TA—U—=btA =V DV APFEFLTCHIREEZELTOLDH
bk, 2L, 74 METTOHEEGIRCIEXRHTEEEL L
7%, B0k, TOHET 14—V —DODICHEREBESECZOoD D L
nizwv, s, 74—V —@HEDDPHEEA -V Y - T2V X% 5
bl BT RS, 74 PO HDWE T FOHIERZE > 725 b
LhnwEEuHTH2d Lihzwoz, 2Fb, b xd EEOE
T W TWED, BlofERThwTwsFr—U—t, Lo Lk
SR AP D Lz L v i T O 72 BEUARR 4 U 555
HLEFREH Db Lk,

T A=V =7 FIH o CEFIBIZ 726 LT Flexo %
Wb ERMESEED, ROT, 74 PPART DI LD, BAD
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BHEEWLOEDLITA FPART 05— AEb> TS, L
{, THLT, T4—VU—=ET7FIEZANEDITH D,

B2RTIR, BET, T4 -V —tT7FPa—t—2HATVE, T
4=V —RET7FERAETHE S LENH L LFEDL, THET7 3%
AERTVWEEZ S,

Anna: Never.

Deeley: It’s the truth. I remember clearly.
Pause

Anna: You?

Deeley: I’ve bought you drinks.

Pause

Twenty years ago ... or so. (p. 46)

i 74—V —&7F L ORI, TR’ 22 3 A% DTEE
AW L o e EMEYNEL B3, F 2 —F 7 (Anrton
[MaBnoBuu UexoB) D KT < T &y (Yaiika, 1895) 12 b Ty 235 % 73,
EV?-@F??@F%JEH%QE5$5QOEW5@H\%1—$
7iE, BIERTH % LRI, BEHEPRAFL L ToBHALH D, F
PRI L > T ANEANE DRI IBIRERE D EDEVERS L,
ZNIE S TEFED L WVEWVHIR I D LEWAE TH) PETTL 2256
Ths, LrL, Ery—o TH) &, Ko TH) 125 b R
DEEE U720, vt TE) o ucilEEwLFEO R E L2 0 T
5, ZTORERYE Y —fiko TR, 2%, Ficizxzo Ty k-
TAF G TR 2 A RATICHN D & 51272 5,

T A=Y —DFFIC KB L, 206FEFT, BT 4 =V =BT FHILRo7
L&, Bwuxh—7%L, But—9—%25ET, Bty XFr 7ol
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TR LFEICWHIZEHES, Z8T7 T35 14—V —0il%a& T,
PLEZ D, UhEdb, 770 T, LEZZ27-0, AR TEZ TS
DTEZOE LR TEA TR L2Dhb Lk, WTIhicLTh,
04EHORREE S5, KEEDETHVRIFELIBATLIETR
v,

Ta4 =V =i, THIAS> THELDAA— FDBEEZEHL Tz L
5, Lrb 7FHET 4=V —DBHERD 5T b E Lsr o7t EF I,
DFb, bL, THA—V—DEPRYEZLETNE THERSNTHS
HILR DWW I LWLk b, EXMRT T4 — Y — sl % Tk
LWiky ZE&EZ 5,

A2 AT T+ 24y (The Twelfth Night or What You Will, 1601)
OHT, A=y =7 —REHM, BELTwET 74+ 505K LMkL
BT, MEFRICT 7 A A S OHEEZRTROEIT LS L TREET
LGN H B, TOBPHEA—> — ) —REBREF—U A ICEEL T
LHEDT AL IR UEEFRICKREZL, TORBHRLIAAZ T 2
HTH2, 20, A==/ —RBIEESICKICEY, HEELT, K
FE ¥ — Uz]’f&i&‘é#%li%‘kcim*ibtﬁ74’7]‘7M’]o“(nnnlil:ﬂ
THlT, 2D, THEOHAy Tk, 74—V —R@GRITE BRI, 7
Fhos TELVWEE EESVLOBOFEEED NS,

ZofM, 74 bRAETABFTH D, T4 MIEERT, LA Dk
WEIICHEERCIED D, DF 07 A P OEERITEICFE OV & S Rk
BBl s, L2bd 74 M3 Es CEOMRICWS &5 BERIGE2ELET
W3, E£lz, T4 FPIENEED SKFEETH ST W EH, Znidr
A FPIKOFEDOANETIE RV EEDbE 25HITHS, Lrdb, 74 F
DERPMLDEL T H 5 E DRI TH %,

T A=Y =7 FIT o T, 204120072 o 72 & L, 513405
BLZ D, SIRICKAFZEAT->THHDEHELEDL LB W EFET, 2T,
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TANPREPSHTL %, T4 =V —1F THLELLEZ vy OH
RO, T4 FOEROELICEE 20T T 0D,

THE T4 M RENIMEC VW, EEZ D, B, 7HE T
A FPHARTH D ECAVSGDIEDLLR OV EWwH, THE 754k
WD TE> -EP LW LIENGTE 72y LiED, BT A M IETO
<7 v v 7 iifilk (Bronté sisters) D & 57 L T ANBH - EE D, L L,
TA—U =k, TAFE20FEDRIFEEEZ LENE, T A FIMETD
WTHoll LEASLBVDOEIFARTH 2, HEI S IHIEFLER
FIvDEMTHoTOEVZI M L, 22 Th~ > (Homan
Sidney) 13 T H4 3 odrcid, KRIZ20ER L BHEDSHEFEL T3
LIERL T3, (p.26)

WL BEORBNESEL S EZ 2 LREOA—BUIAEHATH
B, bLlhLb, Evy =374 FPRHDIRTH -7 k%2204
FRDF 4 =V =R LEAARE DS, 714 FPA LT BT 720
MWHOLETH 2 LEBHLI-O2 b Ltk v,

TIBTA PO FEERED TS—F A I T, BARAS—Fodh%
T gEizARkT 2, $2L, 7FHoEHEECZTZ A MR %
5, flifi, ThEREVEZT 4= —R3EDOTA FBHTO T ERMOL
WPBOTGEEH TR %2 02H-> TEL, EPEBRIBEDOHD
RKOFT 4=V =PREROTE LRI T MFEREO TEE Ho0, L
HIBIFOTEHELEEPOVEL TV EWIEIKFE2H > TEHI A5,
/2, ZOMEIIZY A 7 A7 (William Shakespeare) @ &b b X
Tk Ly (Alls Well That Ends Well, 1603) T, KD/ —+F L
PROBOHFTEDONLF LFH S THOLWS A 7 ERZ LA
WIAATED RO TV, BIBTFROMHFENIETH 72w I FE
otElz R I N TELGHEZHECTSE 5,

KOF 4 =V =PEOTE L IZHS TEFRO TE LELIAALT,
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FEOPNELZROO TV E LI BIIKITED 2H > T, HEEPICEDTA
MIEE R LD W, ThED, EBICE, LAKDF 1 —Y—
DHDH o LEHEZFLDIERL LE-T, BEEESLESDTIELRL
7259 b,

Deeley: She blushed at that?
Anna: Deeply

Deeley: Looking up your skirt in her underwear. Mmnn. (p. 61)

ZNREFTIER, THIE, 74 ML TER2ETHE T — ) —
S L THEICBEDORE LD, £/, 74—V —F, 7+ A b
oEAZEEoFR T TR L S, 74 FEIERoFTTT FoEA
ZHICH, Thid TROD LTHIEETE Ly DRy F - FU v 22 E
Wil Z EH 5,

Anna: ... She could hear my voice only. (p. 62)

TA—=U—E7 05674 b EOBREREGT T2 AGERARM 72 Kl
BIfR7Z ) Lwd, ZhIFBAZELZNE, T14—VU=2, 74 D TE
ENALTC, 7FHET4 =0V =7 A b3, O ZABEREBEL TV
ERDLEDPHKD, DFD, TFETA PEDHTT 14—V =
Bile>T0w3DIZ, 74—V =0 THEBENZIGEER, LS50 T,
BEDECEFIGEICRZ2DTHSS, Lrb, 7FD, 714 —U—
A>T Mz bROMELTLE) EEXT, BUOBEOEVE
FORICRDDTRBEVES D D,

T4 =V =374 P BREBERLGLIETH 2% S RMRIEREHEICT
LT LRI LBARICRITIBELET S, 58, 7774 FOB%2FF
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STZANEZUET %, THEOH4 1032 TTHEE RN T2 1 (Brelfth
Night, or What You Will, 1601) ® X 512 THEOH %y BAEEEHL 725
Tehrdb Lz,

BIEHET 4 — V-7 A b7 F L a—t—2MALP 5 Lk
2, Lodb, Zoa—t—d—HOEEOHEE2 L CENE I4 <y 7
ANEFED DD —FEICHHEICT S, Lard, FWRHCENZY 7 L1 v Ofk
HEH RO S, 74—V —3HEDLLT 7 F ERAZFTEROTER
BT 2, LIRDIET, 90T, 2060 F 4 —U—3 74 F7
FoORTEPREHLD S, DD, KANFEHATLE - LFED,
COLTREICT4 =V —DFFFELL RS, BT T1—V—1x T7F
B4 MifbiF Tz oTidkwd EFED, UhEd, T4 —VU =&
"7 F 97 4 ML T D TRELSHEFE T A PR ok, LEIET
2, LELEME, 74 —U—d—A0LWEHFICL 22 5HFH—
BT FETA PDEELRDOI I HML TEoTWLL,

Deeley: ... She thought she was you, said little, so little. Maybe she was you.
(p. 65)

T4 =Y =374 M2 T F 23574 =) — 2 EIC o7z DD)
Emhd, $2L, FAME 7974 =V —%Wwichbblcroip
5721 ERIAFHELIBEREET 5,

Kate: She wanted to comfort it (=Deeley’s face), in the way only a woman

can. (p. 66)

TrEL, Fa—UV @G kSic, ¥4 ricrAaw 7 FoxH—F
ZH IO FMAEBETOWEDLD VT T ) ERERHALH LFH
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O E2%E-A LS LTEmR5,

Deeley: But I was crass, wasn’t I, looking up her skirt? (p. 67)

LL, A=Y =BT A4 FDAI—F T4 FPDAI— 2BV
7FERELEZEE, DLW T FBHBILCENBT A FDRAS— T
B2 7FDRAHI—FEESVIES,

Anna: (Coldly.) Oh, it was my skirt. It was me. I remember your look ...

very well. (p. 67)

CDBGETRR, 74 MEFE 5 TREPBIMMA 221259 L 72 h 0D
21, FAPMRTIPESK DERIATZDEDP S, ZNIET FDOT
BCTRELZABWEER D,

Kate: (To Anna.) But I remember you. I remember you dead. (p. 67)

TAMRIEFICS "7 F2IATE S IKRABICR-72) EF I,
TATOERICK D E, THREARPSENT—L LD &SI LA
iR 7epD X572 DTH B,

Kate: ... I leaned over you. Your face was dirty. You lay dead, your face

scrawled with dirt. (p. 67)

TA DT FERBATHEAGEFIE, F—HT20EHIC BE S 9
By FERREACEHEEZBEVWHIE 5, ZOR, 7 FHIZBRICIA T
72D d Lz wn,
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Kate: ... the grin only split the dirt at the sides of your mouth and stuck. (pp.
67-68)

R, 74 Mg, Hrb 7RI —Lv L ThHrHrokdicEAFIC
B, ESE THOMHOJIZOUR ATy Ewnd,

Kate: Your bones were breaking through your face. (p. 68)

74 POBIZRNANBIC R T30 0 TR EEFOFERRTTCLES &
VI, TOMEIEY ¥ =2 DT L WBIT THENHT TEOINT
NIRRT BNm2BbEs, KT, 714 MIT7FDOZELEERL
T3 &5 EAEEEEICT 2,

Kate: Last rites I did not feel necessary. (p. 68)

A PEHEOESBT FTH IS LAKRVDELL, 74 FIFGE
HIZI2 o727 FOAREEHL DMV R ATHIPDE I, HEDE
ZiFEO 5 EOBERE L TART %,

Kate: I had quite a lengthy bath, ... (p. 68)

T4 =0 —=bRAT A FDORVTRAFICKR D 21T 5 LI 7> T
TA PAKEET 5,

Kate: He suggested a wedding instead, ... (p. 69)

T4 =V —OREIIME2E®RT 200, bL2LbT 4=V =7
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FICKIB L CREZEL BITEEL-0» b Lk, EBTPHC Ak
KIBIZESZIGEL 200 LA WVLDTE,

Kate: He asked me once, at about that time, who had slept in that bed before

him. I told him no one. No one at all. (p. 69)

T4 =V =BT A4 P> TRy FIZHEPBEC Wiz Eamhd, 25
TAMIHEDBETORWEEZ L, ZHIETA M7 F LORMEL2ER
LBELEIEL TR Lk, Lardb, 74 MET7F LD
BFELT 4= —LDORIBLELELHEITHVWVLERESDT, T4

=V —BRORO XS CHEH LA NTTTONEHDLDTH S,

Deeley starts to sob, very quietly. (p. 69)

COTTHONMERMEERLTVIDEAL D, Bo 74 P37 F
LoE AL THERED LI, T4 —U—IZRTIRZ &L L#T
REZH IS ELTw0rb Lk, 2Eb T A PP ABLIZDT
4=V =BT E0REZF TR ERLTVLLDL D
LNBWDRZ, 87T 4=V =0TT o ok, BEEEE LTAS
25, 204FERNICHEOFTT TN TWIENT 4 —U —Tldad
STREAEIDEVIFEOIHOFELGZEBE T LS CEbLNE, Ly
T4 =V —HPTFHEOLIICTTONEELHEVET L HEZ DBIDMR
PRI DTz TR RVWEERLTWE LI THH D,

BB, TTREBESHOL T4 ==t A PO ANicEEA
T h, POTERTICE %2725, 25 LTEANE 0%
N PRALTYVILA Y LIBD 5,

Ery—o TMHFEoR Ly 13, Bhol~7z & 500, FEA 1947 FEE D
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WEE ZND 620 MEFEENLELTwD, 25T, T4V
— A PRIFOFKIT, 7 A FH0LERFNCIV—L AL NS T FH
20IkE, 7HiE, BlORRBICIFIEA THIGRD Zoltr 5fE4kR L Xk
LDTCWED &S FETH S, N—F—F + > a— (Bemard Shaw)
DK I= MGELDFy (Heartbreak House, 1920) T, &5—JIH FLHEHT
AL, NI =Ny v NA RGO EZALHROT VT F A
204ER D IIFET 2, TOT VT FRIE204FES BEICAERE 572D
PHOWMED LS BHEETHY, LTI T FRARIXV S THETE Ty
A Db #RFELHTL2EOLATEEHEL T %, Lardb, TUT P&
WF20ER D IR T 2 Llfiny vy N RADKRAT ¥ =B L%
T2, 2HLTARZEE VI —PEVLTFE2EZIHAE COTFL
TUT7 PR ERFF IR IKT 29 A THNRICAZ 2 Lk
v,

BV —DREELLT A=) =74 T FOEABARE, v a—
PREREL eI =Ny v XA RAET VT F RO AR ERD
PRITW» S

Ery—p lEOH% ) ORWTEOBEGEENIFEEARBMLTED,
L2bTEOFORBEDOE T4 MIBRAPETHE, WolEd T
DOFRIDEB BT 2HICHENTERD L S HMEZRBLTED.,
Lo b Z O ILIRTICEE WD 72 & 5 CTIFHEN TEDIEE TR T
Wb, D2FDEVI—D THEOH%Zy b a—0 MHELOZK dH@EL

TELIBITH %,

Ery—of THEOH4y BB¥Ichs L, ERPLRT A M IEZER
Fa4=U=tT7FEHEL, F, T4 —V—ETFERIEL Z OB
#Bﬂm&<¢éo@ﬁf%u@ﬁgwﬁéu%&@ﬁ?&%fwf\
FEEDFEIC A5 7o DD O, 5k 2 2 EDHRER L, Ly
BELDE I RT VT KRNy v A4 RAMKIZ, HEOBLIH
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LoREAZETERODP L TIDO N7z 2WHELTLE 5,

THETA PE—ADANIE AN TR HEED XS ITA R
b, WHIEYFILENA FDOXIIT, H— AT ADHIEH A D IAA
HELTWwS, BxoE, i, 7%&7%%@%Kﬁ%%wf 7
FREERICED E, TA MIROFTORBGRE R D, WA FAERIC
BBE, TFEBEOTOEBRICKE S TLEIROKFEPBOELZ, %
T, 74—V —WB7FHE7A P2HFICTHLEE, £5THLLY T
NEEOREROH — MV — F2EFICT 2 L5 MRICKEZ, 2% D,
FA—)=PBT7FEFELT0BEETA MIZOBI R VEGRE %
D, TA4—=U=07A4 FELEFETEET HIIILATEARICZ S,

TFETA PORRIE, ¥V HEEDOT A 7L (Demeter) & L
+ 7 * % (Persephoné) A} T- DGO L 5 TH O . 7 HIFEFRICE->TH,
BEEOMT A TV S 721 ERF LB L 7RV & 7 + 2 2 FAE
T3, ZOXSIC LT, THIPMBHORBE L THEARICHETL L
EYWESED, L0IDIEF, TATVZEBEOLMTH D TEE2RML
TWL5DT, RV 7 F xPEFICHNESNTH, AP L%
7432 ERZODIREFET 2NV HE20ETHD, EoTr A + 23
KRR TED DD AR L THEZELLILLE, ZOLE, R
e LTCEDLMT 7u 74 THMAEL, AR VL7 4+ 2N _DD
IRPFHAET 2 LTI TH VL2 AN,

FMEDOH%1 EF < OFICBROMEIEDIE L LT 2D HEE
MO EDTHD, T4 —U—=,ETA LT F I CURER &L,
ERT, T4V =74 FoBERGRE, TBEICH T 2ERED
PEu N—F - Z2— P UDBRELGEIRHCEAE I D) Lo TWn3,

Deeley And then at a slightly later stage our naked bodies met, hers cool,

warm, highly agreeable, and I wondered what Robert Newton would think of
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this. What would think of this. What would he think of this I wondered as I
touched her profoundly all over. (To Anna.) What do you think he’d think?
(27)

ETAT, BIHNLEY a—D HELORKy T 22 hH v
Hix, EROL BRI & 5 RERTH B, ZOBBRO~VH VD
FHRICHETE T, “B” ORI —LIBNL XS L35, 25, 2h%
WHELEIETZ2DENY Y NARATHD, Ny ¥r 31 RAEE

DABZTY —ICED B, PHTZY —DRYDBANIEI Ny ¥ v N R
ANDRNT G —TH DRI D, Ny v A RNZT ) —DOfTE %
RTC0EFMO RN ¥ =L ORFEZBOET, ¥ a—3RHZ2#5 &
WT Ny e N RAD0FEFOLEEZ T WY — & LTHlo 72, 725,
vy g —id, 20RO C, T4 —U =7 A FOEEHD
BIfRZ. 20RO —L AL L DT FEREHIET, T4 —U—L7T
FETATOFHE LU THEAICHEL, Skl koic, 7737 A
S MERO 7 ey 70k 57) Lwd,

Anna I put it down to her upbringing, a parson’s daughter, and indeed

there was a good deal of Bronté about her (Kate). (60)

WolEd, TELOR) DIRT Y —13y 24 7 A7 ZRIcHivi &
5 B D OEMRM O LT, T4 2nmy (Othello, 1602) % Fdi L
TERAZEES O DL SNy e A RADERAY & —DFEBRICE
zd 5,

TEDOH%y TIE, T4 —U =374 FEDHE Ml TREE X
ey FolZticofrs, iwrviz MEoH4s & URES &
L OMHERERE mHICOI L Tw b, (p.167) Lad, Blhs 4 —
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U—ix “&” ANEo74 o2 LEEHRORNN—F - 22— LR
—HLTHERMF LI L LT3,

CCCHIEE DI, 204ERTNICT FONL—L A4 Vo4 P Sy
BEERIUTHB70ICiE, WALLSHTZ A FPEREALZE S, 7
A FPOFEOHIZMEOEGRDO L 52, 74 NI F 2 TMHEESTILAT
LEoTWV2L9ThHoRIERLR, BkHE, TD7 A M, B
DOFOFET N—F « Za— b UG E L THELARLTHZ D EH
C&oaBRICH 2, Lard, K25 H2 L. 206EE D 40800
7, 204ERTO T F EIFHEARES 5, T OEET 20407 A B
Eh &) EMEOBN—F - Z2— P OMEPEE L SRV K D ICH
FITWFHEEL B W20 TH o ED T A F DEBRTH 2,

By —2fini T4 == A LT F oS EEOMEY:
BELD, A&, Ya—o MGLOFKy THya b—77—MhE
DBOHDENTH 28V THEZ TRUEORE Y PRI LI LIXAED
5, L2bZ0REOMEVEY 2 b= 7 —2bIT LEEZ TV 5D
DEIDGHEEV, avy - A v (Colin Wilson) 25 T4 AL b
(The Occult: A History, 1971) T HELOR) oW THFFL T w3
koic, BohoiBIR-> T Th, B BREEAMKED & 5 I
@Té#%&@@&goa:5f8y9—ﬁ%<74}®%é\%®%
FCTHHEBIZHY B ER-Tw2 L5 TH D, 5, HokticiksE
BEEZ L 72D X 512 LT, RoTWwier A FASRUIE R O TEEIC
b, M. T FIRMICGRICAE DD & S I AT E - TEHET ED
Wk 25, iR, 7FE20FHMOEOH T LorFfEE T IET
HBEDLDEIICHARD,

AP ETFORRIETFATLERLE T 20 X 5 BEFER. b
L, AbeHEE2HES LabEA—AMEEZ DT LAHRICKR
b, Hickl, 2OZANOLHEREZ, IO TL2bLAE T »OERz
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Bbe 2, i, 7HH7 4 KO FHEERS, 7FH7A b OTFHEE
WTW5D%, hOBICALNIGFEE2 7 A PR T F 2 oE TRV, &
ERODD, ZOEMETRHE, HEEOLAET VEFREEREIE 3,
OF b, REWEMCES> 7070k 5 nEED 5 Mh, %2R
TEHETEZHRALCHBOHIBEL, BFFiC, 71 MIBRO XS %7
FIMELHTOTELZELERAT, ZOBRTTIHZOTEEZRTE
MEDEIWICKIG L% A4 MICeESE, 2O LTHELELTT A b
DHEEROD D, TOTRHIEHBEERT, 74 FHRMATCHLTT 3
Bifran kb Bbhsd, 2hwi, 74 b ORMAE AET X,
TENEVAET VTR0 XS ICBbh b,

fhif, BHTERER 7 A MIERRTTHO & 5 5T 4 — U — LA
LN T 7 L OBREfi- 72 & 9 it Tw 3 Jeichith X 5,
FTA4=U =74 b7 FOBRERCCAORERFED & 572 LM
BOXIEHL  TFET A FEDPDOTIV—L AL FTHY TLTHD,
FA4 =V =B AL A= b=y TERFBERESOEEZ T
BoEEERIT,

T4 P ETFORRERLIROBGRS., A—AYOSTNLA A -V L
LTRTWE, 74 PETFDOANIZ, FIL T AHKITHE S 72 B &RIC
AT2HCENHD, ARICATHEEZE T 2HS LIIMMEL» E VI,
HoR—fofEz R L Tw 2,

BUINT, 74 PRIVALLK b T4 =V =i "7 F 3R> 6 FER»

o) £,

Kate He asked me once, at about that time, who had slept in that bed

before him. I told him no one. No one at all. (69)

T5L. THETA FOBRHEICBNL LD, FOHFICHS 7l
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ELTCORDED, BERED X 5 ICEERD W HBHERD & 5 2 E i
ZEboTLEI,

B L7z &k Sic, THEDOH%y OFFRT, 74 P37 Fd T4 —VY —
HFIGESH &S LT B, BRI VT 4 — Y —3iF ey ZAHT
FRVDT, FHOEIICT TN TEIEHTH 27T, kerp
Bhid 2 X910, Ery — 3 DREEEEE) Kdbsrya=— (¥
I —LA+ AA A James Mason) ¥ ¥ R —v (F¥RAU—V 5
A 7 v Kathleen Ryan) DORERS — v 540 5 > D BRI RTHICH - T,
FEDOHAY TTZA FDBF 41— — &7 FICEBCHIEN 2 TAZ2 F S
<t EEWCHEERLEZ 2D Lk, (p.167)

BT A METF 4 —U =7 FIcBHENT, 20, BFickhs L,
MRS D7 A MET7FETF4—U—2FicBo6R &5 ET B, TD
WHRD T —<EEY Y —DEETREEBHRAD R S0 =METdH 5,
FI<D=ABOMTEL 2RFIE, ZAD>E—ADPRDTHEZD
TEZDS>b—AZHRL T, ZOREZANFEFHIEN S L v S dily
BEBMTH B, ChIEHOERICH-7FS<ERTHBH, Fo~
D=MIBOHPENTRE 3G L EZNTVE, 74—V —0DF
A MEIR20ERTICV— L XA —F ELTT F LBEATES LA, 5
Bz —V—%2K->T7 A bETFOMDESENEL B, 25, B
WCWEEASEC D, 74 MEF 4=V =7 FRITEPLTLE S,

2 THOHA XV T7HERCH 2 EHEERL TS, T
SARTCATHAADIEE LTHRD . E7AEDZEA TS, KINFEICK 3
LHUOEDBERD, o TT e A4 FOBERE XY T HEEDOT A T
)V (Demeter) REFZ2/8T LVICR B %6, 7F o HIciR % Z L i34
EHATODIHRICKR S, 22K LT 546 THEOHA 1 0RBEOHET,
BRICHATZED T FREEMEATOTHZDOT FHYMNU - L FHE
EHEOTVBEEZTHEDLLL R,
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04. Edgar Allan Poe

LI EIEEM O T KA — « 75~ « £4 (Edgar Allan Poe)
o TEA) (The Black Cat, 1843) %A, R EBKELIMICE LN
M TN B EERZ T 2, R4 D MEnE 5725,
(The Man That Was Used Up, 1839) THi\:72¥a v+ AB:C+2Z2 3 AN
Hb, AIRF, BHOOWEHPIOIALDOTEL2HTHS, KAE, ¥
a2V A-B-C-RAIADEMEMZFHHL TV, Yar-A-B-C-
RIAP, NINT ol EaEILICRE LT, AL BT
— VWb B,

Strange you shouldn’t know me though, isn’t it? Presently resqueaked the
nondescript, which I now perceived was performing upon the floor some
inexplicable evolution, very Annalogous to the drawing on of a stocking.
There was only a single leg, however, apparent.

Strange you shouldn’t know me though, isn’t it? Pompey, bring me that
leg! Here Pompey handed the bundle a very capital cork leg, already dresses,

(9)
which it screwed on in a trice; and then it stood up before my eyes.

AN HEnE S8y oFcHifw/izYary - A-B-C- A3 RiF, 7
4Yx - F-U354y (Villiers de I'lsle-Adam) @ KD A 7y (L’Eve
Suture) . 1886 R I VALY DH I T T OEHHICHL Y I LTWw5,

~N—F « N b —72 (Bartok Béla Viktor Janos) D= &V AHIH
et HTH st ThiE, F4DYarv - A-B-C-RAIRAP, UIFY
VORKDA TR, EISRIVA DT TTR, TIVTILy R VxY
(Alfred Jarry) OHBEMED X ICAHDA A=V LYY 7L TWD, T
Y FL -+ 75Vt > (André Breton) 3EMEXZFAL Y 2V LT U A
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FTH o, BEPFEITH o B ANEDY 2V LT URATA v
AR L BIGRD D D RERIV 2 R A 134~V F T4 Thhare b
TENRSTV 5B,

05. Franz Kafka

FEREH 7 H (Franz Kafka) @ Uiy (Das Schloss, 1926) 2 T8y (Der
Process, 1926) 7» 5 i TGN 2 B ICE I NS KW E L2 Z ) -,
2 ¥zl AHI— 2 (Michel Carrouges) (3 TR E FH OBty (Les
machines célibataires, 1976) T, 75 7 51D 25 j (Die Verwandlung, 1915)
DEHRE<ILEIL - T2 % (Marcel Duchamp) @ TKH 5 2y (La
Mariée mise a nu par ses célibataires, meme, 1915~1923) ® FiRIcH %
7Yz L OEICELEZ fER L T 5,

Pourquoi, par la Metamorphose de Kafka qu’il existait une singuliere
identite entre I’image de Gregoire Samsa change en vermime et cetteautre
affreuse vermine suspendue par Duchamp au sommet de son célébre verre:
La mariee mise a nu par ses celibataires meme ? Alors qu’en outré, Gregoire
est suspend, lui aussi, par moments contre une vitre au plafond de sa

(10
chamber.

AN =Y 2ld, TavyrricEs, h7Hh, V—+t)L (Raymond
Roussel), ¥+ U (Alfred Jarry), 7K U % —)L (Guillaume Apollinaire) .
% = )V X (Jules Gabriel Verne), U 7 4 > H % —1L X (Adolfo Bioy
Casares), @ — kL 7 &> (Le Comte de Lautréamont), & —ZBEHK & \»
Sarve 7 P CRENICRE TS, Yav - 3= 7 A 2 (John
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Golding) & T=ntn « Fav vy v WhoMBEELBICK > THIC
ENrAblg. & Z by (Marcel Duchamp The Bride Stripped Bare by Her
Bachelors, Even, 1973) ¥R 1 KA 5 A (The Large Glass) T, 723 %
v T B E DM (Les machines célibataires, by Michel Carrouges,
1954) %ML L T\ 5,

In conversation with Piere Cabanne, Duchamp remarked, ‘Eroticism ...
replaces if you like what other schools of literature called Symbolism,
Romanticism. It could so to speak become another ism.” In Duchamp’s hands
it has become just that. The Large Glass continues to preserve its enigmas
intact, but it is as if having given us the literary key to a greater
understanding of it by publishing the Green Box, Duchamp, forced to admit
that he had been artist all along, felt obliged to paint and sculpt it ‘back into

1)
the world’—and into art.

Tavy A7V MGHEOHW Z0bDld, IT—VT4 7
DIl « Tav vy ELOMEEHIC K> THIC I NIAUER,
SAby) OMXDER LI RR L, $/o, Tavyrof 7y Uik
FOWW &, T4V = F - Fa—TD el Favry
(Marcel Duchamp) S HEF DO M)l L)L « Fad v g =kl -
Tavy vEfERbE OB LDELRDL, HL, AV—Y 20 TlE
FHOy X, HLETH, FERTHD, YV T U RLNGATY
BTV, ZEI/NRCTERZ T TR HEOBIN % 1 b Bl EE
BTaAVYTYyRIY— 7 — FOREZIEAFEHE L, Z OREFRLEFE
ORI EBIMEIE T 2% D777 X% L F - 7—F LD
B BEREENTIED D . H 7 HOARGEHRER DA D &b 8N
D)o bERTZINT,
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06. ZERNEE TEES - HILVEKDIES

LEE TRES - A< KOWIE) 2HELZLEE, VAR - Frall
Lewis Caroll ® 7Y 2 DA 72 iy (Alice’s Adventures in Wonderland
1865) % g7 Y 2y (Through the Looking-Glass—and What Alice
Found There, 1871) @& UHICH 7z, T7 U 2D RBEA Gy Tl&7
VZRRZBOHLFI TS S BICNICEBIAARLRVEECHEN S,
CORDONERIZT U A% HEAEE TR T 2 Ml 5 IR 7
V2AHEOHEOAMZELTWBE L LRTE 3, MHEoTho7 ) 25
E7 U AHFICHDY FENEOFICT 21T L Ao T L & o ZffRoft
Bz,

BEEBERIZLAFILE - 4 - € F (Leonardo da Vinci) 28EF -
¥ (La Gioconda, 1503) DHKDONE 2 E . FEEAEEE 217> <
SEONHEZ2FHRKE L THERLLES> T3, $RBEARATH S
BHKEHE, ¥ - ©rF B BEEEZH-> THED I 7 oottt
ERERL TS, IR ERLEABLHORFAETHH D VA X -
FruldkddbvoZdEL BERONTICHEAAA R NHEE T,

TEES - AV~ KOG o T, Ar~RKiE, BAPHILZDHOD
2 EIROFICIAAATLE 5, ANV EDPFAAL DX OREEY
T EWEOBEE -7, WEL LAV ROEHATY TR DI
"HAEDIE, LI ERIRTH > 7,

FERHHE LT THE 13 TBES - AL KSR S -
W AL B DS BECHE MR TH O, FHBIEFFHCT o1FD L
5 NPUEAEEIC 7 o T L % 5 PRI, T7 Y 20N BB
MW7 VADQEYRETH D kS TEES - A=K © TH%Es b
72 Ao Z o IR 72,

LEEY 2 LT U ALCBELERS BENEEO Y 2L L7 U R LI
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BT Ao Te, ZEiZs 2 L7 U Z b o FHEEHE R HE B E 2 i E i
DavyFrRIY— - T—bFERBILL BV, Wi 5 FER L THEN
THBIEGIEA &R R T T v

Z D%, RSO TEES - A< KOGy »oiEd T, R4 L
N EZED TN IBITTIVY - hHTHD TEEy © Ty 256
DERZTD Lol LBRT VB, LRO/NHIZH 7 H D ED
EEREL VDT R - Xy uLOFEDONELBEBLROT V72728,
BEDL—FETEEIEILA X - Fruld 70 20N BERER ©
MEoFo7 ) 2 256 ETW»5,

07. EV9—D T9L - x4 5—3 ERBRED Ty (B
FHEEICR > 1B

LD ViEfay (Fake Fish, 1974) 13 1)LV KR - ©v & —J5E 152 -
VA Y —g ZEME Ty &L BiE TEfSy O=FBEES 5k 218G
ZEEGEL 72, 2T hoBIfERE T 2 L LHHE v o —{ET S
L1489 —3 DFI< - -arvt oS RKeFEr%), H6D
FROHFTA V2= a v EHEIE TSI LT H D, ZEHH
Erd— IS L o249 —y 2=IEoRMAIIC LERER, vy
—2HFESICLTHEOA Y P F v arv e T F a7 7 — M7 7 a
—F TR olEwS, L2LAEDYSL, BV —D 5L -T2 A4%
—1(1957) 3V Y —HHOF I DT THH O Z I 5HEL T
g (1957) PR AL (1959) T D H 4 5 (1970) Fh 3 2 7 A g (1958)
Fig(5s (1978) &7z CTALHEBI O K% {LB» ¢/, oy s —
DITL D245 —3 BHEEOIA—L - 7y TR 7 V4 XNk
ERPZ T T, BV —DAREREIOEREZRLTEBD, XA TH
HOL,. ZOEVI—Dare 7 M E2BOZFNIERIGED D TH 5,
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L7edio T ZED I T L - 24—y ZIEA DI,
TERE v & =D L FAREBERO T=2—F I 0 OREELRLT
WBETTIREL, Oy —Icid 2 2 b 15 2 &k
%,

EYvd— IF L Y245 —y ofFEsh T, ZEIFERE ORI
R WEEEZ, BRIk TRAIY, Z2OWREALAAEL T IV -
FrENWHD) g 2 TEIZC Zicwdy ~NEBRZZRIT TV,

PG L D248 — ) ZLEHP BN O AR (FIF  ©ry— Bk
BRI, B BEARE) 2o T EEL 2O TSN R,
BHIE =D L -2 A5~ KHAHHD F I v DiEEL R
DUz, L THRiZE R ER e LCofa, (T, 1974, 2 A%) T
RDE DT 5,

mREPEGIE MDD ET, By —DZEIIRROE 2
BICERT 2067, €y —0ZFEIE, BEROBLWERE2D 2
P,

Lz F v —-Sn—F 4~ (Nancy K. Shields) ® 4 > % £ 2 —T
BV —DRITIOVTOEMICEATRDLIICE D,

Abe responded: Because first of all Pinter’s plays require the most effort
12
from actors.

LIy —D K I72DHIc i TOEBNCIZ 20 - T B &
S TRLHF R F I < BiRE~RE R L 72,

He (Abe) continued: “In The Dumbwiter it is difficult to separate silence and
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non Silence. Both are treated as equal. (100)

T T L -T2 4y —g ZEELCLEEL v XDF T, WL
BEEAW S ZERFACS 6 VELVWE Y Y —D R I VIV X—% 5
U7,

One characteristic of Pinter is that in his dialogue time not flow. Rather,
time is a spiral. The relationship between time and pace is changed. From
that concept of time as a piral, and how it affects the actor, the problem

arises. (100)

WEiE, vy —ORKROFEIFICIIERIZRN LW EEFER L,
LAY VY —DZEORHIZERIEEZ KL T2 5% R L7, R
DUEFETZ 2 B L T 5 D2 L[ DFIEZA AU %, R OB I IRE
TEaERLCwT, aifific, EFICHELL525020o05 ko
T, ME»EL % bRz,

LEOZRIZY 7Y R LEBITH 2T, BREREE T v,
ZEEATAHDOLHA Y VA OEEHEG T, © vy —ORGEED &
EORIANZE Y 7V T 4 —%ER L, RICELW BB - 7o~ 5
HEZHAHO TS LHHL 207,

08. x&&

LR ED TARZ - < by OFEN2016FE4FEDFEr 7 b
Thotl, ZEHEICEEE» o HE LELIB SN, TARZ -
g W/ E FI<EWDd 205, 8BE Cld/hdlicEon T FEd
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SNz, BHOTE DOIERIGEE T, B EZE O ME fpoZ, T
ANOBy, TBELH%r, TRARE MK O X5 IZLREDIFIC
FIEADLDO L I < BMICESIAENDE L ENTH 5, HFTATA
fMZz-< by BREWMHZa Y7 NS, 72— 94 VT LR
(Tennessee Williams) @ THRE L w5 4 D FEH 5 (4 Streetcar Named
Desire, 1947) DT A+ ¥ =TT J v F 20N ~NEAE S L Tw

CREIPTO B DENED/NHICH 2D & 5 12id7z> Twido
726

FTARIZ->< by OoMFENE, LAY a7 X% — (Bragivup
Braaamuposuy Maskosckuii) %35 2 ¥ — U ¥ (Mocud Buccapronosuu
Cramun) Do 7c A SA W E NZBEHREEDO ) THBEAN LEVIA
g T REZBWEI S, 2D v VYa 72X —RNJEL} -
U7 ) XL EFEEERDO Y 2 VL7 U 2L LI THENLTES S
Oy 7 707 UXYVRDIUTVRATA v 2 RT—T4 A DOEEE
WIEPARNEE T, e XT3 T7AXF—FVEL L - U7 U XL THElO
aV )T YVALTHRL I &2HEL AN bERX 77 TCuy T - 7T
7UyXw OV FEAGE LRI NI CEERWZ, v va 7 xx—i3E
A7 IHBCOEBETYEL L - U TV RLD “AfIZ-L D" DR
HZHD 2056, Z ORI Mo 2 ) 7 U R Licfiinz#<
BERL Tz,

LR, B XK o hE T, REASCE R E TR
HHOBRM O T, EFEIHAATH 2035, Bickhsr5E Lk
D LT, HEHOFEAZ-K DXy 779 —%BERL Tz, 2T,
LRI R R HAANf - 7o, HARDER» 5 HAOHR D
MEzIE LS HOMMLENLIRERY Y ViThhoT,

ITXANDE LY =D FFRADUEERIEZ, 24X ADT IV -
THB=A IV TFA—E LTRBEICRTAIEICE LA, ~vYa7 2%
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—ISAY =V Y ORIBICEA B L HEIC, ZEOHIZ hroT, %
NERU &I, ZEEEIEH»NZZHEDY 7V X L ORI HikE%
2z S EBER L Twi,

SlEEE, REOBEEMEZ LA FIVE - & - v FIcAHLT TT
Sy kgL, R, <)l A (Karl Heinrich Marx) 234850
T e 2B 2l L 7507 2R L, 24, <
V7 ABIRZIEH S Z OF L WEBMOFEBIC KK L 72, ThEdb, 5
ERINE BB 75 v 7 %7 — b+ & LT IEERMENL (the
Site of Reversible Destiny—Yoro Park is an “experience park”, 1995) % =
&R n[aldi5y (The Reversible Destiny Lofis—Mitaka, In Memory of Helen
Keller,2005) % LIcBlb L CHEELZDOTH 5,

LifiE, Evy—v X a7 AF—»NFFAPRI -1 v OHEEDS
IC2 2 L7 ) R LOBEAS TS 22 Bl . Z Rz RUE
FCT&E T, iR TZEARE OBEERE, TR 5 & S, e
TV AEBHL I LIEREL Cw 5, A RREBEIECH LY a
WITIVALDOMERA T4 7ickzdarysryRsy— 7= 204
WTHETINDTH 5,

E

(1) Pinter, Harold, Complete Works: Four (Grove Press, 1981), pp. 27-28. The
quotes from the book of “Complete Works: Four” describe only the number of
pages below.

(2) ZiHHEL TR O Ry (TR H ) LN ERE300 7 - 7 — b [
Bk, #ret, 2009), 15H,

(3) Pinter, Harold, The Dumb Waiter;, Pinter Plays: One (Methuen, 1986), pp. 164—
165.

(4) Cf. Billington, Michael, The Life and Works of Harold Pinter (Faber and Faber,
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1996), p. 229. The quotes from the book of The Life and Works of Harold Pinter
described only the number of pages below.

(5) Cf. Homan, Sidney, Pinter’s Odd Man Out (Bucknell U.P., 1993), p. 168. LT,
F&ED 6 O5HIZERDO A ZFT,

(6) Cf. Lahr, John, Pinter and Chekhov: The Bond of Naturalism, Pinter A
Collection of Critical Essays (Prentice-Hall, Inc., 1972), p. 63.

(7) Cf. Wilson, Colin, The Occult (Watkins Publishing, 2006), p. 742.

(8) Ganz, Arthur, Mixing Memory and Desire: Pinter’s Vision in Landscape,
Silence, and Old Times, Pinter A Collection of Critical Essays (Prentice-Hall, Inc.,
1972), p. 172.

(9) The Complete Tales & Poems of Edgar Allan Poe (Modern Library Giane,
1938), p. 411.

(100 Carrouges, Michel, Les Machines Célibataires (Arcanes, 1954), pp. 27-28.

(1) Cabanne, Pierre, Dialogues with Marcel Duchamp. Translated by Ron Padgett
(The Viking Press, 1971), p. 33.

(12 Nancy K. Shields, Fake Fish The Theater of Kobo Abe (Weatherhill, 1996), p.
99. The quotes from the book of Fake Fish The Theater of Kobo Abe only

described the number of pages below.
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RN 51 5E~30% (Frit. 2009)

G T 2 iz by GO, 1993)

L TEEAERy Bk, 2011)

ILSEAE TER N O AR L AT 2 A b 2D o Ty (Z 1A v
2009)

IR P2 & o7z Ly GE#REE, 2013)

MR T oSS (hEEE . 2008)

MR TS5 7 7 7 v ¥ v L Rty (hiE4. 2001)

Fry—K-¥— VR VERRNFEOBIS ) ZRAER it 1997)

a—F - Py b= VEHAER Y U LIk HEREE) B,
2005)

BENRE TERAFETHsER GIwtt, 2002)

EEER MLl AEOEE ) KFH, 2004)

BERBaR T anE A7 4 7 oEH ) (FRiG, 2013)

M HE—E ROt H@) (HAREER G, nAEE#H L, 2007)

P20t o 15 i BRGEBI O Ry (HARBEEIY 2 - HAEAGEE R
£ 2002)

PHEMREE 1y B ~nm L F - By — BIREAFRESR (L,
1979)

HRE T &G, (U 7R — 1, 1995)

TfpediEly  HAMHFE RS (2007)

BURHARBER 7 = HERESR (=55, 1976)

BAHABIER 9 1972~1974 =—HEREDK (Z—EFE. 1997)

e EOPRIBI AL B8 BARLERSE (HAREF 22—, 1998)

Mg LOPRIBR 2R 5 9% BRRNE=EE (HANE Y & —. 1998)

He = - ZERANFEHE10 HARS F U ACFA410  (FEFRtL, 1956)
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res 4 v 7 « XA 8=X

—H L T2 T =D ANDORPF—

B
b
o§

F

F % — )L X + 54 4 X (Charles Dickens, 1812-70) T2 4 v 7 -
~_A s8—R g (The Pickwick Papers, 183673(17)) OHLNEEZ XD B A
AVERTEFICHS LFEROMEY S 22V - ¥ 277 4 v 7 K (Samuel
ﬁ&m&)kﬁ@ﬁ%@@ﬁw®ﬁb-ﬁii—(%mwwg)fbéo
COZNDBREBRIDOZNEBA 2D DT, ZhEWEEOL Y 71 v
JIHRINT S,

E7 94y 7KIESTIEOL 52EDPEH - T E0, O TOFE
D&M ELR S TWT, ¥V v VEMFECRREE RODD
KLADRWHIZIZFOHD X VIR THESEZRE LA D LT EH
., ERASTOHICTBILESS, WHOAE L WAL IZE,
DI LR ILH-TOT, MWD L, BT Rk 2HEE
A TIETZBLC, TR0 7 613l &2 EBEHRMLL Twad, 2o
RILEFTONz B HEE L TH 5, BE, HIE7+— FLVKOFET
TON B RFHEOBREVEEICHACTw5, ZORRICE, hod
RTCOZALRAL &S 2, BELYLPHED L THICMNETR- T
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W3, YL kEAOBICIE, FEBAACIZ KD 68 ENTE
(3)
2 WEE 72 5 BEWADOEIENEET 5D, (57, 801)

Eo o4y 7RICE ST, P LARMBERAIRBFETH 5, TLFEERT
Hoiahs, METEEIINPSTVE I Y4 v 7 K%, YL RZFIXCH
STHICKZ, SFoTWwd, 2914y 7REZALRY LITEHL, —
RV L2 AHOCOME SE, ML CRiRE2HO 5 & 5 ICEIIL &
S EEZ DD, ERIEFY L ERETINICEL T EE2ES, TLb 7k,
o4y 7RICRWEINZTNIE, Z2O—FOFHETHHET
NeFHETEs kv, O ANBEFRERICH2DTH L, ZORICEE
LT, ZADRT 45 VR EoTCHL77—AF - 2—=0L%5Z2561T
WBDIE, WEN AT ODOREELEPETH S L VIEREBRRT
W BIIE D B, RINROEEICIEZ C E TRV FLA AL TR
Eb, B4 v I REVLOFELRFECOE2RTEALELTUE, K
WILEET2LIATHD, 7272, EHFELEL UL, “AD L TEFRLSE
AE+2EETLRH61IE, E794 vy 2 RETLOBEREHERTFD &
IBRDDEARBRTHPEVEYTHEEEX S, BRIANIE, 7Y
A I7RIETLICESTD TEZDOR) LnwSLTHD,

ME_DR I EVIHIMRE. T4 7 v AEBLEHRL T EHDTH %,
ZOEMLE LT, UKW 538y (Great Expectations, 1860-61) DT,
IAR) =7 %4 vF (Abel Magwitch) 23UE Y v 7 (Pip, K4 1Z
Philip Pirrip) ICXf L TRDELIICE->TW3, Thwuhwn, v/, b
LEBRIOZFHOLHEZ &, Bz LOEF EABRBT XD
HLICIFEL WEERAL, ) (395, 304) HHIN= 277 4 v FDEE
BN, MEBITRoY Yy TICEZT AN DR, B Y4
v IREFLEBHVICFECEEZCERTH L, BIFEIBRECLE -
THENZEZORXERD S DLDTH 5,
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CCCHIEICR 20N, EORBOFETH S, "E 0 Lwvd

SHIC, EXERH B VHAEROFESTEL o THRbL &

WHIAR=VDH BN, YLDELXF=— -+ x5 — (Tony Weller) 1

HETHBLL, VoL F=—RBHFORORTTHE, BET4 7 X3

YL ADRBZ G A T2DE A5 Do ARETIZZ ORIEIC O W TEE
L THAT,

1

FTHALCBE VI LE, TH 7 Y ADMEMICEBWTIE, EOR
ERTOBEEFUCIPMIPNDLIERIFEALERY, LI HTHD, &
ANAD% L FA YT 77—+ oA R+ (Oliver Twist) d & 9 IR TH
L, TAT 4 v K a,87 4 —)LF (David Copperfield) @ & 512
WCHNLTzNT 0B EDS v, ERXPEE TR GEEITMEE, LT
DMMIFBL AL, Pa—F &+ Fx X)LY 4 v b (Jonas Chuzzlewit)
13X H 7~V = — (Anthony Chuzzlewit) DFEZMT S L oK —)b -
Rt — (Paul Dombey) IZ[A U4 ZFHFORBELEZBEDLTIEHRL9
AL TCLES L, TF7—=F -« FU v b (Edward Dorrit) (&5
DY 4 U7 L KUy (William Dorrit) %4 < Bt L Tz, &Y
DEM/NRTHE T T4y 7 - RANR=Z3 KBITFEBYLEF=—
DRARIEHIN D TH B,

FlcbR7z 2 L1, AP a ~ (John Dickens) 2§ 25744 v R
DEVIZERL T2, ZORVIIEMLELDTH S, 7147 v ABK
BeaZLTukILEMEC LV, ZREXOFEICOERN TV S,

TR DHDOHICD L O VIFERILLERRATHAL LI
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DM oTWVd, RRICHE ST DIMAZD LTWwb L EDFTFLFE7
HLORANCHTEROEEIZ, EnEzRBeBLTH, T ouREgEs
BA5TEPTERVIEELIRE S DR o7z, IAHTFHED T AR
ol &, REIADZIFICWT, BEOA L, WhH s3I
SEfER L, BHEK, AoFEWE L TN, (Forsterl, 13)

F 47 R0 (18224F) £ T v MDD F ¥ ¥ LTESL L TWids,
TUHA 740 v (Angus Wilson) 1Z &K NiE, ZFOUE, KXEZT 4
TURD KD BT IED TIERD H B PEICE > TOHBN R KA
(Wilson, 35) THolctwH It Ths, LrL, FxZLrhrbur R
YOXX LTV F TV, T4 T RO ADBLD
FIZEBELADEEND XI5, BlLAET, KBIEZhETichk
WIEFERICE D IZL D, ML T 4 7 v X2 ERICHbE 5 2 &
THENTLES, ZL T, R52E¥BVEVTREOFLELE LT
T 4T VR E 5 TELIBREZEHEIEE 5, 1824FDOWIH,
BET A7 v X% 4 L UVBETHEAI S ITrE 20720, ThiExT
47 v R E o THIFER D & PR DIREEZ B L 720 TH %,
L2 LEDPE, T4 7 vy ADBEICINIE, WPt HEEZELI IOV
T, "ROBFDH KR 5720y (Forster, 1, 21) 74 7 > RIF 18454 H %
WIX 1846 I HIZOW 2 FH Wi L &, Z0YRORFEE 2B wHL
T, "HAREEDOIAPHARICHH - X b LI 23z &
DAEETHE S v,y (Forster, I, 21) LERILICHDLDTH b,
18244F121%, & 5 — D DB HEENT 1 7 v XLk 2o Tz,
L~ —oy Ly —AfFERICONESNTLE 27D TH B, /IMA
FURHEIC K, TRRIZEN o®er»rE LB LMk Y4 7 U 7Efh
TSRO AL I L > Tid, BEFERICANSGhS L, HEHE L LT
B ENPEIT LI, HABKRTRIBAZLTILEDD, oS
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L BEETREZETH o7y MBI, 15) LD ETH D, FL,
LBOEIRANDOWED 74 7 v AOMB T oM@ Ko H kb o
ZboD, T4y RFINs OFREEAERNS I ENTET, 1847
FleelEoEHEZEL KANY a vy « 74 —Z% — (John Forster) 12§15
B3 ET, HICHMBEICLTBLZEIZh T, TAT VAN, Th
BEDEEREIZ BFREKEE- -2, BHICHELETEEV,
CHOLTHEZFNERBNDOREPH LAY, T 1 v 7 - R S—
Ry UBEOERICB T 2R TFERICKRELRFEEL 521D TH 5,
TATVRAPATORXBUCRT2HELAZMZ, T4 v 7 -
A= ITB VT RIFRRTFBEIRE M 72l E T B v, Ly
LBZ6 I, MMMESERL TV 2 X5, T4 7 2 R0EME O/
WP &k LTwi, UMBE, 68) 2256TH 5 5, 183541k
HEY Yy —F VAL THBY a—Y « 55 —2A (George Hogarth) 75
DT T4 7=v 7 - rm =2 )by HRICHERIESZ R & ¢
TEL LI, 18364 1 HICZEE D ERIEMDS TR XD 2
4w 54 (Sketches by Boz, 1833-36) D& 1) — Rt LTHRENT
FrEEL, ACHICF Yy I=v - 7V R - A—ikh s TEZ 94
v 7 e RAN=Ry ORERFEEZT, SHICHELIHITEAT—RAD
IR¥ v ¥ VU - KH—R (Catherine Hogarth) & OfElE%EPEZ Tz,
O LEEUR, —FUIcbE &, 7147 v RIBEDF ORI AH
NORNE BN I I ER RV, 2R 2, EEELARES ThRk
sty - RANS=Xg OYFEZRAETE D TH %,

2

VWA, /IR 2DIE T T4 v 7 - RAN=X ) OFICHEEA
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hoh’ez ey —F WREOHhTELNIYEE) Thd, TEY—FiF
EALVAZ/NROEAICH > TR 5NZd DT, L2555 DER
WT, IMEEDH D, 204, B2 U4 v 7KW D 7 I T
BOINT 2R aYEEL R D, FFICEVETH L, ZLTRERT
OMBROEE PR > T b, Ko TINADJE, (The Convict’s
Return) & THBBWEANICET 2 E AOYEE, (The Old Man’s Tale
about the Queer Client) IZBWTIZ, BEFTORICHT 28D & fEH)s
EELW, IH9LAETEY—FEZOVWT, TR —PYaryv (Edgar
Johnson) X "WIREDHEEIZT 4 7 v ADHRICH 2RI UG E 5 - H»
DENMZRLZDDOTHD, MAZEFNLBLALBNZARITTD
DTH5,) (Johnson, I, 163) EdBRTW2, T4 7 v XDXA~DEE
BIEY - FOTICORKMEN TS DT,

L LBDe, 747 v ADBLEANDWE L AZKELTE TV L
ERTHEHEND D, ThiE, TEY - FREEKboE Y4 v 7K
B, BEONFICHR L CRIFEKIETH b, BRLEMIBREVwI LT
Hb, PARIZE->TE, TEYV—FoORFRIIMEROZLTHY, %
REHICHEEZME 2D DR TWwEDTH 5,

MzT, By —FofRTthoTh, RELTOMKICIE, HT
PICHEEEREIN TS, EI3ED TUREDOYEE, (The Stroller’s
Tale) Tl&, ¥ b~ A LCEFHELTCIREIEICRIELD O, %
ZEHOFICBIZ D L AEEATE T, Z2DD, TOREIR,
FEAEDIRICH » TEMPHELL T2 L &, I NE L2 BN T
Wl wEITF SRV, LrL, Z2NTHHELPERKOMBRICEH%EILD
RLEE oI ZNICZB DD TRBUCEHKITES S5 LT 5072,
COYRIIREHATH RV, FeED TNADKEE, Tk, BEfLEw»
REPEFZ2ETCDE, fo— ABTYa>r-zF<r X (John
Edmunds) FROFICE 21T CUFRICED . WEMOTMICLE 50
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L, MK, BIICEVWRZ L XS L LTI 25, B0
WERMBZ LD, ZOERZRIMEARICHLFHICHET S, 2L AT
BEDICEZENT, REBUIEDL, UTEZ0LE0RTDTETH
Z)o

THR—COHEED | | LZONAEF IERE, 2l vwlid
ST WIEFEA LLHIANEDE L, ZOEANOEE2Zw - O
ATZ L2 LEANB O M obiid e L % s 7, (6 &,
81)

BToREZ, REDKICEVHENZDTH D, TDHk, ZOLHIZ
BN TIHERDS, ZIEH S OFREED B ERZ L RIEBFERTH 5 L.,
BFRENREHE LTS LT20THD, FHILHs THY
BEEACET2ZAOWE, LB TlE, Ya—Y -0
(George Heyling) 7%, =— 3 v Ly —BABEEEMROENAL 2D, WED
FTHOEFEFEERTL T, HIFEOHEEKOZ IZIcHE, thEiEAL L
T, ZEFHOIIN T 2EECHZH T2 LEES, IR ET
ZOHWZ BN ZECEREL, T oW L AIFZKETHA S C
EWp ey (21, 287) LWIHIFERBLHOTH B, HoEE
TEOMHFREOREEDLXTHL, LoL, HOEDXANDEEINS
THEEESNZ DR, HOERZ] HoBT2Z8ICLTELAIMA
THotzey (21F, 290) 23, ZOEOBESEABITRNICIZ LA,
DL THETICEELZET I LICARS, ZLTZOERIZ T5HE
HOMTHHEAL TWE2b LAk 1 (21, 290) DTH 3,
TATVRIE, NV Tpb, BT % LIERICN L ToEeE
PRETEEZEST0DE, Tl AV v T RFEORD S MEEE N,
ZOEBORZABEERICRRT 27 DIGEVEEDO TV, ¥ x4
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Ty ryDOY ML aby VHEYOHETEIIC Y-y Ly —H
EEERTEZ I VIEZ S & LB BRIZARNT 5, ZOFEIL,
WADE L2 200F28 T, HOMALBRINTLEI DR, T4 7
YRBFANA VT ANDRANDEEE RS TR VDTH D, 1,
TAT Y AP BICH L, AFLER>Twa I EE2RLTY
b, EHICH36HED 755y FEFICOWTOIEL EFWEZ ] (The
True Legend of Prince Bladud) Ti¥, # A4 FIVICHTW 3 EFHRED
EDTAEBHFE2EA, REOTABNTET 2 LEDOTEATI S LI
WA A, REICKHT 2 ARM2 2T 5 2 Eidkwvy, —, RERK
iz, BRSSO A EREIE L2 L v Bz L, £1
WR 2T 2, TTREBDOIBIIEDZIZ2TINED, K
FORIRINTEETH DL, TNHEDIEV =L, T4 7 VAD
DT RTREROEES 2 WIZUEEZRFE- TW»W5 2 EWHARN S,

3

FATVADZED LEEWS P =— LR TFERICKILEN S
Wb, Po—DHE L TCOEBEZRLZLTCERLEREZ R0, I,
BFOEBEFT IOV T, ROESICE T2 4 v 7RICELTW AL S
Th b,

Foveees [BETD] HBICRTOREALFZITDE LA, HIBZA,
HOBODBNS o ZEP SO 2L TR0, HOTRDLD
IHTCRH7DTT, BOFELoDDIEDICEIDHELL»H
DEHAL, HIFS Aoy

Udp 0GR, RERMCIEEZETH, 820492
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KIZEW, [T b EWMEAL, 0%, 271)

Y LIIEEED S T, FEREFICE S, Z2IhoMEEA LTS
P, ZORICIZ, V4 —2——iEOT7T—FDOFT2HEERELE L
ENHBEFEICETE->TwS L EBED F=—DFHEICLF T
B0dHizb Ty (23E, 314) Ro/tl bkl bolckHR, T4
YRR HTELRRICHIES R o NREN D 5, KBS~ — v Ly
—AEFERCIE I Tu L &, BROREDERNICT oL T,
Z DR XU ON T O ABEOHKBETES LTWwiz, LaLT
4 7 v AR ANTEEBRC SN, 2B TE~E, ZofLHE)
LIF6N2bTDEEETES I RITNE Loz, BENED I
WEE, Ty RIIEBERRICEEREA Cor FrolRESEEDb
STV, ZLTZORBRIE, T4 7 v Rt > THFEVLOEFE -7
DTHb, TOFOEBIZBIIFTA T4y K- 32,87 4 =)V Ky (David
Copperfield, 1849-50) DENZEICFIHEINE T LiC %, L LEDS,
ZNEFAROREBRIY L OfEMICET 2525 2 L3k, b=—t¥
Lo BRuBRE#TFE L CHirhTwsDTH 5,
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Political Discourse

Daniel DUNKLEY

Abstract

This paper examines the field of discourse studies, particularly
concentrating on the use of discourse in politics. We give a definition of
discourse, then distinguish different schools of discourse studies. The body
of the article gives the special features of political discourse, and we analyze

three recent important studies of discourse in US political campaigns.

What is discourse?

When we learn a foreign language we are often struck by the differences
between what we learn from textbooks and in the classroom on the one hand,
and, when we visit the country where the language is spoken, what we hear
in everyday conversation on the other. We recognize the language being used,
but there seem to be many unique expressions, and we misunderstand the
significance of what is being said. Essentially the cause of this situation is that
we lack practice in the conventions and culture of the language.

The difficulty experienced by learners stems from the fact that there are two
stages in learning a language. First we must learn the language as a rule-based

system, and as a collection of vocabulary items, as stated in texts. Then there
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is another equally difficult stage: we must learn another set of rules for using
the language in real life. The second level of language does not contradict the
first, but adds a thick layer of rules. This can be observed when teaching a
foreign language. Students who have a reasonably good grasp of the text-book
language still cannot be called competent speakers because they have not yet
learned the conventions of everyday interaction. Both learners and teachers are
familiar with examples such as these. Japanese learners often ask teachers “How
do I say yoroshiku o-negai shimasu?”’ Equally, English learners of Japanese
learn that thank you is arigatou and proceed to use it inappropriately. A further
problem in many language pairs is asymmetrical forms of address; for English
students of French for example, whereas teachers or French in England address
their students with vous, a native French teacher always uses fu and expects to
be addressed him or herself with the polite vous. Similar difficulties occur with

Japanese honorific and humble verbs.

The study of discourse

This distinction between text book language and language in use underlies
the concept of discourse. Grammar is the way we construct sentences, whereas
discourse is the way we make larger units of language. Parents are educating
their children in discourse when they teach them how to be polite, or how to
introduce themselves, or what to say when they meet someone for the first
time. These discourse events can be a kind of declaration, such as a speech or
an essay, or can also be interactive, such as a conversation. When we think of
discourse as conversation it is “a form of collaborative social action” (Jaworski
and Coupland, 1999, 4).

Within discourse there are two types. First we can view discourse as a set
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of conventions dictating linguistic behavior in certain situations. Thus there
is soccer discourse or academic discourse, each with its set of rules. To break
these rules is to risk exclusion from the soccer or academic society. Equally,
within each group, often referred to as an institution there is a set of conventions
which display the values and attitudes of the group. Some scholars refer to this
as Discourse (Gee, 1990) in contrast to discourse.

The second type of discourse, with a small d, is not limited to a particular
institution or speciality, but is rather simply language in everyday use. The
study of this second, everyday type of discourse is known as Conversation
Analysis. It is a field which developed from the work of sociologists such
as Sacks and Schegloff over forty years ago (Sacks Schegloff and Jefferson,
1974). These scholars work according to a specific method: firstly the
researcher records a conversation between two or more speakers. Then he or
she transcribes it, using special signs to indicate pauses, overlaps, interruptions,
volume, and lengthening or shortening certain vowels. Then we relate these
linguistic features to the characteristics of the speakers, noting their relative
status or relationship.

Conversation Analysis stands in contrast to Critical Discourse Analysis.
This school of thought is based on the writings of Habermas and Foucault,
who emphasized that language is one means by which power is exerted in
society. This has been spelled out in detail by Fairclough (1995). For the critical
school, minute notation of linguistic events is less important than how ideology
influences conversation.

Between these two opposing schools of thought on discourse we find
Interactional Sociolinguistics, in which the pioneers were Gumperz and
Goftmann in the 1970s. Gumperz’ book Discourse Strategies (1982) suggests
that participants in a conversation use “contextualization cues” to infer the

meaning of what is being said. To do this analysis scholars use not only the low-
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level notation of Conversation Analysis but also grammatical and vocabulary
data such as the choice of pronouns. Knowledge of the local community and its
sub-cultures helps the analyst to account for real-life linguistic behavior.

There have been objections to the methodology of qualitative discourse
analysis. Researchers have been criticized for theories based on one or two
carefully chosen examples of conversation. This is considered suspect; how can
we generalize from one conversation in one place and time, to a broad theory of
conversation? The social sciences, like the pure sciences, are subject to appeals
for objectivity in that their experiments or observations should be replicable.
Otherwise the research results in merely a series of unscientific anecdotes, as

Silverman (2010) noted.

Discourse and Identity

For centuries language has been assumed to be an essential part of national
identity. To take be the most obvious examples, restrictions on the use or
teaching of the national language have always been viewed as a political attack
on the expression of national identity, as with the Irish language when Ireland
was part of the UK, and of the Polish language when Poland was divided
among the German, Austrian and Russian Empires in the 19th century. Indeed
the question of language use is still divisive many countries, such Belgium and
Canada, to give but two salient examples.

In recent years not just national identity but group identity of many kinds,
from professions to classes and subcultures has been studied by discourse
researchers. Identity can be individual or collective: a person can think of him
or herself as a sports fan or as a parent or as a member of the middle class.

Naturally each person has multiple identities, for example a teenager may think
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of him or hereslf as a member of a nation, an ethnic minority, a region, and as
member of a gender. The identities may be in one's mind simultaneously or
sequentially depending on the time and place. Thus, for example, US teenagers
may simultaneously mark their teenage identity by frequent use of like as
a filler, while simultaneously expressing their regional identity by using a
regional accent.

In their consideration of language and identity, discourse scholars place
themselves on a point between two extremes. Does language create identity or
does it merely express identity? Here the influence of social constructionism is
quite strong. Sociologists such as Berger and Luckmann (1967) view identity
as a reality which is not based in individuals, but rather is constructed by social
interaction.

One type of identity that has received a great deal of attention is gender
identity, notably in the work of Tannen (1986, 1990). She explained male-
female communication as a variety of inter-cultural communication. Women
are known to use certain words, such as “fabulous” or “lovely”, more often
than men. In addition to special vocabulary, women have characteristic
phonetic patterns: in English they have a wider range of pitch than men, and
in Japanese they deliberately use a higher and quieter vocal register than men.
Furthermore women’s discourse contrasts with men’s. For example, women
create relationships with each other by exchanging “troubles talk” or mutual
confession, whereas men bond with each other through banter or playful
insults. Consequently when men use male strategies with women or vice-versa,
frustration, incomprehension and even anger can follow. The same author has
also pursued the concept of framing, a discourse idea first coined by Goffman
(1974). A frame is a situation, scene or trope which happens at a particular
conversational moment. Thus a parent may move from a reproving frame to a

teaching frame to a conjugal frame. In the collective work Framing in Discourse
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(1993) examples of frames were shown from everyday conversation and also
group discussion, sermons and medical interviews. As people interact they are
constantly trying to make sense of what they hear, or in other words attempting

to matching the stream of sound to a known framework or interpretive scaffold.

Political Discourse

Politics is supremely the field of talking; whereas many fields of activity
are based on action (such as sport), writing (such as academic or cultural
activity) or appearance (such as design or fashion) politicians mainly exchange
ideas through live speech. Furthermore, they mainly work in the register of
persuasion. Though this is common in many fields, such as a salesperson
persuading a customer to buy a particular item or a parent persuading a child
to take some course of action, political persuasion has some unique features.
With the rise of the mass media, a speech which is nominally addressed to a
few hundred people at a meeting becomes a private communication between
the speaker and thousands of people in their own homes. In addition to meaning
conveyed by language, other semiotic codes, or systems of meaning, convey
the speaker’s message: non-verbal cues, fashion, and emblems (see Fetzer and
Lauerbach, 2007).

Political discourse has several characteristic features. Firstly we notice a
special use of grammar. For example there are many personal pronouns: these
may be exclusive, meaning many people but not the hearer (We have reduced
taxes) and also inclusive, meaning the speaker and the audience together (We
are going through hard times). Equally, you can mean the singular hearer, the
plural hearer, or people in general. Transitive verbs are often carefully used

to emphasize dynamism (The prime minister has signed a deal), whereas the
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passive voice is used to emphasize helplessness (public transport has been
hit by strikes). In addition to grammar, political vocabulary is often carefully
chosen. When we think of metaphors, they create psychological frames, as in
the case of a fax cut being rebranded as tax relief in the US. This hints at the
role of the one who reduces the tax as someone who has cured a person of an
illness (example from Lakoff, 2004). Similarly the words for all are often used
in a special way: to take but two typical examples, in the UK higher education
for all coincided with the imposition of fees, and in France same sex marriage is
referred to officially as marriage for all. Thus in both grammar and vocabulary
political communicators manipulate minute details of the language to influence

the public.

Campaign Discourse

When a candidate appeals to the electorate for their votes, he or she has to
project an office-holder’s identity, different from a private citizen’s. Two vital
characteristics of the candidate are his or her relatability, and consistency.
Relatability means the degree to which voters perceive common features
between the candidate and themselves. Thus it not surprising that candidates
for national office emphasize their local roots or use local slang or refer to
local culture (food, clothing or sports, for example). Consistency has several
aspects. The simplest is that there should be a logical link between the
candidate’s views and actions in the past and their views in the present. Then
the candidate’s message must be consistent in the course of a campaign. The
views the candidate expresses now should not be in contradiction to their
views announced in another place a few days or weeks ago. Finally there is

consistency of character: the image which is being “sold” now should not be
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different from their character in the past.

Recent studies of political campaigns

What kind of language strategies do candidates use to attract voters? There
have been several research articles on this topic in recent years. Duranti (2006)
examines how candidates create “existential coherence”, that is a convincing
identity as a competent politician, also known as a “political self.” Candidates
must convince their public that they are “beings whose past present and future
actions, beliefs and evaluations follow some clear basic principles, none of
which contradicts another.” (Duranti, 2006, 469).

Duranti observed a successful campaign in California for a seat in the US
House of Representatives for a year up to 6 November 1996, videoing every
meeting and campaign activity. His analysis of the material led him to find
three linguistic strategies which created existential coherence. The first was the
Narrative of belonging which indicate that the candidate is an ordinary citizen.
The image was created by reference to the place of the campaign and also to
near-universal life experiences such as marriage and child-rearing. The second
was presenting the present as the natural extension of the past. For example, the
candidate, a university professor, explained that his activity in congress would
be a natural extension of his academic work in a course that had examined the
Vietnam war. The third and final strategy is to expose and reconcile potential
contradictions. The candidate did this when he contrasted the academic who
is out of touch with daily life, and the politician who is deeply involved in
public affairs. He presented his entry into politics as performing his civic
duty, of being a reluctant politician-citizen. These strategies are the ways in

which “human actors involved in competitive tasks such as political races use
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particular linguistic resources to construct the kind of person that they want the
voters to know and believe in.” (Durante, 2006, 489).

Another important study, that of Lempert (2009) dealt with a primary
campaign in a US presidential election, that of John Kerry in 2004, in which
Kerry won the nomination but finally lost to his Republican opponent George
W. Bush. Lempert is concerned with “stance” which is a speaker’s assessment
of an issue. Kerry was accused of being inconsistent in his views, popularly
expressed as flip-flopping, using a metaphor from electronics. His strategy was
to present himself (or brand himself) as a conviction candidate. He achieved
this by several linguistic strategies: firstly repetition: / believe... I believe...,
secondly parallelism: do a better job of ... do a better job of ... Thirdly there
are epistemic phrases such as / believe, I think, I know. Viewers are not so much
focused on the issues, but on the character suggested by the stance.

A third study of how political identity is made does not examine one
candidate, but rather many candidates in similar situations (Sclafani, 2015). As
with Lempert, the situation is a presidential primary contest, in this case the
Republican party primary in 2011-12. The author uses the term presidential
self'to mean the identity of a worthy future president. She studied the linguistic
resources which are deployed to “construct a presidential self that is relatable
and consistent both over time and across various aspects of social life” (Ibid,
375). Rather than analyzing whole speeches or campaigns, as in the above two
examples, Sclafani concentrates on a very short but significant part of each
candidate’s speech, namely their self-introductions. Within the self-introduction
she found that fifteen of her forty-one candidates each referred to their family,
something which at first sight might seem barely relevant. However, the author
detected a strategic use of family references. She noted four uses of family
talk: to create a personal identity as a family person, to mix family identities

with political identities, to mark out a significant difference from the other
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candidates, and finally to suggest that they have experience relevant to national
security.

The latter aspect might seem strange: does one’s family life have anything
to do with being a future commander in chief? However, this connection was
emphasized by all the candidates which the author observed. Even female
candidates emphasize that their family members have served in the armed
forces, and one male candidate, for example, emphasizes that he has lived
overseas and that he has two sons in the navy. Thus this study shows the
mechanism by which people create a positive identity, in this case a presidential
self, by using family references. Talking about one’s family “can be used as a
rhetorical strategy in explicitly persuasive discourse” (Ibid, 395).

In sum, theses three recent studies of political campaigning reveal the

discourse strategies by which candidates seek to attract the voters’ attention.

Conclusion

We have seen that discourse is an important aspect of language, which
together with the sentences uttered creates meaning for the speaker and listener.
Particular types of discourse build group identity, and an individual wanting
to join a group, or maintain his or her position in a group, has to conform to
the relevant discourse norms. Frequently, different discourse-specific groups
interact or conflict, as with different sub-cultures in society. Even within the
smallest social group, the family, there is friction, and conflicts to be resolved.
When we examine politics, the same discourse phenomena are found—framing
and identity construction. With contemporary mass media, the question of
communication between candidates for political office and the electorate, which

consists of many sub-cultures (constituencies), has become very complex and
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has been professionalized. We have noticed strategies by which candidates
present themselves as relatable and consistent, a task which is greatly helped by
absorbing the insights gained from studies of discourse. In fact, the discipline
of discourse studies is not just a description of how people talk, but can provide
principles and advice to help everyone, not only politicians but also people

aspiring to progress in professional or social life to achieve their goals.
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Looking In, Looking Back:

Dream and Flashback in the Early Film of Hayao Miyazaki

Jane A. LIGHTBURN

Introduction

Dream and flashback are well known cinematic devices used by many
filmmakers to convey the interior aspects of characters in the film story.
Dream sequences are also used to support integral plots or themes in the
film narrative. Moreover, the medium of film itself has been described as
possessing a seemingly natural psychological and experiential affinity with
dreams and dreaming. Filmmaker and director Hayao Miyazaki has employed
dream and flashback in many of his films as a way of portraying essential
subtle mindscapes and invisible realms of important key characters. What
kind of dreams and flashback has Miyazaki used? What do they reveal about
the characters who dream? How does dream or flashback fit into the diegetic
strategy of his film narratives?

In considering these questions, this essay looks at dream and flashback
sequences from three of Miyazaki’s earlier films, My Neighbor Totoro,
Nausicaa of the Valley of the Wind, and Porco Rosso Dream and flashback
sequences are also found in his later films including Spirited Away, Howl's
Moving Castle, and The Wind Rises, which are beyond the scope of this essay.

Each analysis focuses on main descriptive points in the dream or flashback



108

content, relevant filmic elements used in making the dreams, and diegetic
features in the linear film story that relate to the dream or flashback, including
the intended purpose of the sequence in the film. Finally I will briefly consider
how Miyazaki’s filmmaking relates to what some film theorists describe as
the similarity found between the experience of viewing a film and the act of

dreaming.

I Introduction: Film, Dreams and Animation

One of the notable features of Miyazaki as a storyteller and an animation
film director is his ability to enable the viewer to experience the creativity of
his mind’s eye through portrayal of imaginary worlds in a film which often
includes opening the internal dimension of the hero/heroine’s mind through
a dream or flashback sequence. Miyazaki’s dream and flashback sequences
are not only visually appealing to watch, but also form structurally essential
elements of expression that indicate subplots anchored in the hero/heroine’s
own private mindscape. In her most recent book on Miyazaki, Cavallaro wrote
that “animation relays the inner creatures of the imagination to the outer world
by translating a personal realm—what the artist sees in his other mind into a
world capable of stretching beyond the private walls of the self.” (Cavallaro,
2015b, 118) Cavallaro further describes the ability of animation to bring “the
internal dimension into contact with the outside world and yields images which
are both real and unreal at one and the same time.” (Cavallaro, 2015b, 118)
Dream sequences as used by Miyazaki in his films add a further dimension of
expression to the filmic effect of real and unreal within one narrative.

Miyazaki is among the many contemporary filmmakers to use dream and

flashback in his work. Both Halpren and Eberwein in their discussion of the
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key concepts and uses of dreams in film agree on the intrinsic affinity that film
has with dreams and dreaming, which has made dream in film popular since
the early days of cinema. As Halpren states, “the dream sequence remains
a popular device for meeting a variety of artistic needs: an opening dream
immediately establishes what the character is feeling; a later dream or series
of dreams warns us of the impending climax; and a concluding dream ties the
loose ends.” (Halpren, 2003, 9) Eberwien takes up similar points calling the
use of dream in film a “new phenomenological relationship” with the cinematic
screen and the dreaming mind in the film story. (Eberwein, 1984, 53) He says
that when we view the dream in a film “the consciousness of the viewer merges
with the projected consciousness of the dreamer whose thoughts and images are
manifested on a screen that we provided for the character.” (Eberwein, 1984,
53) Eberwein also says that, “the cinematic/dream screen becomes a vehicle
affording us greater contact with a character’s mental life than is ordinarily
the case.” (Eberwein, 1984, 54) In the same way, dream and flashback in
Miyazaki’s films easily cross the borders of linear space and time and in doing
s0, open up the narrative to the otherwise unknown and valuable interior life of
his characters.

By their nature film and dream are both visually driven products and in one
sense experiencing a dream is not unlike watching a movie. Colin McGinn
proposes in his study on film, The Power of Movies, that a dream may have
a sequence of scenes but it doesn’t follow spatial-temporal continuity. Just
as a film splices together scenes and the space of a movie is fractured and
time doesn’t flow in the usual manner, dreams reflect the same time-space
disorientation. “In dreams we find ourselves undergoing sudden shifts of
position, of one geographical location to another, or sometimes coming abruptly
nearer to an object or person. The dream is a sequence of scenes, stitched

together according to narrative rules, but often contemptuous of ordinary spatial



110

and temporal continuity.” (McGinn, 2015, 111) More importantly, McGinn
explains that there is a “fragmentation that causes films and dreams to converge
psychologically. Films put the mind in the same kind of states that dreams do
by virtue of their similar narrative ways with time and space.” (McGinn, 2005,
111) Likewise, by watching one of Miyazaki’s filmic oneiric sequence the
viewer experiences the dream on the screen, potentially arousing a deepening
awareness of the mind’s eye. The viewer automatically perceives the moment
of inner reality within the mind of the character, accomplished through such
spatial temporal field changes in the linear film story.

Some of Miyazaki’s dream sequences provide underlying thematic features
connecting the entire story together, or display a magical bonding between two
characters in the film. The dream may create a subplot construct that enhances
the main linear story of the film. A flashback could explain a single past event
of the hero/heroine’s life which is somehow tied to the character’s present
time world in the film. His dream sequences are at times creatively expressed
in other-worldly textures rising from a magical component, yet appear natural
in the film story world. Cavallaro observes that “in Miyazaki’s perspective,
reality is mutable, fragmentary and intrinsically subjective.” (Cavallaaro, 2016,
118) Hence, the secular and the magical, the mundane and dream world are all
utilized in creating his stories. Miyazaki reflecting on his own attitude towards
animation in Starting Point, says “creating animation means creating a fictional
world; that world soothes the spirit of those who are disheartened, exhausted
from dealing with the sharp edges of reality, nearsighted distortion of their
emotions ... some stories may arise not only from the physical world but may
be borrowed from a dream someone related, a fantasy or an (embarrassingly)
self-involved interior life.” (Miyazaki, 2009, 28) The next section discusses
three examples of dreamscapes created by Miyazaki within the fictional worlds

of his earlier stories.
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IT Dreamtime in My Neighbor Totoro (1988)

The dream sequence in My Neighbor Totoro involves two young girls,
Mei and Satsuki having a moonlight dance with Totoro, the huge benevolent
bear-like spirit of the forest who lives under an enormous camphor tree near
their countryside home. The film’s storyline follows a short summer episode
portraying the life of the two little girls and their encounters with Totoro.

In this magically-hued dream sequence, the children meet Totoro in the
garden on a summer’s night and perform a magical ritual-like dance which
makes Mei’s recently planted acorns sprout up into a giant sized tree.
Afterwards, the girls jump onto Totoro’s chest and spin off into the night sky on
a tiny spinning top. Together they fly over fields and houses. Finally they alight
on a high tree branch and gently play notes on clay ocarina flutes. The dream
sequence ends with them perched on the tree branch under the moonlight.

The dream sequence opens while the girls are fast asleep on a summer’s
night. It appears Satsuki has been woken up by glowing otherworldly moonlight
and sounds and she sees Totoro out in the garden. She wakes up Mei and they
run out to join him in the garden. As all of this is happening, the viewer is
visually invited to mentally crossover into the mystical liminal dreamtime of the
two girls and Totoro. This oneiric sequence draws the viewer into its surrealistic
dreamscape to experience the mystery of the children’s dreamtime. Meanwhile,
the camera cross cuts back into linear time showing their father hard at work at
his desk. He seems unaware of the dream-experience that is happening in the
garden. He merely pauses to listen to the sounds in the night outside. The scene
effortlessly glides back to the girls and Totoro. It flows in and out of the linear
time continuum showing both existing at the same time.

The appearance of Mei and Satsuki’s shared dreamtime is preceded in the

film by diegetic clues in the story. In the previous scene we see Satsuki writing
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a letter to her mother who is in the hospital. The voice-over of her reading what
she wrote includes telling her mother about Totoro’s gift to Mei of seeds and
acorns. Mei is anxious to see them sprout and watches them daily. Next, in a
subsequent scene, shortly before the girls go to sleep Mei asks her father if the
acorns will sprout by the next day. Her father responds that Totoro would know
about that. These two linear scenes are preludes; they are plot connections of
the linear film story leading up to the later dream-experience. The scene out of
time is preceded by events, desires and thoughts of the characters in their own
linear film world time. Eberwein, in quoting Bertram, observes that the world
of reality in some films use the dream to show the interplay between dream and
reality. “Every dream is an arrangement of some real aspects, ideals aspirations
and desires consciously or subconsciously color the thoughts, actions and
relationships with other people. Only in the dream does all this become real, do
we get the truth of it.” (Eberwein, 1984, 77)

In the case of the dreamtime of Mei and Satsuki, a situation of wish
fulfillment appears. Their dream seems to have responded to an emotional
dilemma of the child dreamers. Among the various categories of dreams that
Eberwein discusses in Film and the Dream Screen, are dreams of desire “which
include those that exist primarily to depict desire. The very nature of the
medium which allows a filmmaker to realize the impossible is admirably suited
to picture what a character dreams.” (Eberwein, 1984, 74) The oneiric sequence
of Mei and Satsuki with Totoro is powered by Mei’s real-time innocently
expressed desire to see the seeds sprout very soon. By producing the gigantic
tree in the dreamtime garden Totoro fulfills their desire in a fantastic vision
only possible in the dream. However, Miyazaki provides the viewer with yet
another level to consider by simply connecting the dream to the next scene in
the film story reality. The next morning the girls wake to find there are actual

small sprouts in the garden. They dance and laugh, running around in joy:
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SATSUKI: “It was a dream!”

MEI: “But it wasn’t a dream!”’!

Their gleeful response counterbalances what did or did not really happen
and so creates room for the viewer’s own interpretation of the magical oneiric
sequence. As Miyazaki has noted about the nature of this film, “There’s no
need to understand everything. When I’m asked what a Totoro is, I don’t know
myself.” (Miyazaki, 2009, 364)

As a filmmaker Miyazaki is sometimes concerned with the power of
creativity in children and their power to dream, and this dream sequence is an
example of how he fuses dreamtime, a child’s desire and magical features into
a fairytale like filmic experience. This type of scene releases the viewer from
the limited sense of merely real time events in the film narrative through the
carefully orchestrated flow between liminal and temporal time and space. As
Cavallaro notes, “Miyazaki’s holistic conception of meaning courses through
his entire opus. At the same time, his works stimulate the human gravitation
towards coherent form in their spectators. This is not surprising when we take
into consideration the director’s keenness to leave ample room for personal
interpretation. His stories are peppered with calculated inconsistencies,
moments of indeterminacy, impenetrable questions, silences and equivocal
statements.” (Cavallaro, 2016, 211) Even without definitive interpretation, the
dream sequence in My Neighbor Totoro may stand as one of the most unique
and attractive of Miyazaki’s oneiric sequences for its aesthetic sense of light,
color, sound and innocence of spirit. It embodies the innocent sublimity found
in a child’s imagination and the mystery of the otherworldly dreamtime into one

filmic experience.
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IIT Childhood Memory in Nausicaa of the Valley of the Wind (1984)

In the film Nausicaa of the Valley of the Wind, the heroine Princess Nausicaa
relives a memory from her childhood in a dream. It is not an ordinary memory
as this dream reveals the deep connection of Nausicaa as the princess-warrior
who defends not only humans but also the creatures and nature in her world.
Moreover, the dream is a diegetic clue with important subtle aspects indicating
the character’s overarching role in the film story. The viewer, through observing
this dream as an outside spectator, is given a sense of depth to her symbolic
savior role in the film.

This oneiric sequence takes place directly following an action scene in which
Nausicaa and Prince Asbel have escaped the predatory flying insects of the Sea
of Decay. They have just fallen deep underground through a pit of quicksand.
Meanwhile the warrior Mito and others call out for them from their plane. At
the same time we see the sinking of the two characters and wind glider into the
quicksand as angry insects noisily fly overhead. Then the scene ends sharply,
and cuts from the linear directly into the dreamscape of Nausicca. The camera
opens into a sunny sky and then a fade-out to all white. Another tinted fade-
in brings us directly into the dreamscape of Nausicaa as a young child picking
flowers in a field. The initial visual dream-effect is indicated by using nostalgic
browns, yellows and rough black-tone outlines of the human figures. Additional
intra-diegetic sounds in this dream feature the voice-overs of the child Nausicaa
and her father King Jihl, along with a child’s soft haunting singing melody in
the background. We first hear her father’s voice call out to Nausicaa telling her
to come. A jump cut shows Nausicaa, riding with her father and she sees her
mother next to them on another mount. As they ride along, her father seems to

be taking her to another memory that Nausicaa does not want to experience.
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NAUSICAA: “I don’t want to go there!”?

The scene jump cuts to Nausicaa running away from shady adult figures

which chase her.

NAUSICAA: “Stay away!™

The following shot jumps to many large outstretched hands reaching towards
a tree where Nausicaa stands. The child Nausicaa blocks the hole in the tree,

repeatedly crying out to the adults:

NAUSICAA: “Nothing is there!™*

Just then a little Ohmu suddenly crawls out of the tree hollow. This key point
in the oneiric sequence depicts Nausicaa helpless, but trying to protect the baby

insect from the other humans.
NAUSICAA: “Stay inside! ... It’s not doing anything!”>
The tiny figure of Nausicaa looks up at the three huge, dark adult figures. We
see the dark brown hues of her towering father and his loud and clear voice-
over as he reaches to take the insect away.
KING JIHL: “She is being used by the insects. Give it to me, Nausicaa.”®
NAUSICAA: “It’s not doing anything bad.”

KING JIHL: “Insects and humans can’t live in the same world.”’

A group of large muted brown-toned hands grab and reach towards the little
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girl. The camera then jump cuts to the dark sketchy figure of King Jihl and
others riding away on their big elk mounts with the Ohmu in hand, to the
dismay of the child Nausicaa. A yellow fade out takes them out of view.

We see Nausicaa’s fearful face, her trembling little hands in fists, frustrated
at the adults for taking the Ohmu. The voice-over of the child pleads over and

over as she finally crouches helplessly down alone in the grassy field.

NAUSICAA: “Please don’t kill it!”*®

We are left with the vision of the solitary child bent over, desolate, crying
alone in the field at the loss of the baby Ohmu. The camera pans out and the
scene fades to the continuous melody of a child’s singing voice. As the vision
of the trauma silently fades, the camera cuts to Nausicaa peacefully waking up
indicating a return to film linear time. She is lying on the underground rocky
platform with her fox squirrel Teto by her side.

This oneiric sequence depicts a traumatic memory from Nausicaa’s childhood
which reveals an important aspect of Nausicaa’s psyche and role as a heroine,
a compassionate protector of nature. “This scene is partly intended to express
Nausicaa’s sympathy for the non-human world begins early.” (Robinson, 2010,
148) Secondly, this dream is also tied to a later important scene in the linear
film plot. In that scene Nausicaa tries to save the life of a baby Ohmu which
has been used as bait by the Pejite army to antagonize the giant Ohmu insects
into stampeding Nausicaa’s home valley where the invading Torumekian forces
have positioned their army. In this final battle scene, Nausicaa is successful
in returning the baby insect to the Ohmu but she is stampeded and killed by
them in the process. However, when the Ohmu suddenly understand she has
sacrificed her life for them, they use their power to restore her to life. This

special mystical bond of Nausicaa and the Ohmu is foreshadowed in the earlier
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childhood dream of the child Nausicaa and the baby Ohmu. While the film
narrative features numerous externally plot driven scenes depicting Nausicaa’s
friendship with nature and the Ohmu, this dream-memory from her childhood
provides the viewer with a portal into her subconscious mind which holds
mental images mirroring her deep spiritual and emotional connection to nature
and the Ohmu.

This dream also reflects an underlying web of themes in the story. These
include mankind’s ecological responsibility, the philosophy of Earth as a
sacred entity, and the theme of a prophesized savior figure. In their discussion
of Miyazaki’s films, Bujar and Cusak in Anime, Religion, and Spirituality say
that “the mission of Nausicaa is to reawaken awareness of the sacredness of the
Earth in other human characters in the story. She is the only one with the power
to do so and in this context her special ability to communicate with the animal
world plays a special role.” (Buljan, Cusak, 2015, 132)

While the first dream sequence seen by Mei and Satsuki in My Neighbor
Totoro features the nature of childlike innocence and wish fulfilment, the dream
in Nausicaa of the Valley of the Wind reveals a memory of childhood trauma
that reflects the depth of her inherent lifelong connection to nature. It also
serves as a plot construct that foreshadows the climactic encounter of Nausicaa
and the Ohmu in the final scene of the story in which Nausicaa rescues the
baby Ohmu. These two dreams display different content and purposes. On the
other hand, both provide essential inner information about the heroines and a

coherent narrative depth to each story as a whole.

IV Nostalgia and Storytelling in Porco Rosso (1992)

Porco Rosso is a lighthearted yet poignant adventure story of Marco Paggot,
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a self-centered bounty hunter and WWI former ace pilot. The plot follows his
adventures in the guise of Porco Rosso (The Red Pig). The tale takes place
in the 1920’s in Italy near the Adriatic Sea. This film contains two flashback
sequences. The first one is the nostalgic memory of Gina, the beautiful and
independent lady friend of Marco. The flashback depicts Gina flying in a plane
with Marco when they were just teenagers. The special memory emerges one
day when Gina watches from the terrace of her private garden as Marco flies
loops overhead in his newly remodeled red fighter plane. The second sequence
is depicted through a deeply personal and transformative recollection of Marco
about the war. Marco and Fio Piccolo, the young designer who remade his
plane, are camped out on the beach in his cove hideout. Marco recounts to Fio
his final horrific dogfight of the war in which he lost his best friend Berlini and
nearly his own life, resulting in Marco’s cynical life attitude, severe survivor’s
guilt and the emergence of the pig-man Porco Rosso.

Both flashbacks display what Halpren refers to as a state of mind rising
from the portrayal of an “altered state of consciousness”. She notes, “(these)
flashbacks shift back and forth through time relying on the psychological
development of the characters and their age progression/regression as
identifying elements.” (Halpren, 2003, 87) Moreover, these two flashback
scenes link both evident and implied narrative elements together in the linear
plot, portraying integral diegetic aspects such as the nature of Marco and Gina’s
relationship, the catalyst surrounding Marco’s pig-man guise, and the emotional
impact of severe trauma in matters of life and death. They embrace nostalgic
hued themes of bittersweet love, and the unresolved reckoning of witnessing
yet surviving death in war.

The first flashback takes place in the mind’s eye of Gina, the beautiful and
independent love interest of Marco. Throughout the story, these two characters

interact with familiarity and informality as only old friends might so that the
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viewer is encouraged to feel the stance of a romantic relationship. However,
Miyazaki uses a flashback sequence to indicate the length of their friendship
which spans many years and continues up to the present time in the film story.

The flashback takes place as Gina watches Marco flying dramatic loops in
the sky over her garden. Marco has suddenly returned from Milan where Fio
and her family had refit and rebuilt his damaged plane. Gina stands on the
terrace and watches Marco fly overhead in his newly remade red plane as does
the American pilot Curtis who has visited her in hopes of winning her hand. In
a second Gina closes her eyes and her memory is triggered. Then the camera
cuts to a rush of blue-green water and pans into a colorful scene emerging from
the memory of a youthful Gina and Marco. Cheerful light music enhances the
mood of the scene. Through the lens of her mind’s eye we see her seated on a
passenger’s seat behind the pilot Marco as he flies the plane over the water in a
harbor. The plane takes up speed as they pass boats and people. We see Gina’s
happy face. Then, the wind catches her long shirts that flutter up in the breeze.
It is a humorously awkward moment for Marco as he happens to glance back to
Gina at the same time. The intensely visual sequence ends with another jump
cut back to the present moment and a close-up of Gina’s gentle expression of
fond remembering. With the end of the flashback the camera pans to Marco in
film linear time flying away from the garden.

Through this flashback the viewer is given a rare glimpse into the interior
life of Gina and illuminates the unspoken subtleties of friendship between the
two key characters without going into excessive narrative or visual detail. The
flashback reconfirms that Gina’s object of desire is still Marco, even as the
dashing American pilot Curtis had just unsuccessfully proposed to her shortly
before in the garden gazebo.

As viewers watch the flashback experience they feel Gina’s remembering

of a wonderful and long forgotten memory which indicates the depth of their
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ongoing friendship in the present time in the story. The marvelous feature
of this flashback is that it simultaneously propels the viewer into seeing the
wonder of Marco flying overhead as Gina does in the real time of the film story
while also watching what she visualizes through her own memory. The trigger
of Marco’s return and flyover pulls the linear plot back into the romance of a
momentary nostalgic past—a time of hope, innocence, and youthful friendship
long before the man Marco donned the guise of the pig-man Porco.

Here Miyazaki has embued the flashback device with the visually lyrical
and evocative feeling of nostalgia from Gina’s past in order to hint at a
possible subplot involving this character as well as express how the character
has long felt and still relates to another character in the story. Turim explains
this use of flashback in her study of flashback in film. “Nostalgia is a figure
ambiguously attached to flashback—past is an object of desire, desire to
personal, intense attributes, dangerous or frightening.” (Turim, 1989, 12) Just
as Turim shows us that flashback tell stories about the past, so this scene of
the film story reveals the romantic past and the potential present molded into
one nostalgic response that colors the relationship of Marco and Gina for the
viewer. As Turim explains, “flashback films make specific use of the theory of
associative memory the way an event or sensation in the present brings forth
a memory trace that was since forgotten. The elements placed into association
in this way become linked in the text’s symbolic code.” (Turim, 1989, 19)
Miyazaki also wrote about the use of nostalgia in his film, “I often refer to
this feeling as one of yearning for a lost world, it’s a sense that although you
may currently be living in a world of constraints if you were free from those
constraints you would be able to do all sorts of things ... the word nostalgia
comes to mind. Adults, fondly recalling something from their childhood often
speak of nostalgia ... it’s something that all of us, regardless of age, actually

experience.” (Miyazaki, 1996, 18)
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The second flashback exemplifies another function of flashback as outlined
by Turim. The element of memory in flashback is a key to unlock a narrative
enigma. The somber wartime story of Marco reveals a defining tragic moment
in his life played out through a disturbing encounter in a liminal dimension
between life and death recalled from his wartime memory. In this sequence the
secret of Marco’s pig-man guise is explained using narrative flashback.

Turim observes that some flashbacks directly involve a quest for the answer
to an enigma posed in the beginning of a narrative through a return to the past.
(Turim, 1090, 11) The viewer can also learn how the memories of a character
are stored and opened up from the unconsciousness. In this scene, Marco and
Fio are camped out on the beach in Marco’s secluded cove hideout. Marco
sits at the table checking bullets and Fio is sleeping in her bedroll nearby. Fio
wakes up and thinks that she has glimpsed the real face of Marco. She asks
him how he became a pig, but he avoids answering. This is the diegetic prelude
preceding the flashback told by Marco. It also serves as a trigger for “Porco” to
initiate the flashback.

Fio then asks “Porco” to tell her a story so she can get back to sleep. He
tells her about the final dogfight of the war in which all of his friends perished,
including his best friend Berlini. During this horrendous experience, Marco is
physically and emotionally spent from the fight and he too drifts in his plane
up to the liminal zone between life and death. He witnesses an amazing sight
of planes with pilots soaring up above the cloud plain into a high overarching
ribbon of spirits. They glide into a dimension into which Marco cannot follow.
He finds himself sinking down through clouds into the material, corporeal
world, alone. Through this experience the pig-man emerged and Porco Rosso
began.

In depicting this memory the director is careful to employ visual and other

diegetic elements to direct the viewer through the flashback. This memory is
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at one and the same time filled with the import of the temporal mundane and
the expression of the timeless subtle. Turim says about the temporal aspect of a
flashback use in a film, “the temporal reference of a filmic segment is defined
by a complex combination of visual and auditory indications....” (Turim, 1989,
16) One main auditory device used is the dual voice-over and direct dialog
of Marco in the story telling. Turim notes that voice-over often plays a key
lead -in to flash backs. (Turim, 1989, 143) The flashback is first depicted as a
story, narrated by Marco’s voice as he recounts the fateful day of the dogfight,
later changing into direct dialog within the flashback vision. His voice-over
continues as he narrates how his friends were all shot down and he was barely
alive after the dogfight with enemy planes. Then, he describes how he floated
up into a wide, endless silent cloud field with blue sky above. Suddenly the
voice-over stops and Marco directly enters the scene. He calls out to Berlini and

the dead pilots. At one point he cries out to his friend:

MARCO: “Berlini Wait! Where are you going?”

Berlini! Stop! What about Gina? I’ll go instead!”

Marco offers to change places with Berlini and fly into death in his place.
(Berlini had recently married Gina.) Berlini is unresponsive and Marco is
merely a helpless witness to what is happening. The music shifts to a soft tonal
background melody for the vision of a long upward procession of the dead
pilots. Miyazaki portrays the horror of mass death in war. Once the pilots have
entered the arch of spirits the flashback sequence concludes with a view of blue
sky over white clouds.

Also in the flashback are visual devices indicating shifts between the
storytelling on the beach and the experience of a war memory itself. The camera

cuts back several times from the flashback to Marco telling the story to Fio
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on the beach at night. We see the dogfight and planes crashing in flames. The
camera cuts back to Marco showing his somber face and Fio intently listening
from her bedroll. The first cut jumps at the point where Marco is telling Fio
how he alone had survived the dogfight. The viewer is shown how they are both
internally visualizing the story as it is being told. The camera cross cuts back
again showing Marco flying in the vast white cloud fields floating into the the
zone between life and death. Again the camera cuts back to a close-up of Fio’s
face, carefully listening to Marco’s story and as we observe the image that Fio

visualizes, she says,

FIO: “A cloud prairie?'°

The camera shifts back to Marco sitting as he narrates the event. Later, from
the trail of the dead pilots, the transitional shot jumps back to Marco narrating
the end of the story. The music stops and the camera pans to the ocean waves
lapping at the shore of the beach where Marco and Fio are camped. Linear
time is restored and the vision finishes with Marco and Fio commenting on the

meaning of the surreal experience:

FIO: “God was telling you not yet.”

MARCO: “I felt like he was telling me just to keep on flying alone
forever.”

FIO: “No, Porco! You’re a good person!”

MARCO: “The good ones are the dead ones. It might have been hell I

saw.”!!

This method of cross cut jumping back and forth between the storyteller, the

storytelling, the listener and the actual story vision itself weaves together the
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working of the mind’s eye for the film viewer, of the listener and the storyteller
while the storyteller is telling a tale. The listener is conscious of the linear
world in the film story but in the mind’s eye a visualization of the story told is
unavoidably taking place, not unlike the way in which Fio imagined the scene
of Marco’s story.

Marco’s telling and Fio’s listening to the story are both visualized on the film
screen as a single experience for the viewer made from what Marco recounts
and what mental images Fio sees. The viewer is aware of watching a filmic,
imaginary reality, yet within the context of the story itself there is meaning
for the characters and hence, meaning for the viewers who may also internally
visualize and feel the impact of the traumatic tale Marco is telling. Marco’s
flashback exists in the subconscious but is made visible through the simple act
of storytelling. The story told in the temporal becomes the platform on which
the liminal is made visible as if the surreal is being made real through use of
the film screen. In fact, as Turim observes the flashback is a form “through
which the individual character is used as a point of departure and focus ...
and the exploration of the uncouscious escapes the level of the psychological
realism within the structuration of the character and becomes the project of
film expression and structure itself.” (Turim, 226) The construction of Marco’s
flashback shows how Miyazaki is able to move his story simultaneously
between the linear narrative time and the invisible, subtle world of the
subconscious mind.

The connection between memory and flashback is here is meaningful.
Turim explains “flashback often present images which are to be understood
as memories. These films portray their own versions of how memories are
stored, how they are repressed, how they return from the repressed. These
representations can be compared to Freud’s representations of the memory

system, the unconsciousness, and his theory of the realm of the repressed.”



125

(Turim, 1989, 19)

Moreover, the choice of Marco in telling this particular story reflects other
points on Turim’s list of flashback functions. One is associative memory.
“Flashback is as both a reference and a tool in understanding the manifest
representation of memory in film and as part of a deconstructive reading or
the structure of the symbolic order of the film in which flashbacks play a key
function.” (Turim, 1989, 19) This aspect is shown in this scene shortly before
he begins the storytelling. Fio had asked him how his pig-man transformation
had occurred after she had just awoken and had glimpsed Marco in his human
form in the lamplight as he sat unaware at the table. He tries to ignore her
question, but Fio pushes him to tell her a story. Fio’s request is the unconscious
key to unlock the memory of the final dogfight of the war. Through the use
of this flashback, the director allows the character to tap into his unconscious
mind that holds this memory and provide a way to unwrap the enigma of Marco
as Porco/pig-man in the story. Finally, Turim labels some flashback functions
as a “haunting of the past”. (Turim, 1989, 33) In this scene, the viewer has been
taken on a story-time journey into the past of the main character in order to

explore the haunting war memory in the present linear time of the film.

V  Film, Dream, Flashback and the Psyche

Carl G. Jung, in his treatise on dream analysis and the nature of dreams
wrote, “Even though dreams refer to a definite attitude of consciousness and
a definite psychic situation, their roots lie deep in the unfathomably dark
recesses of the conscious mind. For want of a more descriptive term we call
this unknown background the unconscious....” (Jung, 1974, 73) Jung applies

the term autonomy to the function of the unconscious mind and the dream-
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experience. “Since the meaning of most dreams is not in accord with the
tendencies of the conscious mind but shows peculiar deviations, we must
assume that the unconscious, the matrix of dreams, has independent function.
This is what I call the autonomy of the unconscious. The dream not only fails
to obey our will but very often stands in flagrant opposition to our conscious
intentions.” (Jung, 1974, 73)

Exploration of the realm of the unconscious and dream autonomy is also
found in Miyazaki’s filmmaking, especially because of his affinity for filmic
flashback and dream sequences. As illustrated in these three early films, the
director orchestrated these sequences into a harmonious play arising from
mental images within the fictional characters as they play their roles in the
linear time of the film story so that their dreams subtly guide the viewer beyond
the conscious realm of mundane narrative action by watching the other’s
dream and so unconsciously participate in the a kind of conscious dreaming
through the filmic dreamtime. The viewer accepts these dreamscapes as part
of the filmic experience which is easily personalized due to our own natural
capacity and desire to dream. “In addition to opening our minds to new
creative connections, dreams on film also expand our emotions and help us
to sympathize, empathize-sometimes criticize-because we all have firsthand
experience of dreaming.” (Halpren, 2003, 179)

The element of the unconscious and the psyche is even evident in Miyazaki’s
creative filmmaking process. Miyazaki wrote that his use of the inner eye
is essential in creating his stories and in depicting intended mental pictures
through using dreamtime in his film. “When I’'m making a film I spend all of
my time thinking not about superficial matters but about what’s going on deep
down. I open the door to my subconscious mind ... the threads all connect.... I
think this is what I wanted to do all along....” (Miyazaki, 2008, 227)

Moreover, dream and flashback are devices that work well with his thematic
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affinity for fantasy. Miyazaki wrote about fantasy, “Fantasy opens the door to
the subconscious ... creating fantasy is all about lifting the lid on your brain,
flaunting things you normally don’t expose.” (Miyazaki, 1996, 226) Through
watching a Miyazaki film the viewer may unconsciously experience part of this
subconsciously based creative filmmaking process which reveals his necessary
willingness to allow his imagination to venture inside uncharted territory of
the unconscious mind of his characters. The viewer watches the interplay of
consciously made mental images drawn from the subconscious, but all through
the safe medium of the film screen. The viewer, in watching the dream or
flashback sequence is opened up to an experience of the inner eye, and that kind
of “seeing” experience only occurs through a mentally created image rather
than in the limited linear action of the film story. Through fantasy Miyazaki
believes that viewers can receive something out of his films beyond passive
entertainment. He wrote about why fantasy is important, saying, “The viewers
know that what they are seeing is fake, that it can’t be reality but at the same
time they sense deep in their hearts that there is some sort of truth in the work.”
(Miyazaki, 1996, 308)

Some film theorists have equated the visual quality of the filmic experience
as being like the dream-experience itself. According to McGinn, what one
sees on the filmic screen is a kind of imitation of consciousness, a modeling
of our inner landscapes. (McGinn, 2005, 68) He describes dreams as mental
images and equates them to movie images which in reality are both images of
absent or nonexistent things. Some might even refer to this as ‘fantasy’ itself.
McGinn says, “What a film presents to an audience is therefore the same sort
of blending that a dream presents to a dreamer-reality reproduced, reality
reconfigured.” (McGinn, 2005, 117) Miyazaki’s films have the special element
of a reconfigured reality combined with fantasy and the oneiric sequences

empower this quality of psychological depth to the characters and plots in his
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films which viewers can appreciate, internalize and even learn from. Miyazaki
wrote about film making, “Cartoons are a fake world. Because cartoons are
fake, they disarm viewers, making them think they’re just cartoons. Liberated
from reality and relaxed, viewers find themselves pulled into scenes showing
the protagonists and a cartoon world and find the experience evokes secret
hopes and longings in themselves.” (Miyazaki, 1996, 307)

This attraction of being able to consciously perceive a mental image that
has emerged from the subconscious which persuasively manifests as dream
or flashback on film makes dream in film a captivating experience, especially
when it is presented within a fictional world, albeit one made for animation.
In Miyazaki’s filmmaking the powerful film images of an unreal world and
its illusory characters created by animation correlates to that produced by the
unconscious psyche in dream images. As McGinn notes,“When we watch a
film, the experience mimics the kind of mental acquaintance that characterizes
the dream. Other minds exert a kind of direct pull over our own ... other minds
merge with one’s own.” (McGinn, 2005, 125)

Dream, memory and flashback, functions of our own inner mindscapes, are a
key filmic device in the work of Hayao Miyazaki. This essay has taken a brief
look at three of his early films which feature dream and flashback. Through
the dream sequence in Miyazaki’s film, the viewer is given important insight
into the psyche of the character, the solution to a narrative enigma, or a way to
experience the mystery of the interplay between the outer filmic world and the
unlimited creative landscape of the unconscious mind. Miyazaki as a master
storyteller accomplishes this through animation, a medium which by its very

nature is akin to the dream itself.
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Notes:
Dialog citations are taken directly from spoken dialog or subtitles of the
film.
1 My Neighbor Totoro, 1988, dir. Hayao Miyazaki.
2 Nausicaa of the Valley of the Wind, 1984, dir. Hayao Miyazaki.
3 Ibid.
4 Ibid.
5 Ibid.
6  Ibid.
7 Ibid.
8  Porco Rosso, 1992, dir. Hayao Miyazaki.
9  Ibid.
10 Ibid.
11 Ibid.

Filmography

Nausicaa of the Valley of the Wind. (1984), Director Hayao Miyazaki, Studio Ghibli
Production.

My Neighbor Totoro. (1988), Director Hayao Miyazaki, Studio Ghibli Production.

Porco Rosso. (1992), Director Hayao Miyazaki, Studio Ghibli Production.
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The late nineteenth century also witnessed the steady mass immigration of

poor Jews from eastern Europe, which, by World War I, produced a
population of over three million, mostly concentrated in the tenement
districts of the major northern cities.... Living in crowded slums, in areas
marked by high crimes rates and red-light districts, speaking Yiddish....
(Lipset, 13)
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to smell of corduroy pants and the food he had eaten and rosin. Half the time,
too, his hands were dirty around the knuckles and the cuffs of his shirts peeped

out dingily from the sleeves of his sweater” (McCullers, “Wunderkind,” 92)
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More than two hundred thousand Jewish refugees were admitted to the
United States between Hitler’s ascent to power in 1933 and America’s
entry into World War II at the end of 1941. Those who came were largely
middle-class people from Central Europe. An extraordinarily significant
minority among these refugees were scholars and artists who were the very
glory of European culture. These newcomers were different from all the

earlier immigrants. (Hertzberg, 255)

FEoEHoFICIE, B RNEFALEMK, BFEAE L & DRGNS
GENTOR T EF HBICBRIEHRR LY YRR EIGE L LR TH 5,

MR ERENRICET 2 L Bbn b A * OFERHA T, Riverside
Drive (UN—HY A K+« F5A47) TR F2HoTwErIT7a% 4
VIOV TRTHAL Y, HEELS =Ny NEDREEET T L AD
FLCHEEENBEVWE WS T ERPL, ENVT—NuntTFT7aT 1 vV
WEECIIHWEEE., T4bb,. ELY =Ny pEEdT F A ViETLEs
LTwa 2 ek, Boihka—ny ShoBRLZERD T



135
brZLEEDOED, £/, UN—HPAF - FIATF, =a—3—7
HIC B 3 FRETH S OBPTCHI G RTH D | 2 OIS,
HHOBFERAY A %2FFoT05b  Lid, KEABET 2ATOEREK L
LTCoA4AFOES 2 BE T2, Ll RORyHTI—RiL kb5 7
av 4 vV ORETESN S & 912, “He (Lafkowitz) was such a small
man himself, with a weary look when he was not holding his violin. His
eyebrows curved high above his sallow, Jewish face as though asking a
question, but the lids of his eyes drowsed languorous and indifferent”
(McCullers, “Wunderkind,” 88) 7727 +4 v vk, Y7 A4V v &fo
TwawE FEhl kB2 L TnT, BIZEZFICZES D & hkL
FEN, HOTORP V- ZI R AR 2, ZOMBIE, 7 AV
A TOBREFBENR T T E I EE2HETHESTVLIDTH D, %
7oo LA, =¥ =0T 5 X 5, NUKorma—2 b 2kh Tk
T2 CMARR AR, KREARTT 2 U A AN EWNFEDETIlE ANk
WEZ, R L 3ERREVAER (1) Thokl tiEbEs, 773
T4 v YH, dma—2 bERNTT AV IR OD, BEICIET
AUYANDPERZFANOND LR, HHE LENOHEERKLELTOD
BT L LD LT I2EMAGRATH 2 Z L2BBRIELHDT,

CYHT=RD, TT7AT 4 VDL BEMTEREML L]
LB OHFIMEA TR I LR EZ SN D DI, FKITBNTH —h,
4 DFE | The Lonely Hunter: A Biography of Carson McCullers (1977 4E)
DOHFT, v v A T—ABFEE, V14— VHB T2 -3 — I h5RER
ERTY2YT7—FTET /2L T2 L0 ) 28 v AFFLE
Thotz (46) LRL TV EH 672, iz, RIEM L FRHHICHEL 72
LD B “The Aliens” (1935) Tld, 19334 av~rr 6Tl
TELZSORDOEMEE 7 =2 b Felix Kerr (72U v 2R +5—) OF A
U HITB T B EMAERICENR BT, RN T 2 REDHir <



136
WHD, RO Y NDRNER > Tzl LICk 2EPRE L E
Bbnd, Cokdlic, =2a—3a—rTvyho—RF, BEIZAE,
HHZave vy E7R¥ER = 2 — 3 =2 HLRFET, BIfFOREEZ T 7%
Do, MEMO 2T Y RZBR LD &v, ok EkESZ LT, N
AET7aT4 vV E/NRICEELZOTE RV LRI,
RIHEHTARERZ, 7500 2ADET7 JHAMTRAVRBRE 2D,
ENVGT =Ny nEBLIXE, TAUVHDANCOP2DLT FA Y ANORIE
RS2 AR B L Cwa 2 L2, 7AVATEENLELT =y
N, BERZE FA Y THILERFTH 21 b3, 790k
2D EEHMFEOHRTH B, E—r bt FAVETHEY, &
CEEL FA VD OFTHE, Y ¥ —F v b ThHDHEEDD, T8
DFEIZDOOVTIE, ENNVFT =Ny E P4 Y TREE LR, iz b4y
THOTTTH o722 L. LS —NwnDLEfEDHEEL WO ik
Ty FEBDDLDTIERL, FAVIEHRL b T, “[lt was very gut, it
was very gut” (80) (KA YEET M7= b, 3EED 7y ¥y TH3
o5, TETHEF) OFK) L3O L0 #HELL, FAYATH
LTENRBENTVE, v v hI—XF, EVT =Ny nEHDFED
MEICBWT, FAYol - B2 @B AHESER2L, H6DF
AVANELTDTATYTATAZHALTVEDTH B,
D&, =9 hT7—REFT7 AV A ANDERA YERLMIZADRE
BHERERO 2SI YAN, FA YV ANDOFEEFEL, FAYADTA TV T
1T 4%2ERTEFEAVRT AV DALV K502, 1930 D 7 #
VABRMEEEZ KT 2 X5 ICEHA\EREL w5, TiE, b
BEHANYZ I Tw R 0h, XEITE, ZhE o ARBERICE
REYTTRTNL



137

I Z5AYRLOARBER

R E RS 2 K5 CBL Y EHRELRBEOR +— U — ORI
PELENTVED, 7IVEARNA XA 7TV AEIL S =3y N
ENGT =Ny 57 a1 vy DIETARBBIRE RTw» L,

ATXANDNA AR T IVRADIANVE, 752 RFET /,
NARFT 7 A v BT 2RI RLE D, ARFACEETH
D, EHICHEL L CHEXICHET 2, L LFHOHFTZ, A £
DEZEZIEDD, 772 RABLDEIDNTNA ACHEEEEL, N
A ADEEORIZHEEABEDZL TH W &, MERKMEZHS &
DL TS ELLENIDETHY, ELEPECT ETETICRALD
LREBVIREEZEZ, BOOMILZZ D20, BT =Ny nb 75
L 2 DWEESHH SN TR BICE2ob 6§, HEMA, 24 v ARl
K Bloch (7vvk) OERT, 77 v ZADBEEICES bDTIE%ED
STPOREZT > THLKEED 20, 75 vk AIE, HLDEBICH T
LR L W, EEHOF TR AV EEAAILTWS, Z LT,
ANA AR, FTETHEMICEE L, FRMEEE Musical Courier (T3 2
—VHhN =V xg) ORMEMBIEELERD, 7T rRREF, A
A DERGEDIRHICTERICER SN D 2 Lickhbh, " XA LWATET
J OMELEIFENTELDPORIC, " AOFRERD B RVL, TH
F LB Tw 3, HEEERCBRETREDEL B o TRizoiz,
AAXADFBRICT T VR ADBEHEERLC 5T, 77 v AL I
NAAKDB STV GEZRL TS

am7§y«xkﬁﬁ®87/ﬁ%\Ewﬁ—nyna@%%wﬁa
L7z, 7902 RF, EAY =Ny IR L TEEZEEZELETO
b, OTHRERZORICIAE 720, FLAZ LYV FLTESL
Rch, RERFCHAENENEZELD D, EPATOE T /HE



138

KIHELTWAE I EDIEICT IV ABEVERELTWER6K, E
T/DOLy AUPIEFHTH S LKL EERF I CELDIL, T
4 AMEBVED CHIT 207 5 eI, BT =Ny NGHER D
HEZH2T, 77220, ROFIHD L HITEL %, “She felt that the
marrows of her bones were hollow and there was no blood left in her. Her heart
that had been springing against her chest all afternoon felt suddenly dead. She
saw it grey and limp and shriveled at the edges like an oyster” (McCullers,
“Wunderkind,” 88-9). 7 7 > Z2® MAHFIZMA b Ko T X
I RREFEFBICR D g, TR, AlClEEFoTLE o7 LI B,
WEHBENT =Ny L, BRICERL, o2 oniEYo kS
KFHRDBHBVETEFTE TR0 THL, ZODEL, BT —n
Y NDRBORELICHA 50T, ZoHERTHTHEIE, 2 A0kl
BRRDEIR L 72 Z L 2R T,

RIBICEV ST =Ny N T 7a7 4 v YORRIEOVTRTHL,
WF—=RyonNEFT7av 1y Vg, ZEEERTHETH A, BV
T =Ny DT 73T 4y Y EBELTw5 LA, By —N
YNE, TT7aAT 4y VIENLT, BT RIFA LR oo TS
EROLEME LD, 2 AOHEE, KEECTRES 2o
T %, RDB|F, “That oie oie stuff,” said Mister Bilderbach, crackling the
newspaper at her. ‘Not for you, Bienchen. Leave all that to the Heimes and
vitses and skys.”” (McCullers, “Wunderkind,” 82) 1, E L4 — Ny s
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BEOHRO ThAthr T4y 1C77aT4yVbEEhT0EIL
S 972,
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was her—the real plain her” (McCullers, The Hear Is a Lonely Hunter .0\
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Ultimately, he (Adolf Hitler) ordered the obliteration of all European
Jewry but before he attempted this final solution hundreds of thousands of
Jews and Gentiles emigrated from Germany. As German Jews fled their
homeland in the 1930s a majority of Americans feared that the refugees

would overrun the United States. (Dinnerstein, 1)
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At no time did President Franklin D. Roosevelt become involved in the
boycott issue, despite warnings from high-level American diplomats
regarding Nazi exploitation of the Olympics for propaganda. Roosevelt
continued a 40-year tradition in which the American Olympic Committee
operated independently of outside influence. (“Nazi Olympics, Berlin

1936.” U.S. Holocaust Memorial Museum.)
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(1) Constance M. Perry % % 7-. The essential conflict for the McCullers’s “Wun-
derkind” is how to react to the pressures and distortions of adult sexuality. “Carson
McCullers and the Female ‘Wnderkind,”” (44) &R 7 7 HfHiIC
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“The Aliens” (1935) a nameless orchestral work.
“Wunderkind” (1936) Handel’s the Harmonious Blacksmith, Beethoven’s
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Piano Sonata No. 12 Op. 26.

The Hear is a Lonely Hunter (1941) Beethoven’s Symphony No. 3 in E-flat
Major, Op. 55 (Eroica Symphony) and Mozart’s Symphony.

Reflections in a Golden Eye (1941) Mozart’s Sonata, Brahms’s G minor
Quartet, Franck’s A Major Sonata and Rachmaninoff’s Waltz.

“Madam Zilenski and the King of Finland” (1941) Dietrich Buxtehude
(organist and composer) Bach fugues, Mahler, a metronome, Scarlatti trills.

The Ballad of the Sad Café (1943) Ballad, automated piano.

The Member of the Wedding (1946) jazz, blues, minuet, march, waltz,
lullabies.

“The Sojourner” (1950) Bach prelude and fugue and a nameless piece.

The Square Root of Wonderful (1958) Ignacy Jan Paderewski (concert pianist),
the Marseillaise(French national anthem) Rachmaninoff’s Prelude in C-Sharp
Minor (“the Burning of Moscow”), Handel’s “Dead March”(Oratorio Sau/) and
Beethoven’s “Turkish March” (“Six Variations on an Original Theme,” Op. 76).

Clock without Hands (1961) Bach, Schubert, Marian Anderson (black singer)
jazz, blues, spirituals, German Lieder, Chopin’s Etude (“Winter Wind”) Johann
Strauss Jr.’s Tales from the Vienna Woods, Jacques Offenbach’s The Tales of
Holffiman and Franz Lehar’s operetta, The Merry Widow.
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On Transpacific Displacement and Chang-rae Lee’s
A Gesture Life

Minoru MORIOKA

Abstract

This essay focuses on conceptualizations of displacement in Chang-
rae Lee’s novel 4 Gesture Life. Specifically, it seeks to understand how
constructions of displacement theory contribute to both the survival of an
elderly Japanese-American Franklin “Doc” Hata born in Korea and the
overthrow of his view of Japanese Orientalism. In its critique of displacement
enterprise, the novel elucidates how new values obtained through
displacement operates as a mechanism for his openhearted identity-making.
At first, he spends his life adapting to a new culture in a wealthy suburb of
New York by behaving with abject politeness in order to be accepted. He
adopts a Korean girl in order to cover a much deeper melancholy that are
given through a series of successive flashbacks to his days as a medic in the
Japanese army in World War II. His enamored love of a young Korean “comfort
woman” in the Burmese camp results in a tragedy and a horror focused on
some astonishingly brutal and obscene scenes. Later, he has to make use of
both “Imperialist Nostalgia” and the compensatory adoption of a Korean girl
in order to efface the abhorrent memory. Due to the lack of displacement,
he fails mutual understanding with an adopted daughter, Sunny and a local
widow he is romantically involved with. Deficiency in displacement has
something to do with Orientalism which is one-sided partnership to ‘other’.

This paper discusses the theoretical concept of displacement regarding the
self’s relationship with the ‘other.” The activity of displacement depends on

fixing our eyes on both self and ‘other’ simultaneously as we pass the cultural
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and self-other border. Displacement can lead to an extension and rediscovery
of an identity. “Doc” Hata tries to make an effort to understand others through
displacement by an internalization of the ‘other’ by the last page of this novel.
In Orientalism, binary oppositions are built up into hierarchical constructions
and employed as tools of domination and oppression. Displacement prefers

movement and diversity to fixation and to homogeneity like Orientalism.

01. Introduction

The protagonist in 4 Gesture life', an elderly Japanese-American “Doc” Hara
born in Korea, has spent his life adapting to a new culture in a wealthy suburb
of New York by behaving with servile politeness in order to be accepted. He
has adopted a Korean girl named Sunny in order to deal with a deep-seated
melancholy that derives from his experiences of having served as a medic in the
Japanese army in the second World War, or, as it is regularly called in Japan, the
Pacific War. The melancholy is brought on by astonishingly brutal and obscene
flashbacks of atrocities committed by Japanese soldiers in a Burmese camp. In
particular, Doc Hata is haunted by the memory of the brutal murder of a young
Korean “comfort woman” called “K.” The one-sided sympathy he cultivated for
her helplessness only worked in triggering her tragic death.

Years later in New York, in an attempt to compensate for the death of K,
he adopts Sunny, however, he cannot secure her love. He also fails to win the
love of a local widow with whom he has been romantically involved. However,
through what appears to be his gradual discovery of his own identity, Doc Hata
succeeds in establishing a human relationship at the final stage of the novel.

In author’s view, this novel unfolds the story of an identity-finding process
in this protagonist. Drawing on the fact that Doc Hata has failed to achieve full
mutual understanding with Sunny and the widow, We argue that this is because

he has paid insufficient attention to a basic human condition which We propose
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to define in terms of displacement. Doc Hata has lived in Korea, Burma, Japan
and the U.S. Importantly, it is this range of experience with human displacement
that drives him to cross the cultural borders and attain understanding with

cultural others at the final stage of his life.

02. Chang-rae Lee’s Biography

Chang-rae Lee was born in Korea in 1965 and migrated to the United States
with his family in 1968, when he was three years old. He grew up in the New
York City area and graduated from Yale University with a degree in English,
after which he took a MFA at the University of Oregon. His first novel, Native
Speaker (1995) won the PEN/Hemingway Award, the American Book Award
and the ALA Book of the Year Award. It explored the life of a Korean American
outsider engaged in espionage. In 1999, he published his second novel, 4
Gesture Life, which pursues the themes of identity and assimilation through the
narrative of the elderly owner of a pharmacy who had to treat a Korean comfort
woman called “K” during the second World War and later, after the war, came
to adopt a Korean girl, Sunny in the U.S. Before writing this novel, Lee went
to Korea in order to interview surviving comfort women. His third novel Aloft
(2004)? approaches the problems of race and identity. The protagonist Jerry
escapes from the troubles of his family responsibilities by going on flights in
his small plane high above Long Island. Lee is a professor of Creative Writing

and a member of the Humanities Council at Princeton University.
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03. Outline of this novel

In A Gesture Life, Lee creates a character who personifies his favored themes
of identity, emotional distance, anxiety, love, loneliness and social alienation.
Old Franklin Hata, the narrator of 4 Gesture Life, owns the “Sunny Medical
Supply Store” in the now affluent community of Bedley Run, a New York
suburb where he is well liked and respected as an accommodating local figure.
Doc Hata was born a Korean, but raised in Japan. As a child, he did well at
school and was sent to a prestigious high school in a nearby city. Later, he was
adopted by a wealthy, childless Japanese couple who gave him their name,
Kurohata, and treated him as theirs son. From then on, he made up his mind to
live in Japanese society, sustained by collective determination of will.

With the start of the war, Kurohata, as he now is, is sent to serve as a medic
in the Japanese Imperial Army where he finds himself tending Korean “comfort
women,” who have been selected and forced into prostitution by the Japanese.
As a medical officer attached to a unit in Burma, he is given an assignment
to supervise a group of these Korean “comfort women.” He falls in love with
one of them whom he calls “K,” but is unable to save her from being brutally
murdered. He is still haunted by this scene decades later, despite his efforts to
contain the psychological damage.

After the war Kurohata moves to America, where he changes his name to
Franklin Hata, and takes to greeting everyone with polite words and gestures.
He attends to his adopted daughter Sunny with the same gestures that he
lavishes on others. After a successful career running a pharmacy, he retires
and is set to enjoy the rest of his life. But a fire in his home prompts him to
review his relationships with Sunny, and also with a local widow, Mary Burns,
whom he has been dating, but has not drawn close to. His vague manner in

communicating with others allows no room for mutual understanding.
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Although Sunny and Mary Burns recognize his sensibility to what people
are feeling and appreciate his courteous responses, they consider his attitudes
superficial and do not think of him as caring for them seriously. Why does he
live such a gesture life? The answer seems to be that Doc Hata has a past that
he is deliberately hiding from others. He is afflicted by the unfading trauma of
the comfort woman’s death. This is part of the reason why he has no confidence
in associating with others. Eventually, the past comes out through his talking
about the murder in the Burmese camp.

At the end of this novel Franklin comes to terms with his past and makes
discreet arrangements for the people he cares about to enjoy secure and happy
suburban futures. After that, he decides to go and live in another country where
he can endeavor to establish relations of mutual understanding and trust in spite

of his advanced age.

04. The Definition of Displacement

‘Displacement’ in contemporary usage is employed in two meanings.

(01) Displacement as Unhomeliness

This displacement refers to the historical separation of people from their
native culture as slaves, refugees, immigrants, migrants, exiles, or expatriates on
account of some physical dislocation. This kind of displacement also includes
the post-colonial crisis of identity. To overcome displacement like this requires
the development or recovery of an identifying relationship between self and
place. A post-colonial self may give rise to a sense of having been eroded by
alienation or of being threatened by cultural discrimination. That is, the self’s

own personality and culture are oppressed by a more dominant racial or cultural
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model. The experience of this displacement can contribute to a post-colonial
awareness in which cultures recognize themselves through their projection of
‘otherness.’

The same sequence of experiences is relevant to cases of immigration,
estrangement, exile. Homi K. Bhabha describes this situation in the following

way in his book The Location of Culture.

[Henry] James introduces us to the ‘unhomeliness’ inherent in that rite
of extra-territorial and cross-cultural initiation. The recesses of the
domestic space become sites for historys most intricate invasions. In that
displacement, the borders between home and world become confused;
and, uncannily, the private and the public become part of each other,

forcing upon us a vision that is as divided as it is disorienting.’

‘Unhomeliness’ in Henry James can be equated with displacement. Moving
from one culture to another and experiencing a break-up in the stability of one’s
cultural unity is what can give rise to new situations of culture. An exile has the
chance to experience displacement in a variety of areas. Although his existence
in the other country is restless and unsettled, he can see things as they are, and
be liberated from the past.

An exile sees things in terms of both the past and the present. An exile also
thinks of both what has been left behind and what has been found. In both time
and space, exile is a state of being interposed between two sides. Even if one is
not in the position of being an actual immigrant or exile, it is possible to think
as such. Living as an exile is the daily practice of displacement.

Displacement is what brings self up to a borderline. Homi K. Bhabha refers

to this aspect of displacement as follows:
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These ‘in between’ spaces provide the terrain for elaborating strategies
of selfhood—singular or communal—that initiate new signs of identity,
and innovative sites of collaboration, and contestation, in the act of
defining the idea of society itself. It is in the emergence of the interstices—
the overlap and displacement of domains of difference—that the
intersubjective and collective experiences of nationness, community

interest, or cultural value are negotiated. (LC, 2)

This reidentification takes place when a border is crossed. The old lies behind
and the new lies before. Displacement also means the contraposition discovered
by looking at everything in a new angle. And it opens new gaps—Bhabha’s

‘interstices’—in which we can re-examine cultural issues.

(02) Displacement as dissolving of binary oppositions:

Trinh T. Minh-ha remarks on the role of displacement as follows:

Displacement involves the invention of new forms of subjectivities, of
pleasures, of intensities, of relationships, which also implies the continuous
renewal of a critical work that looks carefully and intensively at the very

system of values to which one refers in fabricating the tools of resistance.*

Displacement originates out of the need for keeping a watch on the movements
by which a system divides into two portions, the center and the marginal.
Displacement plays a decisive role, then, in monitoring the movement of the
center critically and continuously. The reason why the center generously has
to recognize gains in ground by the margins and make the necessary territory
readjustments is for fear of having its own territory broken into.

To displace binary oppositions is not only to dislocate the terms—for
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example, by wresting the ‘center’ and the ‘margin’ out of their determined
hierarchical locations,—but also to free the terms completely from their binary
relationship. Thus the word ‘displacement’ can also be used to refer to a shift
of terms in the mapping of binary oppositions. In the course of displacement,
the borders between oppositions become confused. It is hardly possible to
read a book on contemporary criticism or theory without encountering the
interrogation of binary oppositions. Almost all discussions of cultures nowadays
refer to the problem of hierarchical binary oppositions. In short, displacement
may mean the dissolving of binary oppositions and the internalization of

objects.

05. Japanese Orientalism

The structure of power in displacement is also the structure of Orientalism:
“My [Said’s] contention is that Orientalism is fundamentally a political doctrine
willed over the Orient because the Orient was weaker than the West, which
elided the Orient’s difference with its weakness.” Although, in fact, the West
is fearful of the different and indigestible aspects it finds in the Orient, Said is
saying that it takes advantage of the weak points in the Orient, and eventually
rules over it. The gap between the West and the Orient exerts its influence on
the relationship of the two. The Orient is not to be permitted to challenge the
West’s superiority.

In other words, Orientalism is a discriminative attitude of the West toward
the East. When Japan came to be one of the imperial colonial powers, the
Japanese began to perceive Japan itself as a power-wielding country. It has
come to have same viewpoint of Orientalism toward the countries of East as

the older Western powers. Japanese Orientalism turns up in the concrete form
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of “comfort woman.” In 4 Gesture Life there is a description of how comfort

women are recruited and brought into the military camps.

The greatest challenge, of course, would be venereal disease. It was well
known what an intractable problem this was in the first years of fighting,
particularly in Manchuria, when it might happen that two of every three
men were stricken and rendered useless for battle. In those initial years
there had been houses of comfort set up by former prostitutes shipped in
from Japan by Army-sanctioned merchants, and the infection rate was
naturally high. Now that the comfort stations were run under military
ordinances and the women not professionals but rather those who had
unwittingly enlisted or been conscripted into the wartime women's
volunteer corps, to contribute and sacrifice as all did, the expectation was

that the various diseases would be kept more or less in check. (GL, 180)

In the case of Korea, many of the comfort women were conscripted after they
had been taken in by smooth offers from Japanese army agents such as, “Do
you want to work in a factory in Japan?” The comfort woman K in 4 Gesture
Life was taken in by a promise that she and her sister “would help the family
by going to work in a boot factory outside of Shimonoseki.” (GL, 250) It is
typical of Orientalism that the Japanese dispatch Korean women to the camp
rather than Japanese women. Corporal Endo who works in the same corps as
Lieutenant Kurohata (Doc Hata) expresses typical scorn for the Korean comfort

women.

He crudely referred to the comfort girl as chosen-pi, a base anatomical
slur which also denoted her Koreanness. Though I knew it was part of the

bluster and bravado he displayed for his fellows, there was a casualness to
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his usage, as if he were speaking of any animal in a pen, which stopped me
cold for a moment. (GL, 250-251; note: ‘Chosen’ was the Japanese name

for Korean)

As suggested by the name “Campaign Comfort Women,” Lieutenant
Kurohata is told that they have come as ‘volunteers.” Needless to say, the fraud
is soon revealed, and, this being war time, people take it for granted that the
comfort women are not to be treated as ordinary human beings. Captain Ono,
an army doctor, makes an exception among the comfort woman in favor of K,
who is the most beautiful of them. He isolates K from the other comfort women
and has Lieutenant Kurohata supervise her. According to Captain Ono, K
(Kkutaeh in Korean) has a definite personal presence, a will, a lively spirit, and
clear signs of breeding. This makes her of more consequence than the others,
so that she is to be looked after and protected. K thus becomes an instrument to
satisfy what Said would have called the Orientalism of Captain Ono.

As Lieutenant Kurohata loves K, he cannot accept Captain Ono’s comments
about K or his attitude of treating her like a mere doll. For the Captain,
displacement is clearly not working. Captain Ono does not admit K as a
personality but only has the desire to view her beautiful body and grace for their
visual effect. So, the scope for mutual understanding in terms of displacement
is deficient. Captain Ono’s thinking is based on what was described above as

Japanese Orientalism. His words in the following show this.

Lieutenant! What do you [Kurohata] think the Home Ministry has been
promoting all these years, but a Pan-Asian prosperity as captained by our
people? Do you understand what that really means? I can see you don t.
We must value ourselves however and wherever we appear, even in the

scantest proportion. There can be no ignoring the divine spread of our
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strain. (GL, 268)

K’s elder sister has been killed by Corporal Endo, who is mentally unstable.
However, K is content that her sister was spared molestation from the soldiers
by being killed. Corporal Endo is in turn executed for killing her without
permission. Even K is finally assaulted and killed despite Lieutenant Kurohata’s
feelings of sympathy for her.

However, the depiction of the emotions exchanged between K and
Kurohata has poetic beauty in spite of the horrible situation. What is it, despite

everything, that makes this novel emotionally powerful?

06. Imperialist Nostalgia

Kurohata tells K that he is originally Korean. She says that he resembles
her younger brother and this makes her feel a kinship. In time, they make love
and Kurohata finds ways of helping her. At one point, they have the following

innocent conversation.

[K]: And remember what you said? How we could perhaps meet again,
in an interesting place like Hong Kong, or Kyoto. What fun times we
might have, seeing the sights together. We were just talking, I know,
but sometimes that’s enough to make everything seem real.

[Kurohata]: I stayed awake until almost morning, thinking of other places
you might like to see. (GL, 256)

This conversation doe not seem to be in wartime. Considering it from the

view point of displacement, it is significant that K uses the word “we” instead
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of “I.” K is placing herself with Kurohata in a magic circle and telling him her
dream. In the dream, they are displaced from the battlefield to Hong Kong or
Kyoto, where they can enjoy relaxed time together. The words they exchange
are Korean. They can share a happy, abundant time, thinking continuously of
each other. This is a different world soldiers see a woman as an object of sexual
desire.

Such fleeting depictions of love are what make up nostalgia when they are
recalled years afterwards. Kurohata feels a need to nourish his nostalgia that
they loved each other, while also suffering a trauma in connection with her
miserable end. Thus he mourns and he yearns for her all at the same time. In
the rest of this section, I want to discuss the question of whether there can be an
‘Imperialist Nostalgia’ among those who have war memories.

The phrase ‘Imperialist Nostalgia’ appears primarily in the book Culture and
Truth by Renato Rosaldo. He explains ‘Imperialist Nostalgia’ in the following

manner.

Agents of colonialism often display nostalgia for the colonized culture
as it was “traditionally.” The peculiarity of their yearning, of course, is
that agents of colonialism long for the very forms of life they intentionally
altered or destroyed. Therefore, my concern resides with a particular
kind of nostalgia, often found under imperialism, where people mourn
the passing of what they themselves have transformed.... Nostalgia is a
particularly appropriate emotion to invoke in attempting to establish one's
innocence and at the same time talk about what one has destroyed....
The relatively benign character of most nostalgia facilitates imperialist
nostalgia’s capacity to transform the responsible colonial agent into an

innocent bystander.®
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K and Kurohata play out a displacement in which they love each other. But
later, K kills captain Ono, and then displays an unexpected indifference to
Kurohata, rejecting him and spurning his help. She realizes that she and he are
facing different realities. Even after she has killed Captain Ono, the whetted
appetites of the soldiers remain. Kurohata has a self-complacent dream that he
can overcome all the difficulties if he only makes the effort to. His dream has
got him so light-hearted that he cannot displace himself so as to take her real
position into his considerations. She asks him in vain to gun down her. Being
killed by Kurohata is no less acceptable to her than her elder sister’s death in an
assault by a soldier. But as Kurohata is unable to shoot her, she is raped instead,
and her dismembered body is scattered around.

Although Kurohata is injured at the time and not in a position to save her, he
regrets that he is a passive bystander. A bystander behaves for his own benefit
himself and does nothing to achieve mutual understanding. Years after, as Doc
Hata, he adopts a Korean girl called Sunny, with the thought of compensating
for his earlier failures to save K. He wants a Korean girl so that she can be a
reincarnation of K. He admires the beauty of Sunny’s body as she grows up.
Sunny brings him a resurgence of his adoration for K. Some descriptions in this

part of the novel reveal Doc Hata’s ‘Imperialist Nostalgia.” For example:

The young woman was certainly there, too, the near adultness of her
[Sunny], and the sight of that shape made me realize why she had asked
me to remain at home.... It was her bodily presence, the sheer, becoming
whatness of her limbs and skin and face and eyes. She was beautiful, yes.
Exceptionally so. But it was also the other character of her beauty, its dark
and willful visage, and with it, the growing measure of independence. She
would exercise over her world and over me, that she had hoped to keep

hidden a little longer. (GL, 61-62)
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There are other ‘Imperialist Nostalgia’ scenes in this novel. One of them is
the scene where the ghost of K appears to Doc Hata at his home. She asks him
to fulfill his promise to take her to Shanghai and Kyoto. Doc Hata also asks her
to stay forever, but finally K disappears. Images from the past like this show the

strong pull of ‘Imperialist Nostalgia’ on Doc Hata’s affections.

07. The possibility of displacement in Doc Hata

Adopted daughter Sunny finally rejects Doc Hata and goes to live with a
work friend in a hippie group. Doc Hata cannot understand why she should
want to discard her happy home environment in this way. But Mary Burns

explains it to him in the following way.

But its as if she’s a woman to whom you're beholden, which I can't
understand. I don't see the reason. You're the one who wanted her. You
adopted her. But you act almost guilty, as if she's someone you hurt once,
or betrayed, and now you're obliged to do whatever she wishes, which is

never good for anyone, much less a child. (GL, 60)

This scene confirms what was argued above, that he is bringing up Sunny out
of a feeling of compensation for K. If K had not been brought to the camp as a
comfort woman, she could have led her own full time. What Mary Burns says
here suggests that Doc Hata is hoping to let Sunny accomplish the unlived life
of K. However Sunny is unable to substitute in this way, because each person
has only their own particular life, and she is no exception. In time, Doc Hata
notices the impossibility of overlaying Sunny’s life e on K’s. He is touched

with remorse for his failures in bringing up Sunny and for the collapse of his
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relationship with Mary Burns as a result of his disturbed conception of life.

In a way, it was a kind of ignoring that I did, an avoidance of her as
Sunny—difficult, rash, angry Sunny—which I masked with a typical
performance of consensus building and subtle pressure, which always is
the difficult work of attempting to harmonize one'’s life and the lives of
those whom one cherishes. (GL, 284)

Better for Mary Burns that I should be a man who could set her afire like
a bowl in a kiln, better that I could so frustrate and anger her that I'd
breach the thick jacket of her grace and unleash her woman's fury, to make

her finally crack, or splinter, or explode. (GL, 349)

It is impossible to break into another person’s inner world without clashes
of personality. Complacent and unilateral human relationships collapse in the

process. That is what makes Sunny hostile to him. She criticizes him as follows:

You make a whole life out of gestures and politeness. You're always
having to be the ideal partner and colleague.... [People heed your words]
because you’ve made it so everyone owes something to you.... You burden
with your generosity.... It was even that way with Mary Burns, wasn 't it?
You made it so that she couldn't even be angry with you.... I never needed
yvou. I don't know why, but you needed me. But it was never the other way.

(GL, 95-96)

This scene reveals that displacement is not proceeding normally between
Sunny and Doc Hata. Doc Hata imposes his ideas on her unilaterally. He lacks

the skill of dialogue which boosts mutual understanding and nurtures a relation
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of trust. He slips into complacency by making self-justifications under the
guise of kindness, without realizing that kindness can ironically burden others
in the shape of debt. Without cross-fertilization or displacement, kindness
becomes a dead weight. Displacement is what prompts people into harmonious

coexistence.

08. Doc Hata’s way of life in America

Although Doc Hata encounters criticisms from others in this way, there
is a sympathetic side to him if the whole background of his life is taken
longitudinally into consideration. When he first comes to live in the New
York suburb of Bedley Run, he is anxious about how to align himself to other
residents. He endeavors to stay in harmony with others, in the belief that in so
doing “the question of my status [nationality] mostly faded away.” (GL, 4) And
sure enough, he is able to enjoy a peaceful everyday life. That is his greatest

satisfaction and his lifestyle turns to be untroublesome to others.

1 feared, simply enough, to be marked by a failure ... throughout my life,
from the day I was adopted by the family Kurohata to my induction into the
Imperial Army to even the grand opening of Sunny Medical Supply. (GL,
229)

Thus, his medical supply business does well in America, and he is able to
save money to live in a decent residence. So too in his previous life, he starts
off well in alien surroundings, as a Korean resident in Japan, and is lucky
enough to get good marks at school and be adopted by a well-to-do childless

couple, who treat him as a son and later give him their name. After joining the
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army, he feels a mission to perform medical work in his corps. He believes that
this work will directly enable him to be faithful to the Emperor of Japan.

When he meets K, he is surprised at what she says, “You are a Korean” (GL,
234), and reacts by answering, “I have lived in Japan since I was born.” (GL,
234) At this stage, as Lieutenant Kurohata, he is not yet aware of being her
fellow countryman, but even though he has concealed his origins from her, she
recognizes him as Korean because he utters a fragment of Korean speech and
his face resembles her brother’s. He says his wish to her, “I’m looking forward
to my final training, though, and becoming a surgeon.” (GL, 247) According
to her, her father has been a scholar and a noble ambassador though he falls
to such miserable circumstances now. Her father has told her and her brother

about his Asian ideals as follows:

He always told my brother that we should revere our Asian heritage and
protect it from foreign influences, that whether Chinese or Japanese or
Korean we were rooted of a common culture and mind and that we should

put aside our differences and work together. (GL, 249)

As soon as he Kurohata hears this, he says, “This is exactly our Emperor’s
mandate to develop an Asian prosperity, and an Asian way of life.” To which
she replies more ironically, “Though it seems it is to be a Japanese life.” (GL,
249) This is the very model of a discussion on Japanese Orientalism. When
they are making love, Kurohata is so keenly aware of being a compatriot to her
that he blurts out a Korean word meaning “love.” His sense of fellow feeling
develops into the following reflection later: “I think now that K wanted the
same thing that I would yearn for all my days, which was her own place in the
accepted order of things.”(GL, 299)

Thus Kurohata, and after him, Doc Hata has been “yearning for his own
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place in the accepted order of things.” Years after, the hope is still unchanged.

Doc Hata’s wish has become the desire to live in America innocuously.

In fact I feel I have not really been living anywhere or anytime, not for the
future and not in the past and not at all of-the-moment, but rather in the
lonely dream of an oblivion, the nothing-of-nothing drift from one pulse
beat to the next, which is really the most bloodless marking-out, automatic

and involuntary. (GL, 320-321)

He lives in Bedley Run as if he were drifting just in order to live a peaceful
life. But even if Doc Hata himself prefers to live in this drifting way taking each
day as it comes, his life style does no good to his family and acquaintances.
To them, his way of life appears to be egoistic. He hopes for compliance
from Sunny to ensure a tranquil and affluent way of life. She is not satisfied,
however, with this life of gestures and politeness, and the other people who
know him also drift away gradually from him. He understands his faults finally

when he looks back on his life.

Now [ finally think how much sense it made years ago, when perhaps
without exactly knowing it herself, Sunny was doing all she could do to
escape my too-grateful, too-satisfied umbra, to get out from its steadily
infecting shade and accept any difficult and even detrimental path so long
as it led far from me. (GL, 333)

Not being a nuisance to anybody and behaving kindly to others is not enough
to give rise to interaction and mutual understanding. Such a passive way of
life is not enough to bring out displacement. In fact, not even love can grow

up in it. Although Doc Hata pretends to be tough, he actually feels lonely. He
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finally sees the importance of “the attendant hope of a familial continuation.”
(GL, 334) Without that hope, he realizes: “My actually having been here” is
unevidenced. (GL, 334) Doc Hata tries to live by himself, but in vain.

And the idea entreats me once more, to wonder if something like love is
forever victorious, truly conquering all, or if there are those who, like me,

remain somehow whole and sovereign, still live unvanquished. (GL, 216)

In the end, he comprehends the bitterness of being alone in his life and
commits himself to discard the self-righteous idea that he has only to be
untroublesome. After that, he confirms his determination to live somewhere
more exposed to displacement. Punning on his own name ‘Hata’ (Japanese for
‘flag’), he decides, “I will fly a flag.” (GL, 356)

His words just before that, “Let me simply bear my flesh, and blood, and
bones” reveal his new self-confidence, achieved through his contemplation of K,

Sunny, Mary Burns and the other people in his life.

09. Conclusion

Issues of Asian American identity are also addressed in Lee’s work but his
singular focus has always been on the overall makeup of identity. Doc Hata is an
individual within a “Diaspora” which has four positions, Korea, Japan, Burma
and America. It can therefore be described as “transpacific,” and transpacific
displacement can be discussed from characteristic intertextual, intercultural
and ethnographical aspects. Doc Hata has four cultures in him which interact
with one another textually. He himself embodies transpacific displacement.

In the conversation between Kurohata and K in Burma, geographical names
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such as Hong Kong, Shanghai and Kyoto crop up. In addition, family names
such as Kurohata, Endo and Ono appear. Thus the discourse around Kurohata
is multilingual and multicultural from the start. Furthermore, it is not in the
least surprising that the name “Pan-Asian Prosperity Sphere” (Dai-Toa-Kyoei-
Ken in Japanese, [GL, 268]) appears in this novel. This was a political concept
promoted by the Japanese Home Ministry in the second World War. “Pan-Asian
Prosperity Sphere” is maintained by “Pan-Asianism” which is an ideology
based on the proposition that Asian countries and peoples share similar values
and similar histories and should be united politically and culturally. “Comfort
Women” is a specific term used in European writers’. Words like these make
a crossing of the Pacific Ocean in the text. In this way, Lee connects up both
sides of the Pacific. What is relationship between displacement and identity that
Lee is so interested in?

Displacement marks the beginning of a fluidity of identity. The activity
of displacement depends on a person fixing their eyes on both self and
‘other’ simultaneously while crossing the cultural and self-other border. The
encounter with others through displacement calls up not only exoticism but also
imagination. The efforts of understanding others through displacement lead
to an internalization of the ‘other.” Looking at the self from the outside also
relativises the self and can lead to an analysis in readiness for displacement.
The fluidity of the self results in a series of fusions and assimilations with
others. It engenders a cognition of diversity. Whether the displacement is
spatial or psychological, the encounter with what is different always draws on
comparison with other cultures.

Displacement means moving across a society without settlement and freely
passing over borders to look at one’s own society in an objective manner.
This may lead to a renewal of attitudes. Displacement prefers movement to

fixation, diversity to homogeneity. Displacement yields to deconstruction and
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relativizing through encounters with the heterogeneous and the alien. Meeting
with the ‘other’ and preparing for a displacement is likely to set off a search
for the acknowledgment of mutual differences. Displacement develops a new
self in contact with the unknown and the different. The useful outcome of
displacement is the kind of self-transformation that can drastically change a
person’s previous awareness.

Although one may frequently feel ill at ease as one discards an accustomed
value concept and sinks into a crisis, displacement eventually enables one
to acquire a new sense of values and to establish a new sense of identity.
Displacement implies moving incessantly and standing on the borderline
between the center and the margins, relativizing both what is outside and what
is inside. Displacement demands respect and the acceptance of the others’
differences and diversities.

In the case of Orientalism, binary oppositions are built up into hierarchical
constructions and employed as tools of domination and oppression.

We can look both from the outside in and from the inside out through
displacement. We can focus our attention on the center as well as on the margin.
Displacement gives birth to the spirit of dialogue after the questioning of
binary oppositions. The shifting of viewpoint, namely displacement, prevents

hierarchy from freezing into a dogma.
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Bertha von Suttner: Der Frieden in 100 Jahren. In: Die Welt in 100 Jahren.

Herausgegeben von Arthur Bremer. Mit Illustrationen von Ernst Liibbert.
Verlagsanstalt Buntdruck G.m.b.H., Berlin SW 68, 0. J., S. 79-87.
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Visiting Wake Forest University Press:

An interview with Jefferson Holdridge and Amanda Keith!

Mariko NISHITANI

Established in 1975, Wake Forest University Press has contributed to
introducing Irish poetry to North American readers. Jefferson Holdridge,
Director of the press and Professor of English at Wake Forest University, and
Amanda Keith, Manager of the press, shared the history of the press and their

thoughts about its mission.

MN(Mariko Nishitani): Thank you for making the time for this interview. I
guess North American readers have been important to Irish poets, and Wake
Forest University Press has played a key role in this. Could you begin by
outlining a brief history of the Wake Forest University Press? How did it begin
its operations? Did the idea originate completely with the founder, Professor
Dillon Johnston?

JH(Jefferson Holdridge): Yes. I wrote an article, recently published in The
South Carolina Review.? Certainly there is history in it. But essentially, he
[Dillon Johnston] was here [Wake Forest University] as a specialist in Victorian
literature. And he became interested in Irish poetry, Derek Mahon, John
Montague, Paul Muldoon, Michael Longley.... And he decided he wanted to
get a hold of the books, but he found it to be difficult because the distributors
weren’t very effective at disseminating the books. It’s bizarre how much the

literary histories of the UK, Ireland and the USA are intertwined, but it’s odd
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how separate the publishing worlds are. Books are really expensive to ship.
It can be difficult to get books. He found it frustrating. So he approached Ed
[Edwin] Wilson, who was Provost at that time, and proposed the idea of the
press, asking if publishing Irish poetry would be possible.... Because Ed was
excited about the idea, he decided to fund it. At one point, Dillon asked his
present wife Guinn Batton [to help]. She worked at the press before she became
an English professor at Washington University. And they worked together at the
Press for many years. (Later Candide Jones took over for Guinn, I took over for
Dillon and now Amanda has replaced Candide.) One thing led to another. They
worked first with the Dolmen press and then worked with the Gallery. Because
the Gallery and the Wake started around the same time—I think Gallery started

the year before—they shared ideas and worked together.

MN: On your website, I found poets came to recite their poems. Do you
organize poetry readings?

AK(Amanda Keith): Yes, we organize readings as frequently as we can. It’s
difficult since they have to travel from Ireland.

JH: Money’s involved, and getting people to sponsor them.... It’s tricky.

AK: Yeah. We do try to bring poets to campus for reading here, and also
frequently act as an agent for poets and organize readings across the US for
them as much as we can. For instance, Frank Ormsby. He’s published his book.
He’s coming to visit five universities in October. Wake Forest is among them.
MN: You are going to organize every event and coordinate his tour?

AK: Yes.

MN: Such an exciting job!

AK: It isn’t always possible. I mean, readings are harder and harder to get here.
JH: Money is tighter at most venues.

AK: And there is extra burden of someone having to travel overseas.
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JH: It is expensive and some of the poets don’t travel very well. They want
to come, but they are not very good about flights. Flights have become more
unpleasant in recent years as everyone knows.

AK: But in America specifically I think that kind of activity, being visible, is
very important for a poet. Maybe not as much overseas, I am not sure.

JH: There is much more about self-promotion here to a certain level, and I don’t
think that in Ireland and in England it’s quite reached the same level.

AK: See and be seen. But we don’t push people to it. If someone is willing, we
certainly can help them.

JH: Frank is excited about it.

MN: I am just wondering how many poets came to the US as a writer-in-
residence, a visiting professor or for many reasons, on the academic level. How
come it happened? Because of the idea you’ve just described as self-promoting?
AK: (to JH) Were you here when Conor [O’Callaghan] and Vona [Groarke]
were here?

JH: Yes.

AK: And Caitriona [O’Reilly] was a poet-in-residence right here.

JH: Yes. There’ve been a number of poets who have done so. Dillon told me
that for a while, Derek Mahon was here.... His famous poem “The Globe
in Carolina” he wrote while he was on campus. I think Paul Muldoon was
here, too. Michael Longley has visited and written poems about his visits.
John Montague as well. We have a book entitled The Shack: Irish Poets in
the Foothills and Mountains of the Blue Ridge, in which such writings are
collected. Various people have liked that, and poets have as well. The most
recent poets, probably the most engaged, for the longest I should say, would
have been Conor O’Callaghan and Vona Groarke. They were here for four or
five years overall. But not only poets have come from Ireland. The critic Declan

Kiberd was here for a summer.
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MN: Can we talk about anthologies you edited?

AK: The Wake Forest Series?

JH: Sure.

MN: You published several anthologies: three volumes of The Wake Forest
Series of Irish Poetry. You are the editor of the first two. And two volumes
of The Wake Forest Series of Irish Women's Poetry. In addition, one for the
northern Irish poets.

JH: The New North [The New North: Contemporary Poetry for Northern
Ireland].

MN: And French ones?

AK: French women’s anthology [Women's Poetry in France, 1965-1995: A
Bilingual Anthology]. Yeah, we do.

MN: How did these projects arise?

JH: The women’s anthology was done by Candide and Dillon. It has
consistently done well.... Penguin had a series of anthologies in which there
were three poets selected so that more poems could be included. I modeled our
Series it on that. But three seemed too few; five seemed a good number. I did
the first one and then I didn’t want to do anymore as one seemed enough. But
then I received a grant from the National Endowment for the Arts for the second
and they insisted that I do it, so I did. Conor O’Callaghan edited the third. He
came up to a different format.

MN: He included interviews.

JH: Yeah, I like it very much actually. Now David Wheatley is doing another
one.

AK: The fourth will come out in the spring. The fourth of the series.

JH: I hope to eventually publish five. Five books, five poets. There might
be more, I don’t know. The New North was more unplanned. I saw an

advertisement by the National Endowment for the Arts. They were looking for
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a publisher for a book that was a part of a series of anthologies: one of Mexican
poetry, one of Irish poetry, and one of American poetry. The NEA would
oversee this cultural exchange.

AK: I’ve never heard of the story.

JH: I’ve just remembered it. Been a while. They were offering a generous
allowance, one that allowed us to launch the book at NYU and the Library of
Congress.

AK: It includes a lot of poets.

JH: We brought the editor, Chris Agee, whom the NEA had chosen and Sinead

Morrissey, one of the poets. They did various readings. It went very well.

MN: Was there anything in particular you had in mind when you chose the
poets and poems [featured in the anthologies]? To what degree were you
conscious of choosing poems which cater to American readers?

JH: I don’t know if I could do that for Irish or American poetry. What
constitutes American or Irish poetry is just so diverse, in region, gender, etc.
So I published what I like, with an eye toward covering some breadth, as
sometimes it’s just the best way to go. I think Conor did as well. David is
doing it to his taste, and with a similar strategy. But I’'m glad to have a broad
catalogue, which was what I wanted to do. When I worked on the first book, I
was trying to think what poets I like. I realized there were some poets who are
older, like Dennis O’Driscoll or Harry Clifton. I singled out poets who were
just going to be 40 down, or 30 at that time. And then I thought maybe it would
be good to have two older poets and three younger poets. That made sense at
that time to me. We have since done Brendan Kennelly and Frank Ormsby to

complement the younger poets we are coming out with.

MN: I thought you were conscious of capturing a transforming Ireland. Because
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Ireland has seen big changes. Catholicism is not influential anymore and...

JH: The economy and migration looms large. Particularly when I first came
here to the States in 2002 (I had lived in Ireland for 12 years). The economy
was in full flight. The Celtic Tiger was roaring. When I arrived in Ireland in
1992, rather 1991, the economy was dormant, You could rent an apartment in
Dublin for about 250 pounds for a month. It was cheap. You could live like a
bohemian. By the time we left, things were so expensive, just skyrocketing....
The whole place had changed so much...

MN: Were you trying to capture the updated Ireland? Did the poems you chose
reflect the change?

JH: Sometimes. I think poetry on the whole, art in general, cannot immediately
reflect change. Because most of the poets did not grow up in the new Ireland.
They grew up in the old. They found themselves in the midst of change. Poets
from the South, such as Conor, David Wheatley, Justin Quinn, Vona, John
McAuliffe, Caitriona O’Reilly, feel somewhat removed from the traditional
concerns of Irish poets. Not completely, of course. The poets have written fairly
extensively about this. Conor and David in their introductions to The Wake
Forest Series, volumes 3 and 4. I think the Northern Irish poets, such as Alan
Gillis and Leontia Flynn, have captured the changes in the North quite well,

with an ironic touch.

MN: Talking about the changes, the Troubles in Northern Ireland are widely
considered to be settled. But it also used to give poets a big theme, something
shared by a wide range of poets. Do you feel contemporary Irish poets are
losing the common ground that the older generations had?

JH: It’s difficult to say. It is a new beginning that is difficult to register, though
Gillis and Flynn have begun to do so. It’s like America. For the first hundred

years, literature was not terribly important and had not been done, because how
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could you write about pioneers? You are too busy.

MN: Do you think a majority of the readers of Irish poetry here are Irish
American or not necessarily?

JH: Lots of people don’t necessarily [have Irish American background]. The
press tries to publish for a combination of academics and general readers. As
for general readership, poetry is such a world to itself, that many people who
read our poetry just like poetry.

MN: To readers of poetry, it may be hard to draw a line between Irish poets and

American poets. That makes a sense to me. Thank you for your time today.

Notes

1 Interviewed at AS Tribble Hall, Wake Forest University on September S8th,
2016. I would like to express my sincere gratitude to Jefferson Holdridge and
Amanda Keith for kindly agreeing to be interviewed.

2 Holdridge, Jefferson. ““Halved Glove, Slowly Turning’: Editing Irish Poetry in
America” The South Carolina Review 45.2 (2013): 4-15.
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A Tale of Two Mind-Sets:

Test English and English Communication

R. Jeftrey BLAIR

Abstract

This paper discusses aspects of the large gap between the expectations of
Japanese university students and the intentions of a teacher determined to

teach real English communication.

Every fall at Aichi Gakuin University as the new term is about to begin two
deadlines approach: one for teachers’ comments on the Class Surveys taken at
the end of the spring term and the other for submissions to Foreign Languages
& Literature. This year 1 wanted to write about differences in the two
fundamental approaches to language learning (briefly described in Blair, 2016a,
5). It has occurred to me that student comments on my annual Class Surveys
reveal a large gap between the students’ expectations and their teacher’s
intentions—a gap that reflects these differences between Test English (TE) and
my own approach to teaching English Communication (EC). I have decided to

use these comments as a springboard to compare the two mind-sets involved.
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Goals

AR TMEEHMICL TS D2, Some students seem confused
about the goals of the class. They are accustomed to the goal of TE, which is
correct answers to test questions—usually multiple choice, fill-in the blank,
and perhaps some translation—the kind found on TOEIC, TOEFL, and most
school entrance exams for example. Discreet-point testing of word choice,
such as the grammatically correct connecting words and verb forms, in isolated
sentences proliferates, as do display questions used to test listening and reading
comprehension of short passages.

The goals of English courses are most often dictated by the textbooks that
are used. Yet the texts in English “textbooks” are often concocted to present
material—vocabulary, grammatical patterns, and functions—to be tested.
They are followed immediately by “exercises” to see if students can get the
right answers. In other words, English textbooks are actually fest-books full of
practice tests.

President Reagan was known as “the great communicator” because he was
a great speaker. In Japan, however, communication (% H{%="“take”, rather
than “do”) is a passive concept. It refers to the process of listening to others.
By contrast, the goal of EC is to help students (1) to actively express their
own original thoughts and feelings, experiences, and knowledge in the target
language and (2) to interact by anticipating and asking questions. The emphasis
is on active, automatic, spontaneous conversation.

Written or oral texts can help provide food for thought, topics or events
to talk about, and thus stimulate discussion. In years past I chose fopics for
the students and provided them a long list of questions (Blair, 2011, 132; for
an index of topics with links to those questions see Blair, 2016b) that were

collected from previous years’ discussions. Now I use a story-based approach.
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The class retells and discusses stories presented in videos posted on the
Internet. The goal is to provide extensive listening outside of class and speaking
opportunities in class. The term flipped lesson or flipped education has recently
been coined in recognition of the fact that—thanks to the Internet—Iectures,
videos, and movies can now be assigned as homework, allowing each student

to view and review them at their own pace.

Evaluation

B E N MR & BEE LT L, Some students want easy
credits. They simply want to pass university exams, while others want to be
able to obtain a good job by getting a high score on exams used in the job
market, such as TOEIC. After having been saturated with TE during junior high
and high school, a good evaluation on tests has become their main, perhaps
only, goal. The learning process and the content of their study materials have
become largely irrelevant to them; their overriding concern is that the process
to obtain credits and qualifications is sufficiently easy. The easier it is the better.

For EC “the proof is in the pudding”. The students’ subjective feelings of
accomplishment, when their ability to understand and communicate in the
target language improves, can and should provide both motivation and reward.
Communication is an artistic skill like dancing (see Blair, 2014, 100-103). For
most people the aim is to become a social dancer, rather than a show dancer or
dance instructor. Likewise for most language learners the purpose is to become

a proficient speaker for social or professional interaction, not a language expert.

Test ¥ L & %, ANV, Some students think that tests of real
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communication are too difficult and thus unfair when compared with the
discreet-point testing and display questions used in exams in TE classes.
Natural communication tasks probably seem more difficult to students than
choosing from a short list of pre-fabricated answers or filling-in a blank in the
middle of test sentences. They force the students to think about the meaning that
they want to express and build the appropriate (declarative and interrogative)
sentences from scratch. The student has a good point when she says that this
is unfair. It is unfair ... that TE classes do not teach students to use the target
language to communicate. They are not getting the valuable education that
they deserve. This student, however, was probably referring to evaluation
rather than education. In the TE mind-set a “difficult” task translates into a low
score, which in turn equals a lower (possibly failing) grade. She imagines that
she would get a higher grade with less risk of failure if she were in another

teacher’s (TE) class.

b LAY L S 73T, Students are concerned that no matter how
hard they study, they may fail the course. At this university, and I assume it’s
typical of other universities, students need a grade of C (at least 60%) to pass
a class and get credit. I have a feeling that students assume that the 60% refers
to some combination of exam scores with little or no influence from their work
inside or outside of class. Yet, unknown to many students, teachers are actually
quite reluctant to withhold credit from hard-working students. They try to make
sure that the vast majority of their students are, in fact, able to pass their classes.

Given the black and white nature of the typical TE exam, the scoring
is straightforward. Answers are either right or wrong. Gray areas have
purposefully been removed. Trivial errors, such as misspellings, often prevent
students from getting any points on a particular question, when they fill in a

blank, for example. The most common way to make these tests easy to pass
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is to use simplistic questions or to inform students in advance of the specific
content of an exam.

Since natural communicative tasks are not artificially engineered to have a
single right answer, however, the teacher/evaluator has much wider discretion
in assigning scores. My evaluation strategy is to give enough points for low
levels of communication, so that the students with low ability will be able to get
low, passing grades. With this reduction of evaluative pressure on students, [ am
able to keep the examination tasks spontaneous and challenging.

I have three different exams over the course of a 15-week term. At week
10 students watch a short video clip and write questions about it. Three
weeks later they choose two (mostly yes-no) questions from a group of 5 or 6
questions, which are based on the videos they have watched for their homework
assignments. They give a short answer and then add information—as much
interesting relevant information as they can—using four follow-up sentences. At
the final exam (which was taken after the class survey) they correct six English
sentences, containing multiple errors and, perhaps, even a little misinformation.

My examinations eliminate very few students, but spread them across the
continuum of passing grades. Most Japanese university students need an
external incentive to study, so I balance this low pressure by (literally, ie.
mathematically) factoring in their effort. I take their ability, measured by the
exams as a percentage (between 50 and 100), and multiply it by their percentage
of effort in class and on assignments outside of class. Students with low test
scores need to do all their work to keep their passing grades, while those with
the highest scores (100%) still need to do at least 60% of the work to prevent

their grades from sliding below the 60% cutoff.
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Input

Video IC HAFED THEE DT 2R E, THIE DA ->ThH, MMETlEIH»5
ZWwhr 5, Some students want Japanese subtitles on the videos that are
assigned for homework. They feel a compulsion to understand every little detail
of the dialogs in addition to the action that is plainly visible on the screen. This
reflects an obsession that Test English has with fixed, objective correct answers.
Learners’ output is continually being evaluated as right (good) or wrong (bad).

English conversation, on the other hand, does not seek to stifle “incorrect”
output. The goal is for speakers to express their own thoughts, feelings, and
interpretations of events. It encourages guessing and diverse interpretation of
verbal and non-verbal input. Any conflicts can be hashed out and debated in the
course of conversation. Information gaps are ubiquitous in the real world, even
between native speakers. Having them pop up naturally in the input presents

learners with opportunities for genuine discussion.

Explanations

HAFEZ LR ALFHEL TS, HEEZREE TV E0H 574, Some
students hope their foreign teachers will speak perfectly fluent Japanese,
unadulterated by any foreign expressions other than katakana-ized gairai go. In
the TE classes that they have grown accustomed to, the focus was undoubtedly
on grammatical explanations, illustrated by a few sample sentences. This
limited input was probably thoroughly analyzed. Clear explanations in their
native language overshadowed any practical activities in the target language.
They came away with almost a religious faith in the grammatical rules handed

down from their English teachers, rules that were designed to keep the students
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from making any mistakes. Making mistakes it seems is a grave sin in the world
of TE.

In EC classes the focus is on direct contact with the target language and
communicative activities. Mistakes are not only tolerated, they are expected
and encouraged, though not to be produced on purpose, of course. If learners
stay inside their comfort zones and avoid making any mistakes, progress will
be slow or non-existent. Rather than relying on fixed lectures, teachers observe
the learners’ language and then provide the language patterns that will help
those students repair their mistakes. This is sometimes called the P-D-S Cycle.
Teachers plan the activities, students do their best, everyone (students, their
peers, and the teacher) see the results and then give each other feedback. This
feedback is used in planning the next round of activities, thus the cycle begins
again.

Communication need not be perfect, because the P-D-S Cycle provides for
continuous correction with each cycle. In fact, the whole idea of “perfect”
communication with computer-like precision is flawed. Linguists will continue
their pseudo-scientific quest for the rules of language and of each individual
language. Their dream is to feed these rules and a database of words into a
computer and get it to translate smoothly from one language into another. This
dream has been an elusive one and will continue to be into the foreseeable
future. Communication is an art, interwoven with the varied histories and
cultures of the people who speak each language.

There will always be a role for imagination in communication. Native speakers
do not actually hear every word and every sound in the input. They hear the
meaning and almost immediately forget the exact words. They also understand
people with accents different from their own. The goal of English as a foreign
language is smooth international and intercultural communication. Learner

must get used to the idea of using their imaginations as a part of that process.
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