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“London Bridge is Falling Down”
——The Waste Land 2 81J % “Unreal City"—
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SYNOPSIS

In The Waste Land, the situation of “too much water” and that of
“no water” coincide. These contradictory motifs of water are fully
absorbed and integrated in “Unreal City.”

London Bridge is in the centre of “Unreal City.” Under it runs the
Thames, which symbolizes pleasure and depravity, and which appears,
especially, to be the river for fallen women. Then we notice it is vain
to seek any historical value or healing meaning there. The crowd
flowing through London Bridge are the very inhabitants of such a
modern city. Their mental phenomenon parallels that of those who
continue walking along the arid, sterile and monotonous road in the
desert. When this London Bridge is falling down with the nursery
rhyme “London Bridge is falling down falling down” resounding
through “the waste land,” a panorama of “Unreal City” is appearing in
the most emblematic way.

K

T. S. Eliot ® The Waste Land =13, #I% - BEEREE Vw5 HIRHMRS
rhbiedhrhowTES, ZOEHD—DIE, T OWFNES L, H i3l
KRR EEE, R LEIPBTRCBRLDACRBRHEE T LXK
55, TITMY LTS [K] o4 A=Y, —RLitEZ2EHTHA
HZRBE2EU TV, LBI0b, [KIOA A-YBEO_MOEHZ
REWE, THOLL, BRCKRBEINIKOBFREL, BRCRFEMsh
ZADRZRBIEBOWTRIELTWEINS6THS, Lhrb, The Waste
Land w3 EGRICBWL TR, “too much water” & “no water” L33 1E
Bt DREHEF P b ERRE - FRFEITT 5, 225, COKOBRER
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Z, BELAEBREWSHRT 2 F— 7 OUTIERIE, The Waste Land
® “Unreal City” Lt WHEMIIBWT, [BLY I 20RBET2Esh
25DTH5B,

I . The Thames under London Bridge

“Unreal City” O, fIff L Tv> 3 Db, London Bridge T3, %
DT RWMND T AX)k, The Waste Land = 8\ T IR IRE L B OB &
LTH#Hi»rnd,

The river's tent is broken; the last fingers of leaf

Clutch and sink into the wet bank. The wind

Crosses the brown land, unheard. The nymphs are departed.
Sweet Thames, run softly, till I end my song.

The river bears no empty bottles, sandwich papers,

Silk handkerchiefs, cardboard boxes, cigarette ends

Or other testimony of summer nights. The nymphs are departed.
And their friends, the loitering heirs of City directors;

Departed, have left no addresses.

Sweet Thames, run softly till I end my song,
Sweet Thames, run softly, I speak not loud or long. (173-84)!

HOYy—ZX iid7 Y FB3RO6N, BANEED, SRUBTOIDLF A
Ao WAoo ARDELDHE, vy, FUR, HuZaPE, 5
2T, Edmund Spenser S DOBBL HUE 2 TRAR HE K->
“Sweet Thames,”* LU, The Waste Land =¥ h 2 F0iEiG4E IR
TRITETHY, ThEHETTE200DL 512 “Sweet Thames” iz 114
BPROBPEE CUNRENATVLEIDTH 3,

BRI L FERDKD D IZiE, “Sweet Thames” THERE Wz &clz b= A
BERTHhIZAFOWREOMFT £ IET (292-305) . —ABDOKIRT Y F oD
7 A XFRED Richmond and Kew, — A B ik City Diff ¢ Moorgate, £
LTEZABOXZIR7 AXF OO Margate Sands DY V' — bz B\ T,
BRCHEECLDOTH S, 2L TEDMKBIINBE L 75, “Sweet



“London'Bridge is Falling Down”
——The Waste Land =813 % “Unreal City"—— 3

Thames” BE%ES AKX I 085 T { FHRENI)I (A rat crept softly
through the vegetation / Dragging its slimy belly on the bank) (187-
88), Py — A TE 5 Z & LI (The river sweats / Oil and tar) (266-
67) L LTHISB,

DL ST AXINDEIZ, Joseph Conrad O Heart of Darkness 0)‘@
FOF LAXNDOEBEER—RAITLTWS L b Bbh TV 3253, Ezra Pound
itE > THIERShT U £ 57 The Waste Land DERIOETED Heart of
Darkness D—fik DN T iz Ewwd Z &, The Waste Land £ &
stz h=>%#D “The Hollow Men” O S “Mistah Kurtz—he
dead” THBZLEBLBICDITY, The Waste Land & Heart of
Darknesss DA A= DA —n—7F v TRAGELLDOHRDH 5, T
BERIZDWTHL BB, ERO L Z 5, “heart of darkness” i
Congo DBRMDH TR, DT AR, %ULT “Unreal City” £v23
AFHOE>APEHFEL T EDTH %,

WFRIEL T, BLBELIIDS A—-VR, BEBYOEREPHZOLD
OEHR - TEPR L QEBRNRE—FT, HELLZbOERRLUE
T, BV EYEWIKBEHD [HOR] N FEEDIKIH, WEON
MELZFOBEEL LT, TRTEEY, FEHL, KUKz BOT
EOLLIBRBLMOLETHS, HEFL LLESE, DT
7 AXNORBEALZDHG LD BT, BRH 3 B&T 08,
WoLicI>, §5&TH% S, “Unreal City” DF A XNNZKFED A A
—VRAITWE, ThEHRBx T30k 5, Eliot id¥44#], Charles
Dickens @ Our Mutual Friend D—BBANOE D S E2ERBITHTT
Vifzet Our Mutual Friend w8V 37 L XN %, KFEE BV ZKFEHE
LBEZEUTO W TH 3.5 Our Mutual Friend CHiEHEn 53 X
FUFARBEO Y R 2B FAXINRREE, The Waste Land Db
FEORFENA < #Hb¥ T “Unreal City” OF.LEFNTWEOTH S,

T, The Waste Land 2 B\>T K] ZA2E®RT 2050, F—H
“The Burial of the Dead” iz 833 % Madame Sosostris i [KFEZES
~ L] (“Fear death by water”) (55) L 2& IZFE T 5., Shakespeare @
The Tempest ~OEHZ VBRI bbb 6T, FL®D The Tempest I
33 “sea-change” T & 5¥{bds The Waste Land Wiz RIMIL T35,
Ariel @ “sea-change” ¥ & 2MO—EHNEOEEFIAEI LTV L
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B, [Y2—2AETENITHEIEBFLEINT, Thiz—HOlY
Ab s ABEE] b “O 00 0 that Shakespeherian Rag—" (128) &k
v, SHEIIDERTS LS Y XDI T I ALV TTTHEDLST
LES S [KFE] LWH EEFOLO R HREIIBIT-FEME “Death by
Water” IK8WT, FHESh-R\V>, The Tempest DA L VS bDIZL
ST, 20RDICHFPAEINZIORTHTH 3. ZOEHE WD
ATHEME (b L2 has [AIREME) L S-oTHELI A RThETH 520 1,
[AFE] w52 aL < “dead” DRBIBVLTHRRKINDbDRDTD

o B, ThbbERE, EREFC BT ZREOMEPEROEE,
EH - BROMBEFHED 2 IIEAHEBKRL T3 CEL RS2V, B
—# “A Game of Chess” ZB#7 3 LFIRSRDOBRN 2 LEOTRORE
KHic ik, “withered stumps of time” (104) VBN T35, T
RETBLIIIE, TIRBVTIE MERE 2] BXiE, LPEMELTE
BTG, BEOELWEFOLERLEHS, —HMO/ DT 4
—:ELTLES, BUAOFEZFARAZN LBV TWEIHFITE > TH,
L L ¥ ABEOBRALIEERLLOTHY, G BROELLEI%Z
DTHB, “Unreal City” kv>HFHEMIcH, BhskOPTRMBIUL
o TLE-), BIEBIHEINRTLESR LI RBRRNBETWS
0)?& 50

II. The Crowd of London Bridge

COBROBBEY, o FUBOLERATO{ERTHZ. HoD
thiz “Sweet Thames” THFE L e &Hivs 3, "A Game of Chess” iz 8§
LIERT 202 Bh 3/ L v LIl ®, #D%k Albert, Albert &R %#F
- Lil O&&EH v 5, “The Fire Sermon” i T & 182 =+ Y HED
HZuEPHIEArNE A EA M bhiE, REOBEAbL WS, POAR
MBF THER & Prufrock W3 TH 35, thrsd bbb sA, BRE,
BEE, BBER, FLTERTRE RV O FUBOFEFAETHS
EZAD, ¥T4—THSHTR, WA, HAL, KOMEALL, &
RHLHEOTF AXNCE» /O LETL COFRD, arFrFend
& 7a—DhLRMRERTHD, “Unreal City” OEARRDTH S,

o iET a0, TOAEEROHIAN, BHORE, i, L
THBORETDH 5, Bl SNARBWIZHFILDXH “What shall I do
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now ?.../ What shall we do tomorrow ? / What shall we ever do 7" (131-
EERTY y 2 I DB Bikho2 D L2 5F X 3, “The hot water
at ten./ And if it rains, a closed car at four./ And we shall play a
game of chess, /... waiting for a knock upon the door” (135-38), ¥ &
LFxR S =805, B—ONL—NZEV, BRPLERIZTL
B LEBOCOPTEDONTW, 2Za=r—yarYiRTATLESRS
T, KHANFicH-> THD 3, EKXHZid Philomel biEiv T3, The
Waste Land @ “Unreal City” o8\ Ti3, BFTRZ{RYOBHEL LY
FAFHT —NIZEEEZI I L & Philomel D#EEIR, &L THLH
DFELT [GEISGATLEBoI>THED LAV EDERIEH
2HEY 274 F 07 —N (HBLWEEIRLI:D) OWMEELL 5.

... After the event
He wept. He promised “a new start.”
I made no comment. What should I resent ?

I can connect
Nothing with nothing. (297-302)

ZL T, “nothing” ¥ W) BN, HSDEBOFTRIEENTVDT
H5b,

Nothing again nothing.
“Do
You know nothing? Do you see nothing? Do you remember
Nothing ?” (120-23)

B —F 4 — U BESLEAH T RMESO “nothing” ¥,
B - BTOBEEMEI 2 BT, Wwid, SFbsE3cES, v FUf
DOEE—FARAKRTNA TV BURLEZLOBOBERE, BIrEVW@BB%Z Y
B5LENSHAORENRTERDDH T3 (“Sighs, short and infrequent,
were exhaled, / And each man fixed his eyes before his feet”) (64-65),
ZCiclEeonaBRiE, &L { Edger Allan Poe @ The Man of the
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Crowd CBYARBEBI>TWIRAKLRAUTH S,

By far the greater number of those who went by had a satisfied
business-like demeanor, and seemed to be thinking only of making
their way through the press. Their brows were knit, and their eyes
rolled quickly; when pushed against by fellow-wayfarers they
evinced no symptom of impatience, but adjusted their clothes and
hurried on. Others, still a numerous class, were restless in their
movements, had flushed faces, and talked and gesticulated to
themselves, as if feeling in solitude on account of the very dense-
ness of the company around. When impeded in their progress, these
people suddenly ceased muttering, but redoubled their gesticula-
tions, and awaited, with an absent and overdone smile upon the lips,
the course of the persons impeding them. If jostled, they bowed
profusely to the jostlers, and appeared overwhelmed with
confusion.®

BoORBWTR, LEHIRED LV AN ZOEERIIL2IES R, A+
AL 2EBBIIEBRTIZARD L LD LR TVWBDTH 3,
bH5A, CORREEREREEBTOMBLL, FREH, Bwicf@lo
B b c v THEA] EW S MRERIE L 2RCHAMCD T
Twd, ELIKBRROTTRLBEATH 2, IOWFHOLEROMR £
TOR, BRZIEIC, HRELCHMN, REDLwI2iIvF¥—iZ3sy
5%V, LT, KAOPTHEAR, AVIEELOAMBVLEI® L ITHE
>THEMTHE20DEIKE) RAZ2DTH%, ZOWHW3 [HRODD
Mkl Z &8, ARXFEBI2MHEOLODOTF—=THDZLIE, &
BWESETHLRY, 19(HEOFEA James Thomson i, BB LEOM
WERTORZ, BHERBPOEOA S 7 7 —CHBICE S 2 7255, Eliot
LA, RIEEBRRIAFEDEF—7 %D 25— T, TN ERBD “no
water” ORBLAHREZO Y FL LA E ¥ TwE, LT The Waste
Land DRI TIX, “London Unreal” 3%t bH 5 “Unreal City” 425 5§
iz, ER EBTONIDBEOBENDLIRERET 3, ChittrL 34K
DIELEFAE D, HHZ VAR AMOANTEHROBE - LTHirh
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385, DR SHLEL, vy FoBo L 21T BR, 2% “Unreal City”
DEA L BRRI—DLBERXRTHS6TH S,

B e v HBRBICHGNCE U S DEE, BoniTroUlE
HERML T3, The Waste Land DHFE—ITT BT “... where the
sun beats, / And the dead tree gives no shelter, the cricket no relief, /
And the dry stone no sound of water...”(22-24) L h -9 D [#
%] ORMBIX, ZOEROBRBRTRICBOTHRICET 3,

Here is no water but only rock
Rock and no water and the sandy road

Sweat is dry and feet are in the sand
If there were only water amongst the rock
Dead mountain mouth of carious teeth that cannot spit

But dry sterile thunder without rain

If there were water
And no rock
If there were rock
And also water

And water

A spring

A pool among the rock -

If there were the sound of water only

Drip drop drip drop drop drop drop
But there is no water (331-58)

(BROWBL] B IXBVLIRTLEEESHh, Lo 2VLHD
Bah, vodrsitEnRKcRETE0D, DEEBD OB 2K
TXEELED O “white road” (361) 2, ARLRELOLOLBLHEITBL




8

gy (“Here one can neither stand nor lie nor sit”) (340), #L T,
KD AT, AHZDOLDOH [ERR] LTw<, EbhTu{ g%
71(*...one cannot stop or think”) (336), W BIXHBIELH, VU
#WnicFO, 2o EO2LOTFYLE, ¥ELRY, SHHH, 0
ERLRT MU EOBE, DEER BORTHIBSERY 2F

(“There is not even silence in the mountains / But dry sterile thunder
without rain/ There is not even solitude in the mountains / But red
sullen faces sneer and snarl / From doors of mudcracked houses”) (341-
45), “no water” DHROHT, ARZOBRFHEN» O LABRTLL L
Tw, [BEJORTET 3 2 DB% - BHOKHOME & T DM,
Btz a v FABOBROTAC—RT 2. 2%, HPH042TR
DR T BRI T 2 LG 3 [Bvlz] AR, v Friot
2—BAEICTN TV BROBIZIENZ &7V, “nothing” DR TH
5L, “nothing” Z MR T 2HAADLKEAR, LOWRTHY, B
DRTLZLEEL [BWE] B, HBTERLLEAREEOTEDOM LD
Thd, BETEDHDOLET B LI —ADAML, [B] DL
“another one” MR A 2D TH 3 $3(359-65), WHICIRENNBFEDNOXY
APTHLEDDENE LHEHTHLDPBLRPOHLLLVDTH S,

Eliot ZZDLHER%2 2o D 2D s ETBHIS wists, RIEA,
BUR, REGE, BRE, BBEOLEERT 5,

What is that sound high in the air

Murmur of maternal lamentation

Who are those hooded hordes swarming

Over endless plains, stumbling in cracked earth
Ringed by flat horizon only (366-70)

ELELI—O v ROREH, VPR —r, ZTLTOYF YRR,
M2 LHERATHES 560 0FNAATE LFIRSE, BiEomMoBT
bHb, E5£Tb% <, Eliot ®o> F >k Charles Baudelaire ®/<Y
RIZFIREEFL L TRITED SN 2D TH S5, Burton Pike i,
Baudelaire O#fi % [ZEHE DIl & ETEBHED T Y TV L) ELT
L5, TRAFRALZCELT, BHOADER, it Dh A DEMH,
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FLTESRBHORTOBBMEVS 2 EEBRRTVLE,Y [REKOL
LA ETHEEMED T Y 7V A 128z, BB The Waste Land 18
I ARNEDBEM L LR e FIR b JOFEIC R X 288, “.. . thecity
over the mountains / Cracks and reforms and bursts in the violet air /
Falling towers / Jerusalem Athens Alexandria/ Vienna London / Un-
real” (371-76) £ v> 5 WA TH 5, = D “Unreal City” DF T, 2 DANT,
XORBEELHIBREN, WAL THWZDTH S,
DI IGHEOREF v [EAl OBROF T, [BA) BXFE
BY—HOx 52 M, 2% D TEE THEARLRBIZ LN
3, HBRLHBESB LN O, HAR BHETHE. Lird, Wik
fH185 | Fice b, BIKEEEKL LV, BRD ORVLEEOKRIZH
572, “Unreal City” ¥{§#8->7:—AT»3 James Thomson i¥, Z 5
&>,

The City is of Night, but not of Sleep;
There sweet sleep is not for the weary brain;
The pitiless hours like years and ages creep,
A night seems termless hell. This dreadful strain
Of thought and consciousness which never ceases,
Or which some moments’ stupor but increases,
This, worse than woe, makes wretches there insane."

Z @ Thomson O#BHTIL, Eliot 23 The Waste Land DB TE R T 5 Dante
@ Inferno \Z 13 % Limbo OS5, [ Z I TIRRBEDFEIRM I L 22w k&
NEEBHLTOR, LELHBOA] EHELNIURTH S, LhL,

Limbo O#ffi2 & & X S HRILEMO L — 0 —TRZV, EHIXBWT
i, BB XIS L0 bERIERAMNL 220, oK
WREHEHTOAT, TOERIVEELHEVIKELZH>TLES>TWVS
"eTHs, Thwz, AIXiF, TOBHRO—ATDHS Prufrock (“The
Love Song of J. Alfred Prufrock”®F A% Prufrock 1%, “Unreal City”
DHENEATHS L3 IEBLNS) LI BoEME, HH6DATY
252 TFORBCH-T, BT e UTRCPRERZV T 2V
TrE¥EoTLE S, MFLILED CHROEL2 - O THL LR
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o7+ Prufrock @&, 2 LOBEFOH > AP FET 2HE 2R,
ANABDRZFEHU L5 5 REMVZEROFE 2D TH 5,

IlI. “London Bridge is Falling Down”

Eliot 233 A 72 “The Waste Land” Dwvwh W 2 8RR, 5050
FHAOSBRTLERAOSGBZLOHEZEDOLOEHI2OS L
v, LT, WK, JRRENTTHEERORMIC, BE LIIBRIH
iilebo T3, ¥ @Eﬂﬂ&;’., “London Bridge is falling down falling
down falling down” (426) £ B¥h @KL, 0¥ F O TICRBFEDA
A=V EEOTFLXNBDHY, Z2OLZETFEELERINS, KOEH
ERZOWA A=V Vo0 RBLIC OV EV N> BTV ],
HOEBBZIZRDEA2I LR, FIREAMBBET > IXDEAAAL
2%, [ FUHNE->IbTWwL ), £OWF, The Waste Land OitH
BRRLEGTELES L AR EEROMRIE, S5KZOREEEELD
DTH3, TERELWE, BEBR BIN -3 ziv¥—-ofT
3THLAR, BLhIHBb, indT4X, £LT “Unreal” @
HADEERBIBEANLEHIAFELE TV Y F U F—I s The
Waste Land @ “Unreal City” ®% 7a—, %0288 L Bl »
Db RBAI TR LD TH B,

E

* AW, PERXELH6EARRRS (1990 6 8308, HPAMXE) TOOHER
FEMITMBATIEL /-0 D TH B,

1 T.S.Eliot, The Waste Land, T. S. Eliot : Selected Poems (London: Faber, 1961).
The Waste Land 226 D3R T AT IORIC LD, FXPENACTHEELET.
2 Eliot BB M176{TRKM L TP EITBWT, €O HEH Spenser D Protha
lamion THBH I L EFBELEHIIL TS,
3 The Waste Land DIIROEEFIX, RD & 5% Heart of Darkness 55 O—Hi%E
2TCHoT.
Did he live his life again in every detail of desire, temptation, and surrender
during that supreme moment of complete knowledge ? He cried in a whisper
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at some image, at some vision—he cried out twice, a cry that was no more
than a breath—
“The horror! The horror!”

Valerie Eliot, ed., T S. Eliot, The Waste Land: A Facsimile and Transcript of
the Onginal Drafts Including the Annolations of Ezra Pound (London: Faber,
1971) 2#.

4 OO SNTEMRIL, Betty Higden 215 -F® Sloppy ic DWW T3¢0 4.
?—#8 “He do the Police in different voices” T® - 7:, LI The Waste Land: A
Facsimile and Transcript of the Original Drafis 8/,

5 Our Mutual Friend i2, t 04 Y EZTDXBNT LAXNICBOLRFEEERVHITS
NESVLOHPE L TWABAETHEE> TS, KEKEDLON Oy FELTR
BAL, $7:BALOAYSRMALHIVIRFREBY OKFERLES ZDOESKK B
Ty, TAXMNRBREARFEERE b > T Our Mutual Friend Da > ¥ > Ol i
EhTwa,

6 B. C. Southam, A Student’s Guide to the Selected Poems of T. S. Eliot, 4th ed.
(London: Faber, 1981), 95. Southam M8+ 219128 CFITL AP+ X - V7D
i, "That Shakesperian Rag/Most intelligent, very elegant,/ That old
classical drag, / Has the proper stuff / The line ‘Lay on Macduff'” TH 3, The
Waste Land T2, “0000 that Shakespeherian Rag— / It's so elegant / So intel-
ligent” (128-30) &b h 3,

7 Eliot DXRMEDIES “Dirge” 1& The Tempest DA F 4 —L b ENDZERTD
9, “The Death by Water” £ & biIZZDHRIXBVLTRENTDH 3,

8 Edgar Allan Poe, The Man of the Crowd, Edger Allan Poe: Poetry and Tales
(New York: Library of America, 1984), 389.

9 [FAMTHLAREOY PEHEBATYLS] (363)AML, VX MROERE
1189, REOUROBHEALEHLETVIH, wihicl s, EnsfuEion
MDD, EOBRRAI LN (b bkn] £V kI3 I AtEn5 2 &
gx &5, '

10 Burton Pike, GEAX L&), R HLHER (M i, 1987), 114-15,

11 James Thomson, “The City of Dreadful Night," The Oxford Book of Nineteenth-
Century English Verse, ed. John Hayward (Oxford: Clarendon Press, 1964), I, st.
1.

12 64iTH (“Sighs, short and infrequent, were exhaled”) ix¥}¥ 3 Eliot & D21
I, Inferno ® ZOS|AEAT (iv, 25-27) BEMI LT3,

13 Eliot, “The Love Song of J. Alfred Prufrock,” 7. S. Eliot: Selected Poems £ D
Tiesa (70-7517) M.
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Shall I say, I have gone at dusk through narrow streets
And watched the smoke that rises from the pipes
Of lonely men in shirt-sleeves, leaning out of windows?...
I should have been a pair of ragged claws
Scuttling across the floors of silent seas.
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SYNOPSIS

Sanctuary can be read as a quest story. Both Horace Benbow and
Popeye, respectively, seek after Sanctuary where they can confirm their
self and identity. The difference between their quests lies in whether
they recognize evil or not. Being aware of the nonchalant evil, Horace
continues to seek after Sanctuary where no evil exists. Contrastively,
Popeye remains unaware of the evil that surrounds and directs him. It
is this lack of recognition of evil that prevents him from finding iden-
tity, although he, too, is in quest.

Temple Drake, who influences Horace and Popeye, represents evil.
This evil seems to triumph and dominate the story to the end.
However, the reader cannot miss the death image abundant in the
passages where Temple is described in the last part of the novel. This
fact that death image accompanies the description of Temple suggests,
though covertly, that evil is finally defeated, and that, accordingly,
Faulkner, even in this novel which has been read as a story of evil and
darkness, takes an affirmative stance.

Sunctuary DEY 5473V —[DA ¥ baF sy aT, Faulkner
B8N OfES%E, “the most horrific tale I could imagine” ¥ FL 7z
Eid, J{HMsh T3, BEOFTE, vA7, BA, VrFtuaict A
OBMBELBIFHV L ZOERKEH T 2HTFo4 T, BOMBEHHES (IR
DEFONTEDR, YUROKRTHS 5, Bz L, [BRARE~ORH),*
b3 id, “discoveryof evil”® Lt FENTE T3, BOSHBLLNIS
Popeye DENEGLE L > BOWE, LI HRERETIERX 5,

12BN RFET Faulkner i1 & 5 — AQBRAY S, RECHRIU
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LI L Tws, Horace Benbow 233z % #17: R T Popeye L &5
Y=rho, IOUFEIKESDTH S, 2 2T Horace DKRICE SRR
D& 3 iIcfin TV 3, “In the spring . . . the broken and myriad reflec-
tion of his own drinking .. ."(3). ¥ L TH b %  #iZ:E{Fv a7 Popeye @
EHMEFORE b “shattered reflection” (3) & %t - T/KAICBREDTH 3,4
Horace 7213 T% { Popeye b ZHT I s 2RBIF-HEDOHEHRHE
EEIBE, COVBREDLIRBERANZNES ) », BolELY
DEHSPRLTLDDED I, ZO/NRTR, BEERDIYTEEL
TIDfEGREES R, EOMBALMEI G 2BoMHNT 5 £ T, Faul
kner DEREEHE - TH 5,

I

RERZOWMEBED T L BVIOHH T, Popeye DI E 2 ERLI-HEE
CHE S, ZOMEN, fERC B 5 Popeye DT RTEFATWVWEEES
THAT TR,

He [Horace] saw...a man of under size...a cigarette slanted
from his chin. His suit was black, with a tight, high-waisted
coat.... His face had a queer, bloodless color...in his slanted
straw hat and his slightly akimbo arms, he had that vicious depth-
less quality of stamped tin. (3-4)

BT ZD3|Aicit> T Popeye ZRE L TH B, itk 0, BOtHLE
b TE7: Popeye DFIDOME5|EHL, ENBHICEDL I ICEELTY
BB THA»I,

Popeye i3 BBELBORMEFION S, WEVAET 5 DI vicious & v
5 FHEHE & b, Horace 1 “His [Popeye's] expression was savage,
perhaps baleful.” (10) £ BRT V33, FHOET TR/ABPHEEE S %
PInE&L, BRELX—HE2AE T, TR, BERRLALEDD L,
HFRTIDOEFULULICHELTLED), MLBEOLVAPDL 7, £t
Popeye 2> 2 b By, KIZERD O X 5% (“tight”) KIREZF T 5,
b IORBBEDY RV - HT7—DEIM, bLIARBEROE
T% %, Horace it Popeye @ Z & %, “He smells black.”(7) - $&5if L,
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D FREBRTBERIEOHETF % “motionless as a basking snake”
(RN LIEWLTVS, S BEOLB RSN TVLEDNE, REH
Popeye ¥ BORML AL TELORYURIES S,

EBRZOBEOHRM, ERFERCBEL—mEF->TVv3, 55 0d
Frecnchman place ~[E% 5 ¥ P, Horace ix, @D KT HMNR,
£ Popeye iCi# 8T 3, HDEEIX, “*Through all them trees?' ... ‘Jesus

"Christ.' " (N THolze TDHELL BAIMBRERARUCEL > T & 0H,
Popeye i3 Horace Iz L9342 DTH 3.° AT EMicBRCE
FAUCHES, AROMIcHEL S, BR2E 24 2 XHE, Popeye H33ids
2 TEETWEI LS, RECRESREDL->TL 3, 8T, AU
U3 - T (“akimbo arms”) £EZTWw3D7E,

& 51z Popeye REAS¥MACEETEAMTOH S, 7ra—nid
BACL - THWEEERDZ I L L, BEVUENTRETHSIL b, {#i»
SR LTEENSHESINALBTH S, HFHOABULTHEIHES
LI rit, gD, B2, »2TI—oy-F VA MEHET
i, BNTFESIRUCIIsNIZ L b, BALL TR L
T552,.° B¥Hh S Popeye BEFEA->TWEDHR, £ L THEPIER
BRBZE bR ESTELER, COMEPRLE, DlhrbBRRER
BOL M, PRINABRLTEHSPBAR LD TR, HWHAICERES
NAETHY, AR L3 2820 D7, ¥ 3 “stamped tin”
BDTH3, FLTHOEIZERY O £ 5% (“tight”) BRVLREEhDE
WERL B2 Lo» ) EMIAAHRTFIRPOLILAZ T BDTH S,

¥ = 5T Popeye DRD L WARDOH T, BRI MBHNTH 3 (“ciga-
rette slanted from his chin”), WO LERMOIEHTLI SN, K6D LE
nFH> T30, “[T)he cigarette [was] curling across his face.
His hands were in his pockets”(9). ZD#E R, REBRBEERS
L DT, YESHHR, HiRiL £ 5 T Popeye DED—EBIC L > T 300
IR TV 508, HMOSIOBDLE LD I BKEL, XM
ORTIZDY LELVUENZFROEDHKR LKL, 5D EEIMHICL>
T, BOFELBOBIBAYPCTHENHS, LI LELEDH S,
2% 1,883 Popeye DEHCZRMML T3, tFX 65, LHrHOR,
#HohTik, fottRIz AL THWTWLAESTHS. B ETOHIC
LA, Bk, Mok 2ARENBMIC, DBLl, I8
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VREBROEET 2 &5 2 EREE, AOBREBEKLES LLEASROTH
%,

EBBETHO s, BARIZYCRKT, o2z, @i E
E>THEOHFEEETTHO & 5% Popeye #3E D Fi3, “Popeye might
well have been dead.”(323) L FE> T35, AKX BT T S Y, “his
fingers like steel, yet cold and light as aluminum” (246) £ % 2 C$B T
FohlMEEBb R 2WESAVLNTWS, BONKIEET 54,
RRFEALOERLDTHE, I TRAIZ, FTHORG-HOSODA AP
KBWESLDE, 2% Popeye Rk > T L hEHTE2FTE > L L
TwEH, FYURZEFOECEE>TWwBEHFLSh S,

% @ Popeye »% Temple %K% 7> D72, Miss Reba it kD & 5 ixid~ 3z,

Every girl in the district has been trying to get him [Popeye] . ...
No, sir. Spend his money like water, but do you think he’d look at
one of them except to dance with her? [ always knowed it wasn't
going to be one of these here common whores . ... (152)

ENTRETHS L E2BL, BH%2ML, X RAs b Lahot
Popeye #:58A 72 Temple i, BrBORABOHR LIRS HRICE S
2EHTHD, FRLOSHYE D HEOFRITERER D, b
RRCFERDOTH 5. £ L THIZ Temple LT, DA LT 25
EBIMBEE L3, Temple ¥R o€ & 5 LiEENMVALEBH B
DOZMATY, BBROALICMBEEL T2, £/-H45 L Temple
DA 35 &35 Tommy % Red % Popeye 28Iz LT L % 5 #8,
—AT, BATIRE Red%RIZDE L7z Temple DT L 3& D I\,
Popeye Zf#fiZricxt LT, BB EMA T30 TH 3, Temple ¥ RBF2 &
3hv—rbRoN, b Popeye % “'Daddy’”(249) EEREE b 5 3
ZtEFHZhiE, LY Temple i Popeye I & - TS ZEZ D TH
%,

Ti&, Popeye %% Temple 2 ThBE TRD O, @D TH2S
DX IVBCBB T2 2L LBE O IHFEEL L THMATLS,
LirLEhiX, HITTHRONKRELTORKRNITHS S5, B Fi13“He
[Popeye] had never known a woman and knew he could never.,..”
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(325) L BTV 5, TR ERTTADON R E L T T &7 Popeye i,
OB L i8> b D% Temple KRD T DTRREWIES 3, BX
DT EICDWTIRIRZ 2RB/HBH B33, BRI, »OT2ITH
OB/EOMTIE, AL ES ETERET, Thdt Adam & Eve o2 Xy Y
ni, LHERULI, 220D, ADRUGEERDIOR-2OXHEANL D%
BE—T20012, LwdDE TheBHRLIEHFRXETT YHERL
2.8 BB RD LI RPN TV,

... Adam said, This is now bone of my bones, and flesh of my flesh:
she shall be called Woman, because she was taken out of Man.
Therefore shall a man leave his father and his mother, and shall
cleave unto his wife: and they shall be one flesh. [Genesis 2 : 23-24]

Zhid King James Version & D5|ATH 5, The New Oxford An-
nolaled Bible T RBDOEAH3, “...and they become one flesh.” &,
% 7> Good News Bible Ti%, “...and they become one.” L ffitphi Ti> 5,
2 ZTH, “one” ELIFMCEELY, RMOBVIZH D, BROK
UDELfAIH—2DbDERBZI LR, EORBTHLRILCTHS, 2%
FADEENE b DOMN—DFET D7, B 2EHHTAI & 28D A
fiE7 Popeye HiErte %KD B L3 T ki, €575 L CAENRND
WS HEE LD TR, bo tRENLLDOERDTV S, tHLXD
Z t L T%3, Old Frenchman place & Temple 2#hiLTDH, B
CEREL TR EHASNZBHOMERIBIHICHE> TV 5,° Popeye
it ->T Temple #1832 w35 ZLiz, HCOFEXHBETII LTS
O, BEhel %, ER%{TFTE T Temple ¥MRICALRAY, BHZD
FOARARME oD,

7288, Temple i3 Popeye ¥2W AN &k 5 L& ¥, #icx¥ 5 TR, B
DEHBAEFET LD TH- T,

“You're not even aman!... You, a man, a bold bad man, when you
cant even — When you had to bring a real man in to—— And
you hanging over the bed, moaning and slobbering like a — You

couldn’t fool me but once, could you? No wonder I bled and blush
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—" (244)

TempleiZ& 5T “man” L WHITBRNXFRY BYEEXBERT 207255, 72
3, “moaning and slobbering like a —" & v»> 3 M PL, T D F 12 Popeye
DFL 7z % “a high whinnying sound like a horse” (167) & JEL 7z = &,
Miss Reba & “making a kind of whinnying sound” (273) B L&z 2 &
RERBIDE, RELTBLI—DODBHENIINRTVE I LHbh 2,
D% D ““You're not even a man'” {&, AMITR%ZV:, L IRHKCH &
NB3DTH3, S5 “‘Dont you wish you were Red ?' " (245) L[> =
& T, HU Popeye DARBREETEL T3, BB TR, B THY -k
Bbwadk, LI EBRTELANETERDT ZOEVI»T 58, Temple b K
i) 5 iz Popeye DECA*B/ELY:, BELEEL L TEL DY,

C DYREDIRE T Popeye CAB I N bORFETH 2, EiCA- 1
i3, fEOLEGEETL, EREROEDT, BREOAX 2BHR TV,
FORBEOLTEL 2L, BEERVEDOREL LRV, b bR
WAD LS, AROE, BEECHRIBMIIROL S 2XRAEEHICT
%,

The minister. ..saw twelve marks at spaced intervals along the
base of the wall, as though marked there with burned matches.
Two of the spaces were filled with cigarette stubs laid in neat rows.
In the third space were two stubs. ... Popeye rise and go there and
crush out two more stubs and lay them carefully beside the others.
(330-331)

FORAMERICIE, ZO1RFEEOHRD 45D 3 F TERESERSRT,

REBRMOERLLZIBFTHY, TRERDTHTDHD, AeEkbTH
ELHABNTVE," 2OBBBEET—HFCLINTEL, ALEVD
BHODHIZIZ—FICR D, Popeye b—& %KX L5 L LT3, D
BICETEOREBEOBEME T, BOIANEHY, L FEHT 3 Popeye i, &
BETHAEBROPAHLAD A L THSEFAIETEA2LDLST,

BOYMZ, D2B%RTRELIDLLBRBEESRITL O
Popeye D A& L, JUBHAICEREALSERS NI 12088 RIcHl k> T <
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2 D72, PopeyeiiOld Fenchman place ¥ % % B¥, “‘There ought to be
alaw.””(101) £ 55 2, BREOBOPTLEEXTELOTH S, EBER
Temple iZ X > THB ¥ EE & iz Popeye DA&ER, ZOFEDL S I
OBz Ik wb Do, Popeye RER R T2 —HEFHFD
2, HEERHTH Wi, LL, Temple iZ b FHF i bHEOFUDRIE
Fohd, FESOEITEEE L %, Popeye izt 2 TREORE, 0%
D identity ¥ K- IoRIBIRE £ 3, BT ECERVHDTHERT S L
ERDIHRY: Uik - i, Faulkner 238 5 & 5 i, “another lost
human being” ZDTH 3,

II

T, Horace K DW TR T2, 23 F5 LT, BC%2KRDB I L
& sanctuary OBIRSSEHS Nic R3S TH S,

g Bell ®#E O Little Bell £ D& T, Horace B4 ICHE 2K
T k3 IBLU T w3, iz Ruby i *'I lack courage: that was left
out of me. The machinery is all here, but it wont run.'"(18) t § 5, H
SRBEORY, BEOHDOKII, RAOEKIBOLSTHS, 36K
“¢ ...thinking Here lies Horace Benbow in a fading series of small
stinking spots on a Mississippi sidewalk.’”(19) 5%, @8&MHEA, *
DIz HICERM SWEETEA TH S Horace iz, BELMLSGHED 2KIL I
HOHHERAESLIRRBL S, BCEX->TLE->TWVEDTDH S,

%7z, Horace i¥, HABRVL TV 2 EHIEINTEFRECOWTHEES,
ZHEOHE DI “conspiracy” (1) BEENTWVLBR LR U TS, LT
“‘[ conldn’t have felt any more foreign to her [Little Bell’s] flesh if I
had begot it myself.’ " (14) £ BBO AKX ICRNREE L Tz, HXEH
ADOBEREL L Horace ¥ BEWVWIZEbALFIEGbE LI LiZE T, #
tz, “‘It's just Horace'” (14) £ #Z3E 5, £ L TR L T, “'You're not
my father. You're just just (IS EBIONE, D “my
father” W DR L E DL LR [ROXB L IEEM»bLALZYL, L
L Horace % “he” TR < “it” LW RLFTIFY, KPL w3 EE%
FETAILT, HLETHOFELERDIIELZLEF/LBRADOHN
Tw3, t#FES5N3, Z2DL 52 Bell & Little Bell iX Horace iz & -
T, B %%b¥, TREEBOILTIFERDTH S,
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BELLAC L XUEANDTERD 2o, Horace iRV E{#H LT3, #L T
BAMBREEA TV 28/ %, “Flat and rich and foul” (16) L L, —h
LHAR LIS ZWEBERIZLTVWAERA TS, 22 0THIE “1 just
wanted a hill to lie on, you see. *Then I would be all right’” (17) £ % 2,
KRBT EDDEERDTREH 2, “Then I would be all right” £ \25
BESBTRT LI, KBTHEBEITEL 22D, BCERVRET
WTES, LEFEILLDEDI, EREVWEATEWS Z e, KEIZHE
BmeHroh, RENSHLE AR ENS, — DD sanctuary &8 X &
n&d, (7 sanctuary i [REDL:DDOWAT] LV 3BHKOLFOT/TH
%, 2% D, Horace lz& > TR %2K®H 3 Z EIX, sanctuary #KH 3BT &
ThHD, K-o7BSE2KD, BT LICBRIDTH D,

hKETE 2E%K» T Horace ¥ > T & /- DI, B DOHM Jefferson
TH3, ERI—BB0DT, FHHZBROWANDODZBF3DTF > RER
L, AATHOBED 28X TWI S & T 3, kD Narcissa OV 32
AR OERE, BA/OTEO—RAEL>Twa3HKELELI bR
E2LLTVB3DL D7, ROLEA, Jefferson DET %, —REPH
NS0 L FEHAODP TR T Horace i3, BWHRF TN TV 3,
BB HIBOOL T LRSS CRFLIE LV, HEFDOALOBRFRD
AUD ELTWEH, ThERINBHIC, BTOALZIICLES TESHE»
Ty, FURLTEAHZ S, XHORBEL VFLE3 7942 a—FOHRE
B, ZH0EENHNREFF S5, TLTARBKKE, ROovwEE
E Tommy OBRAUHEBE S 3, WBORTHLFL b Horace itk > TH
B, sanctuary 22 08%0, rnH I LNEREAATYV 3,

Horace 23 Jefferson i§§#E3 5 & & %, Narcissa {38F % &\, 2 OH#:
BERLPRIOAL 96 RUEHERICRET, L ZWBLHNTEIHNS
THD, PoleRAWEIAI- Ruby DI &%, bEbEHOEE 1D
T, HNBOHLTOFERELSM->THBY, L HoracekH 5, 612
Narcissa i3 B Q@B D 7: KT, (PD B 5 - - RHKIBIHE 2 B4
M, ROFTHELL5BMTMHENT 2, WEOBINAULBICIZBWE
5%, VNToBCBR2F3Z Lk, Qs THSTDI BT,
igHic € X, Lee Goodwin &\ 5 fiF £FEICIBWPEIDTH D, ADH
CESRET 30 % Faulkner R 2 Z TRLTWw 3, kR,
Horace BYBICBYI otz 2 L i3, HBBBOIITLERRBoniw
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DTk, AOPHAETIBEMEERO D SIINEEED 28 4h
2l EEBRLTWE,

Jeffersoniz #ZE L, Lee GoodwinD#FEIBY 25 Z L i - :Horace
12, B2@{ BRI 2L D03, #HitMiss Jennyic b, “‘there’s a cor-
ruption about even looking upon evil, even by accident.’” (134) & §& %,

DEVHCOHELWSI LbOEDVLERLBOHZDE, £ L TTemplel
fie LT, #iZ®Popeye??iy Tk <, Ruby®Lee, HAY, ELTHS
B b—B0SbItlLEN Sk s, HRX3(232), Horaceld T T
T, TRTOADAIK, RAHTT S, BRANET ITHEGODHE LI
T3, 542, “We're all isolated; thinking of a gentle dark
wind blowing in the long corridors of sleep; of lying beneath a low cozy
roof under the long sound of the rain: the evil, the injustice, the trees.”
(WBDEFAD, VA MRICBEBWTARREEZILLI:FES» S, good and
evil, BEEHB L ickok b Ebh s, EORBEMD LT, ARA
BT EEREhIEZ R, ZIT, BERLEBARELDL DI,
“dark” TH D x535 “gentle” ZEAP, BMCHET S &L DI “cozy” &
BRSO T30, Horace iRABEMA, BUELHATHE, &
6EMNBOLND EVLSBRERVE L D1, “[W]e realise. .. that there
is a logical pattern to evil, that we die.” (232) & V> 5 Horace D HIEZ,
TRTOAOHCHEBAET 5TMEM L, T, ARFELZREZLLL
WS EOBRERL TV 3,

ZDH LKA I —E—DIFIC b 7o h, Horace i3 all between a dream
filled with all the nightmare shapes it had taken him forty-three years
to invent, concentrated in a hot, hard lump in his stomach.” (233) £ &U
2, B bHSORMCEERIRAATLES PO LS, ZO%
Jefferson DRAR D B iz, EVHOFEML, “[1It [the voice] -
was the friction of the earth on its axis, approaching that moment when
it must decide to turn on or to remain still: a motionless ball in cool-
ing space”(233-234), T D#§%E % André Bleikasteni} “the apocalyptic
vision” 7 LT 2,1 BRIV E S Klivrh: ZOBEDH &, Lit-
tle BellOBHOHIR DN L bOANEED > T { DIV, Horacelk
“he knew what that sensation in his stomach meant.” (234) & /&L, /¥
AN —LAFESTIT o WOBLHR L > THROLNIECERODTRIHLE
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LRIz, HIxESEHE ) “sensation” BAITH - - HBRT 2
D7, D% b Little Bell ®dhiz b, Temple dhic b, FLCTEHDDDI
TOFETIEOTHER IR E, MEL, HEKEMLIDN, #
LTIDBRIADEECERHMLTLES bDOTH B, HUBDORBOES
HEHTHPDXIZNAN—LTERT Z2MICRI-bOIE, Temple DV
ATY=rvDESIEHE B,

[H]e [Horace] gave over and plunged forward and struck the
lavatory and leaned upon his braced arms while the shucks set up
a terrific uproar beneath her thights.... [H]er chin dressed like a
figure lifted down from a crucifix.... [TJhe blackness streaming
in rigid threads overhead, a roar of iron wheels in her ears. ...

[Tlhe darkness overhead now shredded parellel attenuations of
living fire, toward a crescendo like a held breath.... (234-235)

bHAA Horace SN EEBICHIZ Lz b Tz vwds, R UBRI%#
VW, TOPTRETVIILDLIICH LT, BERBsHEHLT
VEDRBLELERT LD, +FRCHIARDALADE S KK
“she” Bffirh, HlLHrbBRROPEAIMEEBbOE 2K /LA T
o BEMEHDE I LEFEM2H L, Horace FHCOWNBICHEE
THREBEHEHL, BREROEHEERLLODL3TH B,

CORRDOD &, 263TDEHET Horace RITFICHIE A KD 2 FH WL
2, TORROKFH L “quiet” Tlempty” (M) 2 6 D ThHoT2 FL T,
“I'll finish this business and then I'll go to Europe. I am sick. I am too
old for this. I was born too old for it, and I am sick to death for quiet.”
(274) i3, ZOBEMETI— 0 v NTI 5 EH 2 5DiL, bt Jeffer-
son % sanctuary TH 3 L RBEEL TR0 TH A D, 7283126
BOEHE » SRH D 2 BE, 28O BHICE 3 Mz, Horace i Lee ORSF]
Z{EL, ¥ Ruby 2B1% ¥, “‘I am sick to death’”(274) L - T
DB, @Al osRoINTBkTTH3, Ruby iz ““... my soul has served
an apprenticeship that has lasted for forty-three years.... So you see
that folly, as well as poverty, cares for its own.'” (295) Lt B2, B9 ESY
KT EHEREGELALLIAL S, £FLT “‘God is foolish at times,
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but at least He's a gentleman.'” (295) Lt §5 D TH %, Ruby it L T
7o v 7-BI D A& % “Christians. Christians.” (189) £ U, ¥V A P& %
DbDILPMEBEIZVLT WL S5 12A R 5 Horace 283, ThHihi
ERBILENTES, SSTRANUNLDOLICTiEH 513, “lintended
to stop here.”(307) £ B X T3 3, 3—O v NANTI D L RBo TV,
HBCAE2LORWELET L TR LR RS, RET e ST
EVSBRAET, HIREES%E sanctuary L Bw, —RBS:2EHL 0
D&,

724 Horace HEXHOH VLT, BUSLOIHLIEREN S,
“[T]he law, justice, civilization”(137) &3> 7 & D3, Lee 25FD D
LEBUTHIE Lee #FH T 553, Temple L WO BEMICLT, ok
DI LTS vy, & S TEBREART 2 137 O Drake $GHE, FOF
HELs T, RYEFCAROBMTHLERAHLTLE >, RH
Rtz Horace DBETFid “. .. like an old man, with a drawn face” (306)
THoto HAVMEER LD TES, LRULER, SEZEAOL S
FHEOBIMS D, 1208—51, “He stayed to supper. He ate a lot”
BN EVSEIHET, TREMVET. £ LT Lee D) 7 2 AR
+ 558, &R Kinston N2, “‘I cameback’...”(314) L FZH W, “’]
knew she [Little Bell] would be’..."(314) E b H 3, K-T& 0Ok
4232 Li3, Horace DRUL £k T 200 b Ly, L LEFRIC, Bk
NS HET BT P ERML TV I LAHT L LIt 5, 2L T,
“I knew she would be” ¥ >3 Z & T Little Bell DEGFBbHr> T3
LRT LRI, HEOE#EBbE>TWRLEE>TVADTitVd, B
DIHREILAANRES X3 28 aho70h, LETLBY, BLOTEHE
BRT&23M7, #L T Little Bell cBITEE T 26, KDL S IKEL S,
“'Night is hard on old people.... Summer nights are hard on them.
Something should be done about it. A law”(314). AIET5DHENT
LEMNBROICES bOR—2 LD THS, ZORFRRICEIZED
2944 % “Through it [the door] the light airs of the summer night drew,
vague, disturbing” (314) EBU T3, L THHIIZORRTRL S
HELETRHBBL TV, UAIESTREBZLLOBRBACE LR >0 b
ThHY, TD:HIT sanctuary ¥ RHD TR EH:, TLTHCS:2RbES
LONETHS, WD IERBRAMVEOTHS, 2 VEHCREH
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T & % sanctuary, Horace O3 3 sanctuary REDHFEEL EWHTH
5 doKinston ICE 5 7o HBBR L TRER LU, LW LIZHS 2K
SMOBHURE 2R TH 5, HIEBIZHD Sanctuary BSRWHE Mo A
Bz, R—vokY DLV LICRYD, BU Sanctuary 2R H§i
I5m7,

1l

Horace & Popeye b &R, B2Alic L THS2BIHETE LWL TE -3,
CDZARCKELRBESE L0 Temple TH 3, Z® Temple iz
THRR LB@nsH 50 %, Robert R. Moore (3D Z £ % “She is a
victimof evil” THB L L, b EDELIZHICEIG EEZFLATVEE
7T, “ingenue” T “innocence” FEHX Tv33,'° % I-KHHiz Cleanth
Brooks i3 “she liked evil” £~ Tv>%,' Olga Vickery iZ good & evil
HE A (“compartment”) IZ3HEFEL T 3 LIEHT 5, HEMLITKER
BLHOBLIHSE 2B LATVAIIROALED, HE->EHEIC
Ruby 7 & “‘[You] [t]ake all you can get, and give nothing.’”(60) &£ &
bhabtIa0bd, ADIBRFEALVOTDHS, £ L TIhADEL
B8 £ % Old Frenchman place NV 3 Z k2’ 3 D72, Gawan Stevens
DRI #1272 I 212 Old Frenchman place 32653391
otz 748 Gawan KBERE ¥ 3 ADFER Temple iciEhrhTw
DT, Gawan I T LLFEEZ b > Tk o, HAMEHEL T
20T L, BXBABOBREHEEL, A EEANLEBEVAA
TWLDTH 3,

BEIE LI TREETH 5, TTIZ, Popeye o O%iM 2 6t
5, BSOS RORBEICHRNMA SN TwlZ L 2iERL. 20174
ixt LT Temple i35 @ “‘Dont you wish you were Red 7 " (245) £ 1123
BELERERTI»I 2, TLTHEEID D LDHIEHBAT- 2RELD
B, ROXS>idB~enTwn3,

“Shucks ... it didn’t leave a mark, even”.... “Little runt”.... She
added a phrase glibly obscence, with a detached parrotlike
effect.... Another woman entered. They examined one another’s
clothes with brief, covert, cold, embracing glances. (245)
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BAc st L TR&E T Popeye 2D DERCZEOFH X b RIEY, HOF
EEBFEBLLILCAOMA LR LRWTWS, £ L TROBRHICIZAD
ZEORBECHLEFETEDOTH S,

R &S wcfoHA b % LIz, Temple i3 Lee Goedwin % f&FEDJE 2B
WRSTLE Y, REDOKCE/ERNT, BENCRFOHEMICER 5K
i, BOKIT I AD L S TH 3.4 RizHZE D & 3" 'She was some baby.””
(309) L ACBbE 2220353, EHEMOBEWDL S CBOREY
T, BuflFEE > BEONIZIE, BEOHFELRAICLIESEFEL
Twd, FLTHZREFD I ERTATVTOEVLEL D, FORITLY
HBOZIELTVEDTH D, ol 22 TCRRABOHITH- 1K E
SADRBIDRICEKTSH, TOBERNIBOLVEILEFETRTO
720

%is Temple b £ - FERD T I, KEDD ZHTITFE D AR LBV
BYasns, LFELbWEAS5Gawan L UfFE/ABI L L, L ZOMT
Strarkville NFFERBIMRICIT = 7285, £ L T Popeye IZ V' A4 7 & h 2 HAT
Temple 12XD X 5 iz, “‘Something is happening to me!" ... ‘] told
you it was? ... ‘I told you! I told you all the time !'"(107) ;B EED 5
N-BEBRELLZOBER, LOPTHEABELEBRLTELILE
WEIWEL S, %7 0ld Frenchman place 7 & Miss Reba DFE#1E oMl
NTFTFLNIBEPILFo VY Y« AF VKT, BRBAEORBRE
24505, B3 ERDSNBREE it bbb s ¥, BERIZHAT
FA@&&E»SBNE I OB EBAL, £, BIV2D0H3Z ok
T30, BANBOFIL >l LML, & Horace lFE-THn
5, Temple C3EZFHAL H -1 D3 . WERAMLOTHSOTD D B
“my father's a judge” L\ HI—BTHAEFLIENTEZHAL IR
SR ERDT VD, TELTHELXOBEIIELRDLIOTH S,

7208, R, BICABIALEERL &, BTH> 2, BEKIL Miss
Reba DRBECH L FRAERRYULCHFA, PETHICHT IHH%E
RUL2L5127c5, 2D Temple #RB T, MissReba i RD LI ILF D
“‘She'll be dead, or in the asylum in a year, way him [Popeye] and her
go on up there in that room. There’s something funny about it that |
aint found out about yet. Maybe it’s her’”(231). ¥ ZhBnL &
L Tvs2 Miss Reba 75t, Temple DHFICHEL TV 2R IR T
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ERWwDE, BHEFIZ, “snake” (273) & Temple ¥AT 22 L7,
Miss Reba iz & & Kft 1 FicBiE iz Temple DEER BT T 2, 7280
ZHBAL 72 & & @ Temple ®HIX, “her eyes blank and all pupil above
the three savage spots of rouge” (304) L B3 hTw3, Zhizm»r-oT
Horace #33ll{8 L /23EA 72 A DR, “tow empty globes” (232) 2B b ¥ 3,
PNROBED, NV ICBIHEOBRL 7, ExBb¥ 3,

[Slhe seemed to follow with her eyes the waves of music, to
dissolve into the dying brasses, across the pool and the opposite
semicircle of trees where at sombre intervals the dead tranquil
queens in stained marble mused, and on into the sky lying prone
and vanquished in the embrace of the season of rain and death.
(333)

BLXORKIREE THFEL TV, HBRREEA AV TIbOANEHES
DshTwl, BEXRETOFMICBWITEAIZLVRRLDOTHS, 415
THRSTDOS LbEACOBIC L > THIF LML L - K3, $7-H50
BEb%>TVBDN, |

L ZATIOESR, £ Db Temple 12, BB D The Revelation & #iF
TREWESICBEbLN S, IO/ KREBNEF— 7888 T2 L
% André Bleikasten i3 5L T2 5,'" I T L - 244+ Temple b
¥7, RHOLZHORDLY 24 T3 L5 RBHNH 2, EBZIOT
HETHZDBLIBBESOEBAL B> TVE, BLIRIABVELTY
CDTHD, THIRBEOFHUOEER b EXBORDEVRKER
“BABYLON... THE MOTHER OF HARLOTS" [King James Ver-
sion] #BWE I &€ 5, HidHiC Temple & Z OXBHHCIETADI B W,
Temple O —F§H) sanctuary {2 Memphis & W3 EHOBHRETH Y,
ZLE 5 Popeye 5 “whore” LT IeDTH B, 2 OXKERIBHOR
BMTHH D, Wil, RERMXBEOT LREOHAX 2D, BALERS
WEEMNFIZ L, Temple ST 2HWHEHRI 2L 512420, 20
LHORMELEAII -7 2 LR, Popeye itlikD L S ic& @b E:
LWz >T< B, Temple CFEHNATEA NI L i3, KBRS/ A
haZELLRILLEDTH R,
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R HWH/D The Revelation BHBEOERETHAL SN DIHL T, &
DYERIZIFED “death” (333) L WHTBETHU N3, ZDIERDZEHD
IR bXBERAOARVESL, COYBOBERECETHZ, B
b IALEEPRIE BE, RELV-SLLOEBVLEZ &S5, K
FPIEMTLDH S, fEBEENZ 5 ADEEE2—25|AT 3,

It had been a lavender spring. The fruit trees, the white ones, had
been in small leaf when the blooms matured; they had never
attained that brilliant whiteness of last spring.... But lilac and
wistaria and redbud, even the shabby heaven trees, had never been
fine, fulgent, with a burning scent blowing for a hundred yards
along the vagrant air of april and May. (143-144)

Lavender B X WWHED DT ATET, AILEHIRES A 530b Lhdkn, Ld
L Faulkner i lavender £ W%, RDIILRHETHE->THE S,
“[A) mass of jimson weed in savage white-and-lavender bloom” (95).
“[L)avender” it “savage” &\ >3 EEH LI, HSPH L VS HBHO
ALLTELRTWADTH S, i Jefferson ODHTTIL “heaven tree”
BRB|ALOBADBIERORBOTIZH S, FDFEFD i3, “sweet and over-
sweet in the nastrils with a sweetness surfeitive and moribund” (131) T
HDLAEROGNT WD, ZDFED % Horace BBEL TV 5, 2L TIOR
Az “'Aint no place fer you in heavum ! Aint no place fer you in hell!
Aint no place fer you in whitefolks' jail! Nigger, whar you gowine
to?"(131) M5, BHDOEERERVHEZWED I DRIZ, Jefferson
DOETRBIS & H K207, BRLETOBRTH, BTH-oTOHLREZOD
¥ TREVDY, Sanctuary PR D COEGOPIZIZA I ZWE I
B2 3, The Revelation Tii»h 2 Dix, “temple of God” [King James
Version) TH 2383, ZOERKIRENEIERND, Temple ic&Ksh s,
vwbhif Temple of devil B PN TWE LKA ZR B,

®[U

EG ¥ Y T Horace 2 X —IGD &, Popeye ¥ Temple {2 i3 FE48
mEN, TOMRIE, Bt 2RBMOMERICHET 5, Horace iE AM
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DOARFETHIEEHCERL, thic@erEHRLEIIETION, X
¥k, RUTBRHBLZ O TREVWERTOBLXOGU D&, BLrlbo B,
COYTBD L > uREHEE %, Horace iz Fh 2428, #ifL, £7:H
CCLDBOELIcL2 LTORBGLTEEZHRIT T DN, 0
Popeye BEHC 2K ide b, Biciish, G2BhTLE->TW3ED
72, Temple 3415 THIS TD S BIZfWE EFEIZBVR D, Popeye DEHCE
#RLAL T RBEEL5E, TO2ARBRFOEL£BLFIRT ST
LiZRvLord,

Horace SEDEE L 4 WD Sanctuary 2 KD T3 & I THV
%3, FiX Faulkner SHBFLIFIOAMICB W ERIC TR LR U E 28
EERoficasng,

[A]ll girls were ugly except when they were dressd.... [Tlhe
Snake had been seeing Eve for several days and never noticed her
until Adam made her put on a fig leaf...because the Snake was
there before Adam, because he was the first one thrown out of
heaven. (159)

WHULDEEFfTH2LE, BERCLEEHRT I, 20
SIZEBKEOTSNTHLDTHZ, BOFELLEVEZZTHEEE
#T%3% & Horace BH X526, HDORD 2 & DRZHELAIOAN, 2% 9
BEEEZZLTHEN, BOBEXI-ADELET 5 Sanctuary kO TH
%o %L T Sanctuary 23K 3% 1%, Horace RgDETDTH 5,
ZOEGOPIBROMIE,MCRuEHERWE I ICH X B, KHEE
TRER, TOBEXRTHS, BUARDRIEEHOLTH, BEfrobDt
LTHRbh3E550, BRARET T2, HWESSANRETEDLRS
DTREVBIES S, Eve FH L OO HZ L5 0, HICELBTER
LiD, ZOWEET Fonzo & Virgil 5 D} 7: Miss Reba OFHF L
POTHB, BRI OYBOERT, BHEERTzD X 51, Temple i
HERUDOE, BEEMVE{RAOIIMEEEL ST, FHEELHETT
AhDE DR EENS 5 ADHE L 3xEMIC, HTHDLN6REL
Bz ) 0EIR, RECBE 2 I CLEBENRBI LD L ST, BitE
REETHCLEDLBEHOLICHZTL 3, FIFETHRNH, X
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EangEaRans T {, Temple of devil bHEUD{D L 3,
“[Dleath” t WS BETHL OGN B I LT, ZOMBICIIKMIEHNEE T
WEDTHD, ERAMNZEOYBLEHAONTEL: ZOEROPT,
BECIFEEHT LT, BREES N, KoKt 3 ABRE=HEET 3 Faul-
kner DEBNFT|AMNN 3, Sanctuary i3 Faulkner @ The Revelation 7
DTH 5,

x

XK, BHEXPAENTAHRAERS (19156 A298, FPEHAT) CBUR
RUAMLSHO L, MEITEL bDOTHS,

1 William Faulkner, Sanctuary (New York : Vintage Books. 1987), 338. Editor's
Note Dz FR3hi: bDEMAL . ZBEROSOF IR TRTIDREC & D, B
T7FH+RPOR=IBREXPOERAICET,

2 KIGER=HB, [7+x—2+ @i 2], (#RE, 1979, 25-41,

3 Cleanth Brooks, William Faulkner : The Yoknapatawpha Country (New Heaven
and London: Yale UP, 1963), 116-140.

4 ZOXEBEWTI2 Popeye L3tic LIZLITBBL, H 0 Fi “the straw hat” (243)
Lthe 2> TRBUL T3,

5 X% 381,

6 PHEATEERHEIE>VLTR, Cx—n-Frer, EATMHEESRY), ThRRE
B8, 1990), NYReR—F—Fan, [BELLsLOXLER), BE— =
BEFIR, (BRKPHMUR, 1990) 22 28RLL,

T 77Favevag{ryny, [BUOAMR), FHEBR, (20X, 1990),
21-23, '

8 HHEZE, “MERE", FALAEHIRA, VK, 1985,

9 VHIOBRVIOMI TREFTALROEEME—VOMICTEIOGHSNS, 10
Temple & 2 AT “Grotto” EWHENHMIFTE Y-V TRIR—VIZ2E%EHKL S
KiITH5, Lrb 1 BREFABRATIEIE L, HICIREA TV 5, Red 52 Temple iz
ME T 27:85, Popeye BER+*OKHRAIDTHS,

10 7h+FeZ7Y—2X, “twelve 12", [4 A=« v 88), T E—BRHER,
6 k&, 1985,

11 Fredrick L. Gwynn and Joseph L. Blotner, eds., Faulkner in the University
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{Virginia : UP of Virginia, 1977), 74.

12 Horace i3 Isom & \» 3 8EFL, “*You might tell her [Narcissa)] it was not to
her Iran...'” (130) tHBLTW3,

13 André Bleikasten, The Ink of Melancholy (Bloomington and Indianapolis:
Indiana UP, 1990), 269. '

14 Ruby i Jefferson DBTDAZ 225, HE, FROAD L L RIEBRHLVIRWESR
DTk, BEBHEER LT5Lakholed, BIOAL OHITH 3L T Horace
L T,

15 MEDIAT Lee BV Y FIZHD, LS LRV F 2Tt AL LA
HPFRAERL TR L 2HmBT 5 ek s, RElOHZEN-> T {EENE
% Horace RHBLAZ Lt 3,

16 Robert R. Moore, “Desire and Despair: Temple Drake’s Self-Victimization,”
Fautkner and Woman, Doreen Fowler and Ann J. Abadie, eds. (Jackson and
London : UP of Mississippi, 1986), 114.

17 Brooks 131.

18 Olga Vickery, “Crime and Punishment : Sancliuary.” The Novels of William
Faulkner : A Critical Interpretation (Baton Rouge, Louisiana: Louisiana State
UP, 1959), Chap. 3. rpt, in Faulkner. Robert Penn Warren ed. (Englewood Cliffs, N.
J. : Printice-Hall, 1966), 135.

19 Bleikasten 269.
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SYNOPSIS

This paper deals with a division of post-lexical module which consists
of phonological rules that apply across the word boundary. According
to Kassie (1985), post-lexical medule should be divided into two sub-
parts, P1 rules and P2 rules, the former being based on syntactic infor-
mation and the latter on phonological information. But there are
some phonological rules that can not be happily handled as Kassie’s
theory expects to. To solve this problem, I suggest that each phonolog-
ical rule idiosyncratically belongs to one of Prosodic Hierarchy sug-
gested by Nespor & Vogel (1986).

0. F

Siegel (1974) Kz#4% D, Aronoff (1976), Allen (1978) Q&R IER
2% 7T, %5612 Mohanan (1982, 1986), Kiparsky (1982) &z k> TH
Bagsh, SH—BCRBUANSR T3 EREFHR (Lexical Phono-
logy) T, BRI CTHEA & N5 FHEMA (Lexical Rules) & EEmHM
S0 A & h 2 FERSAI (Post-Lexical Rules) #XHIL Tw 3, A TR,
Post-Lexical Rules 258 H & h 2 BRI (Post-Lexical Module) i
BWTYH, HREMAO FEANOEFGTT] LR, RRoMHEC
Lo THEBMMAL 2 i EBl s h [EEMT] ah 3 LT 3 Kassie

(1985) BMOF+A LA EEH/L, ThZhOFHRBAL, Nespor &
Vogel (1986) .0 & 3 3 FRE R (Prosodic Phonology)'® Prosodic
Hierarchy (FEREM) B33 L WwIHLHETRT,

1. Kassie (1985) i & 2 FHAMOESL
Kassie (1985) iZ BBALELSRPIPSIC B\ T, HaE - BIEWS 2 LB 53
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A, W BEHRELEL L2 SE LOERI & 258
HAUERERL, 2hZn B0 >, EIT T3,

(1)
Post-Lexical Module

I Rules of external sandhi Level P1

Pause insertion

| Rules of fast speech? Level P2

BNz 8T, Kassie i38E38 - IEITHIC X 2 SHBEA%E “Rules of
external sandhi (P1 Rules)’, HF LOBEEI X 2 FEHAI% “Rules of
fast speech (P2 Rules)”* :FE{F, Pl Rules D#:ic pause insertion 3%
L, P2Rules # P1 Rules i &7 2 Z L idzW e LT3, &7, pause
insertion 3 P1 Rules & P2 Rules ®ffliz % 3 = & iz X - T P1 Rules 3§
A48 pause DB 2T 5 Z £ %<, %7, P2 Rules i pause B HNIF %
DBFRANEILENBZ EL TS,

P1 Rules (external sandhi)& P2 Rules (fast speech)®¥12(2)D & >
CEHEh3,

(2) 1. P1Rules ix#iZ8 BB & 2 W% 217, B (trace)
&> TEDBHAEMILE N 30, SHNEETH kb ¥
IBRIES isvs,

2. P2Rules 3EHMBERICE 2 BELSBT, RIEZ Ytz 2D
BAZMAIEEh D4, HE - BEWRCIZESLT, ST
BTHHHEH (trace) idfHIE I iy,

Tho 2HMOFGHRANIREET 2 20T CERHS N3, BEOH
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7z 12 Rotenberg (1978) #3773 & & i ¥ 28RS FAYE4 M (configurational-
ly adjacent) & EFRIGUE4EAE: (phonetically adjacent) O 2 ftFividH 3 (K
DI EER),

(3)A. Two segments may be phonetically adjacent but configur-
ationally non-adjacent if they are separated by trace.

B. Two segments may be separated from one another on the
phonetic level but configurationally adjacent if they are
separated by a hesitation—either an actual pause or a filter
like *umm”.

(32, HEERREIAGUBSEEE IXEF (trace) WizfHib & h, KiIbICizBHESH
P, HFHEOREAE I RIE BRI S h, HBF (trace) WidfHIES hiwE
WHITETHE, DI b, Kassie (1985) 2R & iz Pl Rules 13§
RSB & > TH8 T S h 3 FHRRAITSH D, P2 Rules i3 HH
BN & > TSI o3 bDTH S,

2 . P1 Rules & P2 Rules ® A8

fiifi¢it, Kassie (1985) #% Pl Rules & P2 Rules ¥ X433 5 #Hic>
WTRTEL, 22T, EBEEr0LI 2FRAABERLETLPI
Rules & P2 Rules KEEF XN T 2002 MPHLTRB I LT 5,

9, @ICREND L 57 a-an TFHBACBL T Kassie (1985) i3(5)D
LIORFIEHTTRIBEL TS,

(4) a—an/___ #H V

(5) a. I saw an — umm — gctopus. (*a)
b. I saw a — umm — very large octopus. (*an)
¢. I saw an — good lord, what was that ? — octopus yester-
day. (*a)

d. an...Eskimo pie. (*a)’

GBI TRTOPIE THd 5] 2 [HRiE) kv o 2 FHEMEEL
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2ODAMELABLTA bbb s T, a-an TEHAMBRAENT
WEIEERLTWS, 2-10%HH» S Kassie (1985) it = DA% Pl
RulesiZli33bDL LT3,

—7, Kassie 1%, (/7 3 BR 8T O FILHAR (Final Dental Palataliza-
tion) (LAF FDP] (X P2 Rules i/ 32 L £ X T\ 3,

(6) [ +cor] [ +high]
+ant) — l-ant J/__ [y
a. coul [J] you
b. can’ (€] you
c. a [z] you

ZOHJUH P2 Rules KL TWw 3% 6, FRMNERTH 3 ik LN
BTHOHEMMLT, PlRuless KRBT 28 B RE -7 hd x0T
drHI6ND, ELT, EBZ, (NROD LS s PEMNBBR SN 3,

{7) Not...you! (*No [E]...you))
(BT, fkikiz FDP 0@/ ik 3,

(8) a. I can't understand what, it i [Z] e, you're saying.
b. I didn’t like the apartment, I looked a [€] e, yesterday.

i, QREBHRTHAEMEMA CFDPBBMAI LTV, 2neD
RN, Q20/BMEHLLTVILBbh3EI505FDPiRP2
Rules KEL T3 A 5h 3,

E5iz, (9), 0OHTBFLMA (Flapping) & MES “r" #ASA (linking
-“r") & Kassie (1985) OQ)DHMIcHWS LT, ¥FDL2EWERZ L,
a0, 1D &> sWEMNRON B,
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10 Linking “¢r”
¢—r)/_V

(1) a. hit...again (*hi[D]...again)
b. Who, did you mee[D] e, afterwards?
c. The man, I me[D] e, afterwards was Zombaluma.

12 a. far[fa:]...away (*fa[r]...away)
. What, would you orde(r] e, instead ?
. I can't think of what, I could wea[r] e, otherwise.

0 o

a0, 1D a i2fkik, b, c REHITH L TDLHBZ EWERT HDTH 5,
FDP & ER kb @A I 2 h 208, HEMCHIEShZ WO T
P2 Rules Kifi T3 L& h 3,

(2004 Iz 2T < Kassie (1985) @ Post-Lexical Module iZ 331 2 Ffl
HAOFNZVLALARBE I IO Bbha L LaHs,
Kassie (1985) #3 Pl Rules icBL Tv23 & 3 3 HFHRAIOHIC i Kassie
OFECEb VL DOBH 3, Kassie DFHANH S {BET 5D
¥ P2 Rules K IL TD&ATH 3,

KT, CHKOWTHRNTA I EIRT S,

3. P1 Rules O it&M:

Kassie (1985) i28\WT Pl Rules iBL TWwa 3 h2FHRAD 1>
277 Y A@O liaison RHiFoh s, £LT, HREFOEHIZXQ)-1 IR
AhB3LDTHIRTTH2, ¥2T, ZOHUOBRARRERS L XD
EIRRRICR S, (THIX liaison DBAERT )
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(19 a. les amis (Det+N) “the friend”
b. mon ami (Poss.+N) “my friend”
c. en bon anglais (Prep.+Adj.+N) “in good English”
d. cet ouvrier {Dem.+N) “this worker”
e. il est allé (Aux+V) “he is gone”
(14 a. *Il part 2 six heures. “He leaves at six o’clock”

b. *M. Dupont a deux fils.  “Mr. Dupont has two sons”
¢. *Jean était ainsi occupé. “John was thus occupied”

QR BT, liaison BRI RTHEBIN 2, YT T THEEE LS,
Zhi, EBLOWWERILBRTH S, 2L T, WEMOFFELOHE
BIEERTROL S ZREN D,

(18=03)-c. PP

en bon anglais
(in good English)
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10=049-a. S
e
N

v

AIP N
N :l\ N

0 part & six  heures

{He leaves at six  o'clock)

19, (0 TEREHIBUC & > 1203)-c. L(4-a.DB V1, liaison DHEENR L
L7z 2 2DRME 2 S LiEFE UAREARIEH (major lexical category) =
XBEhTwa3nEIHLTHRASN S, T42bb,0)-c. Tid bon & anglais
MEIU NP IeERENATWBDEH LT, M-c.Titpart iz VP, 2
PPRXEENTWVE L5 Z e THADUELHBEE NS, FIT, liai-
son (X FRRIEM DBV & ) MEMRICEBBEIATHIFHRBITH L L
Wb, Thiv, HEMBTH2EHBTBL CGEREhDZ I LidRy,

(0 a. Nous donnerons une grande somme 2 I'Unesco.
{We will give a big sum to Unesco)
b. *La somme que, nous donnerons e; 3 I'Unesco.
(The sum that we will give to Unesco)

IRl ICRENLREEHI LTS, L LEsts, Booij and De
Jong (1987) DV 5 & T A ICREA M, HRiE%ZB A T liaison 2175 Dz —g
BTt E&h T3, LIzd8> T, liaison % P1 Rules icBE4 T3 =
RSB Z Licir b,

Kix, Kassie (1990) %3 Pl Rules i L Tv>3 & 33 Rhythm Rule &
DWTHRHT A LT 3, ZORARWOBTERILS I3,
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W S —+ S w

(19
1 2 1 2

where 2 is not the strongest element of its phrase

RBOTHHFIT BT, SGHARPH) BALE %, —HO SHBH L TXE
KE->T, FHRBTH2 SWREBEEh 2, B2, 90OIck 3,

as) thirtéen mén thirteen men
WS S — S W s

NS TN

Z @ Rhythm Rule 25{FERic 7 < Pl Rules /BT 2 L1 5 Z i3,
ROBHEEDBVIZ & > THRUNDOBRAOTENMHBETE 22 L0 oBbn
TH5,

0 a. S’

-\
P NP NP /'\
v NP NP
AN
LA
On Tuesday  he gives the Chinése dishes

Yo | Ay
On Tuesday he gves the Chinese dishes

(@0-a. i¥, “He gives the dishes to the Chinese” DFEBKT, Rhythm
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Rule @ Chinese & dishes i3> NP C¥RENh T30 THALZM
IEENTBY, —K, @)-b. ix, “He gives the Chinese dishes to someone”
DF T Chinese & dishes 2[R U NP wXEs W THB O BAMNTHEL 72 2,
D& DI, liaison EF U & 5 i KFFIRMET DBV &\ S STEN S R
ANTEY, UK, HEHCEREHEIEE NIRRT THE S, QICTRT LD
CEBERZCTHEASRS,

2) a. What, are they going to éxport e, néxt? (< expért)
b. The picture, that I'm going to réproduce e, 14ter is that of
Yannis. (< reprodfce)

¢. They asked me which story, you are going to répresent e,
néw. (< represént)

Ric, FHMERISWT, QREhafeE-TRNTIZ LT
3,7

(22) a. X X
| S X Xemm = =nsX
X X X X X X

X XXX X = X XXXX X
Minneapolis Mike ~ Minneapolis Mike
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X
b. " ey

x X X
X XXXX X X X
Minneapolis connections
S WSWW W s\/w
S

VvV \/

WS

\f :
/
WoERIC LN, a, b, vFhizBwT b, TH%E 2P 728512, Rhythm
Rule XEAS N2 ¥ THI ML TIEAI N T2V, Hayes (1984,
Appendix) {2 T h 2 WSBFHEOMBARMORSIC L > THIEL L S5 &

Z D& 51, Rhythm Rule BYBHEIC BB O T2 EFINL LD
Thd%o, TFEMBERCL>THEZEEZITITW30THY, FFCE
HEB2Z THAENS LW LI 505, Kassie (1985) D2)-1 %87z &
3, Pl Rules KT 2L+ 30RBYITIE XL EREDR S,

BRIz, REBROFFCBVTH I BMEN D tofH# (to-contrac-
tion) LDOWTR3 Z LizT %, Kassie (1985) i to §5#9% Post-Lexical
Module & BROZPUCEEH L TWw5 8, Thitadhoc b D Ebhif
RV ZZT, QUCLicd->T, FHMNEERTDH 2k, HKIEINER
THEHBICHT 2 to D RBEVWERTHZ I LiIcT 3,

9, KLU T 2, want DB EKICHKIEDIH 3 & %1TiL, to §iK
LT LIRBERERHEIEENZ I it D,

@) want...to — °*wanna
%‘:, ﬁmll’)wfﬁ.é t’ (24)0);'5,:&60

29 a. Who, do you want [¢p e; [, PRO to kiss e,])
b. Who do you wanna kiss.
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c. Who, do you want [cr e, [ir € to kiss you]]
d.*Who do you wanna kiss you.

Q-c. oMo hn kD, HAEEZEL T oMAILER S hzw, L,
E5LTtoBOBEME R3] ZemT&T, PROR[R3]) ZiT
X0V HMBEND D, & 612, M-a. bIERMY comp OIE 2 &H
LTXHERBMT2LELS5NEDT comp RicE X N7 HE e, d to i3
HEBEILT2ETFHIENRS,

Z OMEIX, comp ADEBFIIEBTE SN, BERShEE] &
[RBRS R WEBIORB 28, [BERE W EEF 020 to fEilY
¥HIETZ W) 2L THRRENE, Tibb, M-a. TH want & to ]
iZek PROBAZEL T, e EFEEINB ML, PRO
RBASLFELLZVOT to MPDBTITR L 52w, Lrl, M- T
X want & to DRIZIETE S NIEB e BTFEET 2D T to FEKILER &
nRVwEeFHEN S, :

ChETRTELETERUHMENRICHT 2 o lBIDX 25V ORKR
0 S HE - T to Kk % P1 Rules > P2 Rules /B3 3 Db 21T 5
%o, HEMED» S P2 Rules i, #EBE» 513, PlRules KRBT 32 L
ey, BRI TER W kD,

4 . Prosodic Hierarchy iz X 2 BE 21k

3T, Kassie (1985) iz & % Post-Lexical Module PRz 33 2 Z8)
RAORGBTBYITHD Z L AT ENLH, T, Selkirk. (1978,
1980, 1984) % Nespor & Vogel (1982, 1983) ek - THREBESE SN
Nespor & Vogel (1986) TZOHEH@AHMBHEINL SN, SHARITARSHKTY
3 HREERR (Prosodic Phonology) [BIFPP] itk > THEBH 2L THA
It EI,

PPZBWTHAHES L 2 bDix, BIZRE 5 Prosodic Hierarchy

(AT PH]ITH %,°
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&) y (U =Utterance)
I/\(l) ( I =Intonational Phrase)
P/\(P) . ( P =Phonological Phrase)
d/wb (C =Clitic Group)
W/\(W) (W =Phonological Word)

eRahs PH BBEBHEC L > TEOHELRETIOND LD
THEHH, HTFLLEER—BT5LD TRV, PH OF#RIEE (U, I,
P, #F) OEERETNThOMAMRRA (Formation rule) 12 & > TRIE
Eh30THH, EBBLIEETOEBRBRED, 7 A5 -DHAK
o TEDRBVIERAS ATV,

TH, ¥ 3857 PlRules iZAL Tv» 3 L & 1/ liaison 2B L T,
(8T, mEh7HKE% PH Tk > TRT ERDBRICK 5,

=15 P
VAN
C C
Z\ |
W W w

l
en bon gnglais (in good English)

[ —t

P P
| VN
¢ o C
NN
PYTT
I} part 4 six heures (He leaves at six o'clock)
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PH i & % liaison @A OFHEORBAIL, WTRFRICPIcXBEhTHD
BRANTETHZ 8, DTCRIMNOPRIRBENTWIDOTHEAINARWLE
INd, Thbb, laisonDHAABEHBZPHOBR»eThHifE, P
(Phonological Phrase)Th % L EBT 5 & NTE S,

RiZ, Rhythm Rule it oW TR &L 512, PH i & 3R :1TS & (20
-a.), (20-b.) OBWEERERO LS IKFREND,

= (20-a.) U
/\
i |
ll, F/\P
L " é
|
W/\W W/\W W/\W Vlv

| .
On Tuesday he gives the Chinése dishes

@)= (20-b.)
U |
/\‘\
I
L /\
I /\
VA S
/\\ W v W v

8, 945, liaison & [A4Riz Rhythm Rule iz oW T b # OB FAMEAY
PLERTZZLHBTES, '

Ki, to IOV TRET 2 Z LT 288, ZOHAIZPLEBS 5
5EVETHLDTHY, HIORITROFRC L > GEABNEESR2
bDTHo7, BETRERIEHZOMLERANOBALXEILETZO0n
22T, Dogil (1984) R ZHEHFHESEMINC BT LS T DT
HrEL, ENHTH 5 HBOREROB LS D2 PH b Kkt
ENBLLTODE S5 R ERIET 282 REL TV 2,




(0 Only those empty categories which can contain lexical mater-
ial play a role in prosodic structure.

iz & D9-a. TRITS % Ei4 % v PRO & e, 13 non-lexical material

20T PH IEBRE 1T, M-c. DTS5 %27 5 e it lexical material
LLTPHREBEhZZ EickD, WH» 613000 X 5% PH B8Efidh

%o

o a @ea)

I VAN
WWww W w W

Y

\\ﬂm(!oyouwam[e.] to kiss you

Bimobh s &k HiZ, a. Tl want & to BEIU 1 KB TV 53,
b. Tit, FhFh-7 1 CXKRRENA TV 3, to FEHNOBATEAN I TH
AZLERTDHE, BYHFOMBIC > TCHBOERBERENSDOTHS L
LT, a. bOiBEPH T FLHATHILNTE S,

BEw a-an ¥BRAIC DLW T PHEHD TR B L, McREnDd LD
W, ORI % C (Clitic Group) £+ 5 Z L85 TE 3,
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® a. NP ll’
N C

Det l!J - W/\W

aln apple aIn alee
b NP P

(\, -~ %

Det AA\' v W v

; ]all'ge ap|ple !i l:ul-ge apple

PlE, BIEE LTHRY L7 8z Kassie (1985) oQ2)Tid@ivlic K5
(LB TELWH, PHOFEZBIEZIZONCET & S &ML { BT
ETH 3,

() (Phonological Word)
(Phonological Phrase) liaison, Rhythm Rule
(Clitic Group) a-an alternation rule

(Intonational Phrase) to-contraction
(Utterance) linking “r”, flapping, final-devoicing

Kassie (1985) p3kRAL 1o Diz, HEAMMICEBICHENRE VO RE
DEREEZDIOTH S, —H, PPk i, ¥HEgHH % Mapping
Rules #E THRMBICE R 2 ik > TPH L H— L BA TR
MELTw3, (WEEE,)

30 Kassie (1985) Nespor & Vogal (1986)
| Syntax Synax
H Maggirg Rules
Phonology !
Phonclogical Rules Phorciogy
Phonologieal Rides
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Nespor & Vogel (1986) ik liaison & Rhythm Rule #Picfi3 3% & L,
%72, Nespor & Vogel (1986) Tit#bh Tvalevrd, Kassie (1985)
Tt ad hoc Z&BMic, BB Eh Ty tofi% I, P1Rules ic/B¥+ 3
Dr3hTHa-anRFRUWECBMT 3 L H AN, > % {BRMLT
BIEMNTES,

5.8 &

PLE, &R TR, Kassie (1985) D{2)iz & % Post-Lexical Module iZ#
3 HHRRIOR R TH > T, Nespor & Vogel (1986) ® PH &
FRPhOPS[ICHFRRAIGMBT 2 LH 25 ANRYUTHE LI L%
RT &7, Zhit Kassie (1985) BEALiz &ML -FEE, HKEMNEL
THMBROMELHAL B0 o FHRAMERIFZ > T2 TH
%, —%, PP ORE{LIz, PH & v 5 FHRBNBRE» DA B-Tw
5, LL, PPAMBHLELHRBEL T2 b3Tidiz vy, PH O,
HEMELSDBRICLZ2bDTHE05TH S,

HARAIE, HEMENRELBE T 558, HEEME & SRR OBIGF
BHL ET (MHEN]) 2b0TH3, LROPHRLIZEBRBRBEDOI LS
RLTw3, £LT, Zhid SPELIEDOFH 2 TH 5 FHEERAILARRAAI
THY, FHRSMIBREBIITH I, JEVIFRECESI bOTHELEL
60

P 3

1 < Z7Tvs5 Prosodic Phonology iz > F Y 4i&d J.R. Firth ic & - T h
7z Prosodic Phonology (FH#IFBIED) L R3RALBLDTH 3,

2 Kassie (1985) I, fast speech rules & v2 5 REEHTIH DOERD rapid speed D& I
Lo TERTISNDI L IEMEBIPTEARRTWE, 2L T, iz L 3,
ease of articulation ICL > CEHANDBLDTHBLL T3,

3 Kassie & Zwicky (1987) T, Ai# % P1 Component, #:% % P2 Component &
WORBATERNL TS,

4 FHHSMOBAXRESMOAFCHABBOZ IS L > TEFLR I 2852
.50
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5 ..M [Kik) £33,
6 Durand (1990) i3, KL X > TEHARMAIEShZWELTWS, £, Booij&
De Jong (1987) LEEHANI 5 %OFIET, BRANTVAHENHELEL TS,
7 7V v FEESHAI (Grid Construction) 122w T, Hayes (1984 : 35) ##RBo
Zke

8 [Kassie (1985) Tid, to £8#9% Post-Lexical Module @#fiz, simple cliticization
EWIHPIEREL, Auxiliary Reduction 2L L bt I EBALTWS,

9 MRCHEMEDOL Y, FIRWETH2 S (syllable), F (foot)izZ Z TIX, #HEET
b,

10 Vogel (1990) T, CliticGroup DWW TNF A — it X 2RBVLBLBETHB L&
htwna,
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FRADER L) XLABOER

g 8 B =

SYNOPSIS

The relationship between the tonal structure and the rhythmic struc-
ture in English is discussed in this paper. According to Abercrombie,
FOOT composes the basic unit of the rhythmic structure. One foot
consists of an obligatory HEAD and optional COMPLEMENT(S). In
the tonal structure, too, the concept head plays an important role. To
explain the place where pauses occur, the presence of hierarchy in the
tonal and the rhythmic structures should be recognized. Head-
Complement notation well captures the fact that in the rhythmic
structure, length plays a very important role rather than strength. In
this respect, Head-Complement notation is superior to s-w notation of
Metrical Phonology.

1. F

EE, BACKHTIMENRACRZY, FRBOSDTLEATHS
(Intonational phonology) DWIRASTFTH { DREMNLZENTwE, HH
RO L & RFRBFHR[LS T THMICKHATEZLOTIR 2L, o
BERVMBICKRAE>TWEILSTHILEDNS, 20HT, FifiiaH
RO REFPF IR0,

BECRY XLAMNEELTWS LIERSN S, EBREOBTLHBM
VDXL LDZLIREILHIONTWD, Tibb, EBOH5FMMBIZIT
SLOMBTRARZ LW I ETH2, TDOYVXALALLAFPTERLY
21y FOERDOTENA > bA—y a v OfKICB O THRERGH %
Bid.

ARTR, SRGOHRMAL Y XLADHREODVWTIHET S, Thbb,
T (tone) &V XAHMANIEDLYD, BFLY XLAB8ETLTHOMKK
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BERLEDLICEET IO 2L THRT S,
2. FROYr

BEROBMCBAL TR, S{ORKMNESNTBD, ZONEH LIS
BRIV TH3, BPoviddbh, BREUHRCIRLE>EL
TWaILblbe Y, L EEOREEBBHIDIES D b,

Lieberman (1976) XX 88 (breath group) %8ifirk L, 438 .
VEYE (FEF) ML oBELTWS, £77, Lo LXHEM, S0
AN, B HBMEORS S OJAIRE I Armstrong & Ward (1931)
e ¥ DIEBREE (sense group) IKBH SN B, S FTEKE: & FHEOMMLE
—BT2LWIRATH S, D, FFHE (tone group) (Halliday

(1967)), #FB4) (phonological phrase)! (Chomsky & Halle (1968))
RERATH D, LLORBUREOHERI, TOWBNRLTLL L
IR770—FDBVERBRLTWEbDTHS, EMTIR, EDHAT
EHFOEARHA #FFT4 (intonational phrase) LFEXZ Li2T 3,

Ladd (1986) i3, Th E COFRAYOAWDTMEEMRL, FLVEBER
ELTWw3, #iF, ZehbEeHAL, The bt TR THEHYg

(major phrase) & FF8f (tonegroup) WHHT 5, Bz, (1%, *
hEh20 &> s eF->TwaET 3,

(1# a. |l My brother |lives in Denver. |

b. | My brother, |l who is a geologist, | lives in Denver. |
([ ESTHARIEA R 5 2 VIR, | 30kiE %159 %)

(2) a. MP
TCw TCs

My brother lives in Denver
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b. MP

/\

/TC'\* TCs
TGw MPs

My brother whois a geologist lives in Denver

ZD& 51T Ladd i, HWAOKEMEEEY 5, BOBROTH IR

(1988) L X > CTHEEEI N TV, ZOBEXRNEFRIBMETH S, X
BTR, REEFRGICOWTORR%E1T S 2%, Ladd DFE 2R EKMIC 2T
HJILDOTH S,

3. VX4

HEOVXLACHL TE, FBORVTE AR~ & 5 i BRFMBEY
(isochronism) B 6N 2, 2I T, VXL E¥H 2 2BIcHBLBY %
RS THHH (foot) I2DWTH R TH B, Abercrombie (1964) it
e AP THEOROEBOFHET) tHMEL, VXLDHMAIEFL
5. %7, Halliday (1967) i%, Abercrombie i2f-> THIZHZ T3,
BiliZ 2 >DER, HEFW (ictus) EH/HFL (remiss) 1oL D, HOWNE

2y I (Ria) &, BRI EBTES,
Z @ Abercrombie % Halliday DBO# 2 ¥, YV XA 2 BHRNT
2L, VALDERMETH 23 1 DOFHE (head) & DIEEDFHER
(complement) &% 3:FHI6h 3,

(3 F
A\
H(C) F ¥ H:#E, C:#Hi
FMREBOLITFME—HT 3. HBR LR 1 EULERBEOH
BEMi»o2 3, £/, Abercrombie (1971) KFREh 5 HEHFHP (silent
stress) (ZERER DAL 5122 (empty) TH 3 L H 2 & h, ZFEEE (empty head)
LBRZEICT S,

Liberman & Prince (1977) icfi#& & h 2 It ¥EF#AE (Metrical phono-
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logy) ORAA TR, HMICE 2L, WMEM () LFHFH (W) MXER
HhartFRsh3,

(4) pamela
s

S W W

pa me la

Z ORRE#IZ, Y XAHA| (Rhythm Rule) *&&+2, BHLTS 2
i,ss EWIHEGEEBMIB D, —HFDsEWEANBIZILVLIHLOT
H2., VXLHAD X LSNP %ERDBNTT,

{(5) thir teen men - thir  teen men
w S 3 S

/X

ERORITICO)D & 5 I ERLS h 2 LB B SR 5,

6)V X L3581 w S o s w

N

1 2 1 2

FHE 1. 23DTETH-Cl3% 6w,
2. HIBBOLOENTIE L V.

$7:, BB (metrical tree) #{BbH 3THIUREF (metrical grid) %8>
WREFZ 7V FOBMEER 3,5 L LAMTIE, Y X AHB0EHELBM
OBRLIBR 2, T4bb, thirteen men DBE, RO LSk 3,
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(7)  thirteen + men — thirteen men — thirteen men

11 | 1 I
HH H 1H H HC

[ | V
F

! |1
FF F FF F

—-—
=

|
F

S R kb 20 WIERRIZ W OBI0 3 DLA LG K BF, T OB R B HEH
H5, 27, FMOMPEM 2 HTH-> TH, BBHEBTMEOHTLD 505,
FOESE B 2HEAND 5, WHOGRBITMELEHN L IEBUHAOH
Bz ->T, AU EHMMBT I2EMLA—DBMT2b0THS, =
nEERET2E, VXLHWROD L STk 3,

(8)Y) X AR
HHH-HCH ##CHH—~ HCH®
YA VIV
FFF F F F FF F F

DY XLAOBRIZ Kruisinga (1925) THW L 2o DFMNBEBI LT
3, flz i, Berlin ix’Berlin Ti2% <, 'Berlin %D, & &1, ‘Berlin
‘wool £% % (1925 :122), ‘Ber'lin® a ‘good ‘man ® X 5 2iHSR %
Kruisinga 12 [5%534%5 (even stress) & FEUF, “peculiar to present English”
(1925:121) & LT, YFRFOQBREOBHMERR TV 5, FWMOFH TR, &
OFEERBAMTH 2 Ber-&-lin CHOHTBEI N E LA B, 26,
wool &\ 3 FASS 28R 3 5 e 5 & -lin TR OMA HFHER &
batHhs,

BB TIRAZ LD LB LARE L WIRE (length) TIRA 6 B~

(9) a |This is the | house that| Jack| built |
VAN
H C H C H H
b. |fo-ur|laxige|blt|ack|cllogs|

H H H H

(9a) T}, HoREHB HC=HC=H=H Lt L3@fix->TEH, (5b)
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TRIRTOHRBEULRETH S, T4bb, ARRILTLLALRE L
BERGZV, FEEH BB, S L LVHBOFERL D bEVE
HALOohb, MWPTY X LRI LT3 HMTHATIRIORHEL S
FLHMTHIENTE R, HOBK LD LS L T 25O ERD
HOBEDRCHELTEBATWE LS Bbs,

%7z, Abercrombie (1964) X2 FMir oL sMEHiIcL D, DMK
ER, A%, RED3I 247283, 2EHOMTIRYR, 1 20F
ML TH S 1 OHBFHTH %, TDedH, FMOBE, Buazhid
EMOBOBTORYE (BE) »EE, HoRMRCEEE LT, BRE
DIAZ7REFOMBEEREBATLIIENZVLOTHICHZ2HEL
T, AFLEROBVLRMBICTS &, AFOHREARCRBTD 2L
ZHBEENL, GROFIESCERTERD, LE5LTHS,

®iZ, IOV XLADRICHFROSTEME, VY X4 L FROHEMBR
‘:mnt"ﬁt:@nﬁo

4. {Kik (pause)’

OZHDPEMEL o RFIRELZ DML TH, KIEOENAIR

BPRABOODESILBbN D, KORFEITE VT, ZOHEDE
P, WRAOKEVEEDBRLFOBRICLVBRALY, Bhiabo1tDE
WHITENHENLTHD, THH, KILTFARLRET HE—DHFE
iz 0@, HBLFHMDTHEZ LIEHLTH S, Cruttenden
(1986) ZKIEDSHN 2B E L TRD I DEEIT T3,

(i Ymajor constituent DR (Eiza)OM & E8E L RIBOM)

(ii ) FBIAIABDOEE B DR

(iii) FFBE (intonation-group) DRVIDTE D
ZOA, ZITHERZLOB(I)DETHD, (ii) & (i) iz —ARENC B
DEPITH D Lid~bh T3,

S (1978) BEMCTORMCPEOH 257 % [FHEOMBHR) &
B, TOSSMICR 2MMba I LM T 3, ThdTibs, BEMN
BRLMEENEACHS, Bz ihid, @il e{snl
CBLHsRBHERL, MBuTbfErZ THHEEDLIOEVLLD, Lw
53X R3, thid, HRAODTHLHEMNTINH I I LETET 5,
KIEBBNDD1X, X TEBNRERATDHY, LETHIITHEOSRC Y
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Ahatnwdlkichrsd, Lrl, AEORECTE, L@ EdC,
RIS LALLM EORORERLLIDEDLI LS CBb 3,
FTOHEEIE, REOHEELZ EBEEINE.® T, FBRAEKLL S ER
TARCREBSMLETH S,

HRIEL A i BERGOBRETT LD & L THIH® Cruttenden (1986) i3
ROLDOEFES TS,

(i)%# (anacrusis) OFFE

(il ) FARORKROTHORFL

(iti) 7 7 € >~ b ®7e\v> (unaccented) FMDE v F
DRz, VALOMEE Yy FOMBORABEEATHE, b
BRIDEBEOBBTHREAZTNITE S,

5. TRV XA

BROLZ5, REXTERTCHL TR —RLLRERTVE S
Bbha, ETIR, FREHERS (Prosodic phonology) k>3 #iicis
BHAPSDORELREINTVABNERRBORMLBH S LI THD (cf.
Selkirk (1984), Nesper & Vogel (1986)),'

O'Connor & Arnold (1973) BEBOFTROMEERD & 5 T 5,

() I want to be absolutely sure about it
~—— —_— ———

CIFEEY TR ¥ RE

O'Connor & Arnold RE v FOELL YV XADRE L 5 FROFER 21T
2TWw3, %7, Halliday (1967) RTFH2EROMEF (pretonic) &
B2 EFAF (tonic) 6B LT3, COL I 2RI 3HENHOL
iz, EESIciTbh TE 2,

I ZTHEROLAEEEHC, £ABOY XL AR, BEMEVIH
SEFESTHERYEFATH D, BRODERERD & S EET %,
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wEHe //\\

(€l 0

!
2L Q) H' (=#finucleus))

(enset) |

iiES  H (C)
(prenucleus) | 1
i W
thead)  (tail)

L8 Ladd OB 2MDicH TiROTH L I, £3 (la) DY XLDENEETT
&,

(1 e My brother lives in Denver
1 1 11
HC HC H (I: HC
VVV YV
F F F F
LB, ZHiIXNLT (Ib) BRD LSk 3,

1) e My brother ¢ who is a geo%t e lives in Denver
| I B I | | t (| [ I |
HCHC H HC HH CHC

VvV \F/ \F/ VvV |

F F F F F

CHIEETNThOERMEZMEMEADIERDE DI B,

(19a. H" (=IP H* (=IP)
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b. H” (=IP) H’ (=IP) H” (=IP)
A N\ A

C W H H’
, A A A
HC HC HC
U | (]
. My y

FFOOTRN, TLOLLERTOBEIHOBELE —KT 3, (Kikst@vh
351, FROLY XABOBALECLH (oAt y, B
R) OBERB—HTIBFcM»rnD, Lorl, ZORETR(NDOFD—
AR (KIEZ2 LOBER) EZHR (Kikd D 0fEst) 2XBIT 5 emT
Ehvy, FZTEARIRSH (1978) 0F > [HBEAER] & THIEASIR)
XA+ 308, HOSHAGQORHATHILIRET 5. Y2ME&@zs L
B0 &3k,

(I5a. Ip
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b. 1P’ I 1P’
H" (=IP) H" (=IP) H” (=IP)
) /\
¢ H ¢ w

A AR A
ELRVAN WAYE:

e My brother e who is a geologist e lives in Denver
NVl v AR B
HC HCH C HC HH C HC
V V v vV IV
F F F F F F F

IPOSIR L HOBRB—BT 2FC VOO 5 [HBHBHER ] BEN, [HE
RISER) X IP Lt OBRS—BT 5B hs EFHF2on 2,

-k, VXABRUTOMOASOEEICL Y, TAOFBOBMRL S
n3,

(16) IP IP l
At
"l:l l API!

thirteeln + mtlen - tin'rteen men
|

P
HH H HCH

R \VA
F

FF F

IhBY XLANERCRRTHEORATH 3,

R, BUSRMRICEE T 2HoMEcEh Ts (. (la) DXMNR
EE N BMRCIE, Gussenhoven (1983) A3 ¥ 2 FF:llk (tone linking)
BEIZeHLONE, TARINDELS ICFREh3,
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(17 a TONE LINKING (Gussenhoven(1983))
* *
TMNT T
e
+
0

My brother lives in Denver My brother lives in Denver

b L, brother & lives DRIICHREDORIELE i3 Z b i, Tl
BB D, KIEBSEZ 5 2WLHOMGIRWDO LS THE», HHN
BOVD LS TH-Thb L\,

(19 ¢ My brother livesin Denver
Yy A
HC
V \/; V
F F F

UL, RIESEZ 2RIETH, WO XS 2z 3,

(1% ¢ Mybrother e lives in Denver
[ N T T I | (I
HC H\}: H H \/C
\F/ F F F
213,

e My brother e lives in Denver
2 T A T O N A I |
HC HC HH C HC

V VIV

F F F F

THEyHNE, RFOARKEIIBALS I LHL I LNTE %o
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6 . &

AT, ERLIHASEFRALT, VLB LEHOOSR L 0E
BEMFEEHRE L, Ladd (1986) Kk L B 6 FRAEEB Lz DIcx
L, ALV IESrO ) XAt EROMGEEH X, BHAMBOETRICL -
THRIEZHFRARRT I ENTEZ I L EFHAL, )V X ADREERIC
BPOXFHL WIERT0OBAZ I LRTHYTHY, TNORE LD
BIREHBL 2Tk kv, 22T, ML HULFRLHRS
HRENZbDLHE, RELOBRERZIPT LA £/, VXLH
Al sfime willAe I EROHREFIROF L LT, FAROEH
AT &5, TR PREEME £ R 5 Ladd ORAAYL0H 2 % B8
Lidss, EE IS ERML T, Ladd & RR - - FRYOMES
WEREL, TDI XD, HOEAS L FRAOHEFOMOHERR
DIBERBEH ko7,

zB, ARTR, KBEMECERMSEC ALY, Siliik»o07 7o
—Fi@Dl, L, FERPHEBIHESTFRADY XA DL 2HE
ERIBTHECODVTRESRHARTRETHY, XDTRTIILLET S,

x

1 Chomsky & Halle (1968) Ti3, WRBHANIC L D FHGXREENZ, | 2OH
AN 1 EOH 1 A% LrEFEL v, JONHNBRHT, SHDE: TN
FTabbBEHGBL I L O—RL LI EBTEINATVS,

2 WX LXEHENFENWMTHIBELET S,

3 FRER (1988) i, HERULLOERBEOFRY, MEREFHRLELEMED bOEHIK
#947 (minor phrase; MinP) RIS, XT3, /. REOBFMIOPT, Kib%
£ bDEXKHHE (large intonational phrase; LIP), fEbZzv b %/hFH4

(small intonational phrase) £ > EP% ¥ 5, &z, (2a), (2b) BELETHRRD
XOuMETHL LERT 2,
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/UP\

SiPs SIPy

AN

My brother lives in Denver

(2a)°

(2b)’
LIP”

LIP w LIP’s

My brother who is a geologist lives in Denver

4 HEERSAEHNCLY, TTRBORBEIAEINTVLILERET 3,
5 f2, ROLI L THSBOBMNBIAS NS (Selkirk (1984)).

x x

X X x X

X X x X x x
X X X x X X X X X X

achromatic lens =  achromatic lens

6 IO — OFEERBEEERC ZIEBV 72w, # adult school [Kenyon &
Knott (1953)]

7 KRERHIRLCRARTHY, SESSIBELVWRBLETHI0, KBTI, &
HATHEXRBRINTELFLHAEMO ARSI T 5,
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Eroticism, Storytelling, and the Making of “uh big woman”
in Zora Neale Hurston's Their Eyes Were Watching God

Tadao Kunishiro

SYNOPSIS

Their Eyes Were Watching God portrays a black woman’s struggle
for a fulfilling womanhood in a sexist and racist society. Early in the
novel, the heroine Janie is awakened to her zest for life by a symbolic
encounter with a blossoming pear tree, but to effloresce her youthful
vision, she has to fight with her grandmother and two husbands, who
force her into an en slaved image of black womanhood. It is through
the love relationship with her third man, Tea Cake, that she gains
richer perceptions of black womanhood and discovers her potential; he
helps Janie develop her artistic identity as a storyteller, immersing her
in black folk traditions. Her verbal power finally enables her to marry
the people in the entire black community, which gives her a greater
sense of empowerment.

With the world’s rediscovery of Zora Neale Hurston,' her powerful
novel Their Eyes Were Watching God (1937) has stood as a cult book of
black women’s liberation in America. Many readers have been at-
tracted to the positive vibrations of the novel, which are rare in somuch
Afro-American literature. This is the story of a black woman's search
for a fulfilling womanhood in a sexist and racist society; Janie Craw-
ford, the heroine of the novel, experiences a turbulent journey to
self-empowerment, defying a warped definition of black womanhood
thrusted upon her by her grandmother and her first two husbands.
Since Janie is awakened to her sensuality early in the story and she
finally finds fulfillment in the love relationship with her third man, the
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novel for some time was generally considered a sheer love story. But
recent critics regard the novel as more than a romance; Mary Helen
Washington, for example, says that on a much deeper and more impor-
tant level, the novel’s theme is Janie’s search fpr identity.? In fact, Janie
discovers her identity when she achieves her own voice through immer-
sion in black folk traditions. And Molly Hite, who praises Janie’s
achievement of a powerful voice in the text, has this to say:"“...the
theme of finding a voice does not supplement the heterosexual romance
plot of Their Eyes Were Watching God but supplants that plot, just as
the story of Janie's felling her story frames and in framing displaces the
ostensible main story of Janie’s quest for heterosexual love.”® It is
important, though, to note that Janie’s discovery of the artistic identity
is closely tied up with her journey in search of happiness with a man.
As Barbara Christian thinks, this novel is “one of the finest explorations
of the relationship between woman's eroticism and self-fulfillment.”
While Janie holds on to her romantic vision, her wish for self-fulfiliment
is awakened, and then she develops her potential through marriage with
her third husband. This is “a novel of carpe diem,”® and Janie’s zest for
life is expressed in terms of her zest for sensuality as well as self-
fulfillment.

In the novel, Janie tells her story of growing into womanhood to her
best friend Pheoby as they sit on the back porch steps. In the opening
pages, the symbolic use of a pear tree is outstanding. She spends most
of the day under a blossoming pear tree in the backyard where “the rose
of the world was breathing out smell.”® The tree has a strong effect on
the psychology of sixteen-year-old Janie; as she watches the pear tree
blossom being pollinated by bees, she is awakened to her sensuality :

She was stretched on her back beneath the pear tree soaking in the
alto chant of the visiting bees, the gold of the sun and the panting
breath of the breeze when the inaudible voice of it all came to her.
She saw a dust-bearing bee sink into the sanctum of a bloom; the
thousand sister-calyxes arch to meet the love embrace and the
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ecstatic shiver of the tree from root to tiniest branch creaming in
every blossom and frothing with delight. So this was a marriage !
29

The description of the blossoming tree in terms overtly sexual suggests
Janie's sexual awareness and readiness. As John F. Callahan remarks,
“the two women, narrator and storyteller, share voices and perspectives
throughout the novel,”” and hence, in this pastoral scene, we see Janie
is tremendously excited to see the act of pollination. [dentified with the
tree in blossom, she vicariously experiences the tree’s orgasm. Like the
tree, Janie has “glossy leaves and bursting buds” (25); she now has a
burgeoning womanhood. And Janie dreams of a “marriage” with
chanting bees: “Oh to be a pear tree — any tree in blossom! With
kissing bees singing of the beginning of the world!” (25). Janie wants
“the right dust-bearing bee to pollinate her buds™; she embraces a
yearning for sensual happiness. In short the tree has sparked her
romantic vision and, in that sense, it has sparked her enthusiasm for
life.

It is Janie's sexual awakening and readiness that makes Nanny, her
grandmother, so fearful of her future. Nanny appears when Janie
allows Johnny Taylor to kiss her, being allured by “pollinated air” (25).
Compared with a blossoming Janie, she is a foundering tree: “Nanny's
head and face looked like the standing roots of some old tree that had
been torn away by sorm” (26). As this description indicates, Nanny's
life is permeated with the misery and pain of having been a slave
woman. And Nanny offers Janie a graphic explanation of black
women's entrapment in the present world:

“Honey, de white man is de ruler of everything as fur as Ah been
able tuh find out.... So de white man throw down de load and tell
de nigger man tuh pick it up. He pick it up because he have to, but
he don't tote it. He hand it to his womenfolks. De nigger woman
is de mule uh de world so fur as Ah can see.” (29)
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Nanny is saying that black women have been forced to occupy the
lowest stratum of a white-male society. Besides, she makes Janie hear
the miserable racial history of their family. Nanny had borne an
illegitimate daughter as a result of the affairs with a white master.
What is worse, the daughter was raped by a black schoolteacher when
young. Janie, a mulatto, was born of this violation. So, when Nanny
sees Johnny Taylor, a “‘trashy nigger’” (27) in her words, lacerating
Janie with a kiss, she sees “a pregnancy without marriage,” which
reminds her of the wretched familial history of bastardy. Nanny wants
Janie to be different from herself and her daughter. To put it clearly,
she wants Janie to have “‘protection’” (30) from the danger of racial
and sexual exploitation, that is to say, to marry a respectable man with
property.

Nanny is realist enough to be aware of black women’s position in a
white and male dominated society; she does not expect Janie to tran-
scend the status of “de mule uh de world” but wants to see Janie “‘safe
in life’” (30). She does not see the expansive possibility in Janie's life
simply because she is a black woman. Thus, while Janie identifies
herself with the pear tree, which is her symbol of glamor and excite-
ment of life, Nanny reminds Janie that she will be a victim of racial and
sexual exploitation unless she has “protection.” And the respectable
man whom Nanny is trying to marry Janie off to is Logan Killicks, a
well-to-do farmer, who looks like “‘some ole skullhead in de grave
yard'” (28) to Janie. Yet although Janie feels Killicks is no “singing
bees,” she is foolishly instigated by her grandmother to marry him.

Nanny has imposed her distorted notion of black womanhood upon
Janie. We should note here that Nanny's realistic vision is associated
with her aspiration toward whites, for whom she has worked. For
example, when she says to Janie, “‘You got yo' lawful husband same as
Mis’ Washburn or anybedy else I'” (40), we find that “to Nanny, being
married is being like white folks.”'® And it seems that Nanny has
married Janie off to Killicks because he is like rich white folks; his
fortune includes a house, “ ‘sixty acres uh land,”” and “ ‘de onliest organ
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in town, amongst colored folks'” (41), all of which are symbols of white
wealth. In addition, we see that Janie reveals Nanny having adopted
white values later in the text:

“She [Nanny] was borned in slavery time when folks, dat is black
folks, didn’t sit down anytime dey felt lak it. So sittin’ on porches
lak de white madam looked lak uh mighty fine thing tuh her. Dat’s
whut she wanted for me.... Git up on uh high chair and sit dere.”
(172)

Nanny wants Janie to “‘marry off decent’” (28) and to be like “de white
madam” because she wants Janie to be different from the rest of black
women. Thus Nanny has thrusted her aspiration toward wealthy white
people upon Janie. Of course, Nanny is not interested in her racial
identity and the idea of black beauty is foreign to her.

It is additionally significant to note that Janie is so immature that she
is not able to reject Nanny's text. Although Janie senses that “the
vision of Logan Killicks was desecrating the pear tree” (28), she is made
to believe that “yes, she would love Logan after they were married” (39)
by Nanny and other old folks. At this stage of her life, despite her
sensual longings, she does not know what kind of man she must love.
Also she does not know what kind of woman she wants to be like.

As his name suggests, Killicks almost kills Janie’s romantic aspira-
tions. First of all, he is physically repulsive to her:*“‘... Ah hates de
way his head is so long one way and so flat on de sides and dat pone uh
fat back uh his neck’” (42). More than this, Janie soon finds that
Killicks is not sensitive enough to share her youthful vision associated
with the pear tree and bees; Janie's image of herself as a tree in
blossom dims in the marriage. To Logan, plowing on the farm or
making money is everything, while love is the most important thing to
Janie. Janie waits for “a bloom time, and a green time and an orange
time” (43), just in vain in his lonely house. She becomes aware that
Killicks has desecrated her pear tree.
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Killicks is a hard-working man and his fortune—a house, sixty acres
of land, and the only organ in town among black folks—is probably the
result of his long years of labor. As I noted above, these things can be
viewed as the symbol of white wealth and hence, it becomes clear that
Logan and Nanny share the aspiration toward whites. Killicks is in
fact one of the “serious exponents of the Protestant work ethic,”" in
Gloria Joyce Johnson’s words, and in that sense , he has internalized the
Euro-American values. As she observes, Killicks has forgotten how to
play, laugh, and love,'? because he is pressured to imitate white success.

Realizing that Janie does not love him at all, Killicks tries to make
Janie work like a mule, and it is at this point that she comes across a
middle-aged man named Joe Starks, who is “a cityfied, stylish dressed
man"” (47) with youthful vigor. We should note that Janie gets inter-
ested in Starks because he acts like “Mr. Washburn or somebody like
that” (47), i.e., a wealthy white man. This suggests that Janie, who had
been “‘horn and raised in de white folks back-yard'” (51), has partly
internalized Nanny’s white-oriented text.!® So, right after she meets
with Starks, Janie is attracted by his white-oriented romantic vision; as
Gallahan puts it, “Hurston, in her continuing collaboration with Janie,
makes his voice briefly hers.”'*: “Joe Starks was the name, yeah Joe
Starks from in and through Georgy. Been workin' for white folks all
his life. ... But when he heard all about 'em makin’ a town outa colored
folks, he knowed dat was de place he wanted to be. He had always
wanted to be a big voice, but de white folks had all de say so where he
come from and everywhere else, exceptin' dis place dat colored folks
was buildin’ theirselves” (47-48). The text indicates that Joe is going to
satisfy his lust for white success, or the attainment of wealth and power
in an all-black town, and that instantly Janie has almost assimilated his
vision.

Starks, who has been working for whites all his life, has internalized
white values, and being fascinated with her good looks, he projects upon
Janie his image of an ideal woman, or the image of a respectable white
woman :
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“A pretty doll-baby lak you is made to sit on de front porch and
rock and fan yo'self and eat ptaters dat other folks plant just
special for you.” (49)

As many readers have found, Nanny, Killicks, and Starks share their
aspiration to be like whites, and when we read the excerpt quoted
above, we see that a plan for her life presented by Joe *“sounds very
much like Nanny's.”'* Indeed both Nanny and Starks try to separate
Janie off from her roots. Yet it is also significant that at this point,
Janie vaguely gets interested in that plan for her life associated with a
white lady; to that extent, at least, Janie at this point is still immature.
Accordingly, it is not surprising that being charmed with Starks's
romantic vision, or his white-oriented text, Janie chooses to leave
Killicks and elopes with him in search of “flower dust,” “springtime
sprinkled over everything,” and “a bee for her bloom” (54).

In Eatonville, Starks has immediately established himself as “the
Mayor—postmaster—landlord—storekeeper” (75); he has become “a
big voice” in town. As he prospers, the townsfolk admire his achieve-
ment, but at the same time they are afraid of him. In fact Starks
“'loves obedience out of everybody under de sound of his voice'” (78).
One of the townsfolk says: “ ‘Speakin’ of winds, he's de wind and we'se
de grass. We bend which ever way he blows'™ (78). Starks’s love of
obedience, we should observe, stems from his desire to emulate a white
master. He has “a bowdown command in his face” (75) and he builds
a large white house which is “‘a travesty of a plantation mansion”'s;
“the rest of the town looked like servant’s quarters surrounding the ‘big
house™ (75). In the text the relationship between Starks and the town
is expressed in terms of a master-slave relationship indeed. Starks, an
emergent black bourgeois, hopes to imitate white success, and his
cultural model heavily relies on the white value system, in which money
and status play major roles. He is well embarked on developing the
town into “‘de metropolis uh de state'” (69), and Starks is not aware
that he is going to create a modern waste land, as his name anticipates.
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Starks is so busy making himself “a big voice” in town that, to Janie's
disillusion, he does not wish to develop their relationship into a deeper
and more joyous one. He is not interested in amusing Janie or finding
what she is interested in. The problem is, as James O. Young points out,
that “her value to him is primarily that of a possession to be shown
off.”*? So it is not surprising that when Starks opens the store and the
town gathers there to make a welcome, he tells her to dress up so that
nobody else’s wife might rank with her. What is worse, when one of
them requests “‘uh few words uh encouragement from Mrs. Mayor
Starks’” (69) at the meeting, Joe deprives Janie of the opportunity to
speak : “*... mah wife don’t know nothin’ ‘bout no speach-makin’. Ah
never married her for nothin’ lak dat. She’s uh woman and her place
is in de homne™ (69). Starks means that Janie is merely ancillary to him
and that she is supposed to submit her identity to him. Consequently
Starks disappoints Janie by offering her his prestige, not love:*“‘Ah
told you in de very first beginnin’ dat Ah aimed tuh be uh big voice. You
oughta be glad, 'cause dat makes uh big woman outa you'” (74). Janie
is not at all glad because Starks devalues her personality and has no
idea of developing Janie herself into “uh big voice.”

Since Starks wants Janie to remain “‘uh big woman,'” or his posses-
sion to show off to the town as the symbol of his superiority, he does not
allow her to participate in the storytelling sessions with them on the
store porch, which she wants most. Janie finds the store porch to be a
place of relaxation and creativity for the townsfolk :

When the people sat around on the porch and passed around the
pictures of their thoughts for the others to look at and see, it was
nice. The fact that the thought pictures were always crayon
enlargements of life made it even nicer to listen to. (81)

Janie’s interest in “crayon enlargements of life,” however, is discour-
aged by Starks:“Janie loved the conversation and sometimes she
thought up good stories on the mule, but Joe had forbidden her to
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indulge” (85). Instead, Janie is made to work alone in his store, which
is “a waste of life and time” (86) to her; she feels desiccated there. Joe
is not intersted in fulfilling Janie’s wish; in his mind Janie should be
different from the “‘trashy people’” because she is “‘Mrs. Mayor
Starks’” (85). To keep his authority, Starks keeps his wife aloof and
apart from the townspeople : “She slept with authority and so she was
part of it in the town mind” (74). Janie is not allowed to live a life of
her own; her pear tree vision is desecrated again.

We must racall here that in the idyllic scene of her dramatic encoun-
ter with the blossoming pear tree earlier in the text, Janie is awakened
to her sensual longings, but she does not actually know what kind of
woman she wants to become at that stage of her life. Interestingly, it
is “the thought pictures” (81), “a contest in hyperbole” (99), and “acting-
out courtship” (105) on the store porch which make Janie aware of what
she is interested in and what she wants to do in her life. She gets
interested in the traditional Afro-Amercan oral culture and being one
with the people. And she now has an intense desire to be a full
participant in the boiling porch; her wish for self-fulfillment is awak-
ened. As we have noted, it is Jody who stifles Janie’s expansive
longings. He prohibits her from even hearing “the play-acting” (109)
out. Again he forbids her to attend the mock funeral of a mule. Janie
is not allowed to enjoy her own life; her right to self-efflorescence is
trivialized.

It is not right to think that Starks cannot be associated with the
Afro-American oral tradition. It is true that he wishes his people
*‘would git mo’ business in 'em and not spend so much time on foolish-
ness’” (98). But he does sit and laugh at the mule talk on the store
porch, though he does not “talk the mule himself” (85). In addition, we
find Joe is endowed with verbal ability, which is the kernel of the
Afro-American expressivity. For example, he makes an excellent
speech at the mock funeral of a mule: “Starks led off with a great
eulogy on our departed citizen, our most distinguished citizen and the
grief he left behind him, and the people loved the speech” (95). The text
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intimates that with his verbal dexterity he could prosper as a cultural
leader in Eatonville, but for all that, he appears intimidating to the
townspeople, as we have already seen. His urge to control the town
comes from the pressure imposed upon him to act like a white master,
and equally important, when Starks forbids Janie to be with the “trashy
people,” we sense that he thrusts his image of a white lady upon her.
Thus his suffocation of her personality, or his denial of Janie's access to
the boiling porch, can be related with his wish to define himself and his
wife in terms of the image of wealthy white people. Undoubtedly Starks
has distorted himself through the internalization of the white value
system.

Since Janie is not able to have her way with Starks, he is now the
destructive wind to her beautiful dream. Not surprisingly, Janie psy-
chologically excludes her husband :

She wasn't petal-open anymore with him.... She had no more
blossomy openings dusting pollen over her man, neither any glisten-
ing young fruit where the petals used to be.... She was saving up

feelings for some man she had never seen. She had an inside and
an outside now and suddenly she knew how not to mix them. (111-
113)

Janie rejects Starks’s text inside her, even though she lets him
seemingly dominate her. And she keeps the self-division secret for
more than ten years. It is after she finds Joe's physical deterioration
that she is able to express her rejection of him. When she is exposed
to Starks’s attack on her looks, being aware that it is he whose looks
have declined, Janie, displaying her pent-up anger, bursts into verbal
revenge in public: “‘Humph! Talkin' 'bout me lookin’ old! When you
pull down yo’ britches, you look lak de change uh life’” (123). The text
explains what Janie has done: “Janie had robbed him of his illusion of
irresistible maleness that all men cherish, which was terrible” (123);
Janie has at last “unmanned” Starks. Eventually Starks dies of kidney
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disease and the narrative structure implies that.Janie's voice precipi-
tates his death.

The scene of the showdown between Janie and Starks is important in
that “Janie establishes her independence from his voice. ..."'®* Of equal
significance, Janie robs Starks of his manhood in a verbal contest; one
of the audience says to Janie : “ “Y'all really playin’ de dozens tuhnight’”
(123). As Sally Ann Ferguson writes, “Hurston equips her heroine with
skill in the ‘dozens,” a black folk game of verbal agility in which
participants attempt comically but seriously to out-insult each other”
and “this folkloric device permits Janie to outperform Jody at his best
skill, talking.”'®* We should remind ourselves that Janie has been forbid-
den to actively take part in the oral tradition of her culture. The point
is that Janie’s expressivity is not withered despite Joe’s stranglehold on
it. Yes, Janie is “‘uh born orator’ (92), as one of the townsfolk has once
noted, and it may be that she has assimilated the voices and stories on
the porch, as a listener, so that she is able to outperform Starks in the
dozens. Also, we should recall that Janie begins to deliver the assertive
speech about women responding to the sexist remarks of Jody and
other men (116-117). Although the speech is hindered by Jody, it does
anticipate her identity as a feminist storyteller in Eatonville.

After she has expelled the tyrant, to her joy, Janie finds that her
sexuality has not died:“The young girl was gone, but a handsome
woman had taken her place.... The weight, the length, the glory was
there” (134-135). Significantly, Janie has stored her sensuality as well
as her creativity through the self-division, even though she has been
oppressed by her husband. As she opens up the window and cries,
“Jody is dead. Mah husband is gone from me” (135), Janie sees her
stifled life with her husband is draining from the window. And now she
can embark on the “great journey to the horizens in search of peagple”
(138).

When Janie enjoys the “freedom feeling” (139) in her isolation, a
young man called Vergible “Tea Cake” Woods comes into her life. It
is Tea Cake, a hobo and a gambler with the effervescence of youth, who
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can be “a bee to a blossom—a pear tree blossom in the spring” (161) to
Janie; he fulfills her pent-up thirst for love. Tea Cake is able to
fascinate Janie because he is interested in and capable of entertaining
her. First, Tea Cake teaches Janie to play checkers, which is a
beginning of his invitation to a hedonistic life. Then he takes her
hunting, fishing, and also takes her to a baseball game, a dance, movies,
and teaches her how to drive. As Hazel Mae Ward suggests, “they
seem so minor and yet they let loose all the repressions of her early
marriages to two men whose concept of life was work and owning
things.”?* Tea Cake also lulls Janie to “soft slumber” (156) by playing
blues on the piano and singing. Note the difference from Logan Killicks
who owned “de onliest organ in town, amongst colored folks” just as a
symbol of his material success. As he expands Janie's experience and
amuses her, Tea Cake offers her love, joy, and “speeches with rhymes.”
And Janie learns that she herself is a source of joy through the relation-
ship.

Janie finds Tea Cake extraordinarily sweet. To Janie, his playfulness
is bound up with his earthly ebullience: “He seemed to be crushing
scent out of the world with his footsteps. Crushing aromatic herbs with
every step he took. Spices hung about him. He was a glance from God”
(161). Tea Cake brings sweet aroma to Janie because he is a wind; he
leaps forth “to the sky on a wind” (163). Notice the contrast with Joe
Starks, who was the destrucive wind to her and the town. It should be
mentioned here that while Nanny, Killicks, and Starks are character-
ized by their urge to imitate white success, Tea Cake can be associated
with fecund blackness. Actually, Janie loves Tea Cake's playfulness,
vitality, and creativity, all of which come from Afro-American folk
culture.

As Washington claims, “Janie’s search for identity is an integral part
of her search for Blackness.”?* It is Tea Cake, the black rural culture
personified, who takes Janie away from the white bourgeois life-style
and deeper into the Everglades with its “big beans, big cane, big weeds”
(193), where they can immerse themselves in the black folk traditions.
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In contrast to Starks who classed her off and stifled her personality,
Tea Cake allows Janie to “‘partake wid everything’” (186) in the
Everglades. In other words, Tea Cake invites her to a more expansive
life and helps Janie to develop her potential there. For example, he
improves her marksmanship and she soon becomes “a better shot than
Tea Cake"” (196). Also, Janie begins to pick beans along with Tea Cake,
like the rest of the women, so that they can get together all day, and she
finds it wonderful. Further, Tea Cake allows Janie to take part in the
orality of their culture; Janie joins in the storytelling sessions in his
house :

The men held big arguments here like they used to do on the store
porch. Only here, she could listen and laugh and even talk some
herself if she wanted to. She got so she could tell big stories herself
from listening to the rest. Because she loved to hear it, and the men
loved to hear themselves, they would “woof” and “boogerboo”
around the games to the limit. (200)

She becomes good at telling big stories, so that she later in the novel
gets to weave her story in collaboration with the author Hurston.?? We
do not actually hear Janie’s voice here, but if we remember her strong
interest in the tale-telling sessions on the porch and her distinguished
skill in the dozens in the Starks narrative, it does not take much
imagination for us to picture her growth as a storyteller in this scene.
Another point to be stressed here is that by actively joining in the
tale-telling sessions, Janie becomes one with the common folks. Tea
Cakes's house, “a magnet” (197), is full of people and laughter and she
becomes a full communal participant there. Indeed Janie merges
herself with the black-identified folk culture, and thus she marries
people as well as Tea Cake while she develops herself in the Everglades.
Janie and Tea Cake love each other and they share openness, gaiety,
and laughter with the other people. Janie has had a rendezvous with life
in the relationship with Tea Cake; to be sure, she has internalized the
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pear tree in blossom with kissing bees.

It was commonly held that Tea Cake is an ideal bee-man and the
Janie-Tea Cake relationship is without blemish because it is based not
on domination but equality. Recent critics, however, reveal that Tea
Cake can be viewed as a sexist on several occasions, and even questions
their relationship. Michael Awkward, for example, refers to the scene
in which Tea Cake insists that he must be a provider in their marriage :
*“‘From now on, you gointuh eat whutever mah money can buy yuh and
wear de same. When Ah ain’t got nothin’ you don’t git nothin''” (191).
As Awkward claims, these lines show Tea Cake's “unabashed sexism”
and Janie's meek response to his words, *“ ‘'Dat’s all right wid me'" (191),
can be considered “assent to such attitudes.”?* Indeed “Janie's passive
acceptance of Tea Cake’s sometimes aggressively sexist behavior calls
into question the degree to which she actually desires a relationship of
equality.”** Yet in this scene, since we know that Tea Cake has
literally made a conquest of Janie by his magical charm, we can also
say that Tea Cake's exceeding fascination makes Janie condone or
gloss over his sexism. And we must keep in mind that despite his
self-centeredness, Tea Cake helps Janie to fulfill her womanhoood.
When Janie says, “‘So us is goin' off somewhere and start all over in
Tea Cake's way,’” she at the same time says:“'Ah done lived
Grandma'’s way, now Ah means tuh live mine'” (171); the text seems to
suggest that to Janie, to live in Tea Cake’s way is the first step toward
living in her own way.

However, the scene in chapter seventeen in which Tea Cake beats
Janie is troubling. He is jealous of Mrs. Turner’s brother, a suspected
rival, and when

Mrs. Turner's brother came and she brought him over to be
introduced, Tea Cake had a brainstorm. Before the week was over
he had whipped Janie. Not because her behavior justified his
jealousy, but it relieved that awful fear inside him. Being able to
whip her reassured him in possession. No brutal beating at all. He
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just slapped her around a bit to show he was boss. (218)

In this passage, Tea Cake demonstrates his dominance over Janie in
their marriage to others, especially the Turners. We see that Tea Cake
finds it impossible to sustain an equal relationship with Janie when he
gets jealous of her. Alice Walker, an astute reader of Their Eyes Were
Watching God, offers a provocative interpretation about the relation-
ship between Tea Cake’s jealous beating of Janie in this scene and
Janie's killing of Tea Cake later in the novel. In chapter nineteen, when
Tea Cake tries to murder Janie in madness after he was bitten by a
rabid dog, Janie is forced to shoot him in self-defence. Walker writes:
“ .. this [Tea Cake’s slapping of Janie in chapter seventeen] is the real
reason TeaCake [sic]s killed by Janie in the end. Or, rather, this is the
reason Hurston permits Janie to kill TeaCake in the end.”** Walker's
view may sound too hasty. For Janie must kill Tea Cake not because
he beats her but because he was bitten by a mad dog, and the text does
not provide any artistic justification for his suffering from rabies.
However, we should pay attention to the fact that Tea Cake tries to kill
Janie because in madness he suspects her of flirting with Mrs. Turner’s
brother. If we consider that Janie has killed an excessively jealous Tea
Cake, Walker’s interpretation seems to be reasonable.

It is additionally important to note that the text provides “the
community's positive reading”?® of Tea Cake’s beating of Janie:

Everybody talked about it [the beating] next day in the fields. It
aroused a sort of envy in both men and women. The way he [Tea
Cake] petted and pampered her [Janie] as if those two or three
face slaps had nearly killed her made the women see visions and
the helpless way she hung on him made men dream dreams. (218)

The text says that the community on the muck is a sexist community
in that both men and women are envious of the oppressor-oppressed
relationship in a married couple. We should also understand here that
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black folk culture, which thrives in the Everglades in the novel, is
basically a sexist culture in that women can hardly gain access to
creative expressions and power. Robert E. Hemenway, Hurston'’s
biographer, notes that as she grew up in Eatonville, “she listened well
to the ‘lying sessions’ on the front porch of Joe Clarke’s general store,”
which were “constant verbal rituals contributing order, beauty, and
poetry to the community’s life.”?” To be sure, Their Eyes Were
Watching God is an evocation of the beautiful oral culture. Yet,
importantly, Hemenway also notes that “by the time she wrote Their
Eyes Were Walching God... Zora Neale Hurston discovered one of the
flaws in her early memories of the village: there had usually been only
men telling lies on the front porch of Joe Clarke’s store.”*® If we
remember that black folk culture is a male-dominated culture, Tea
Cake, "“an incarnation of the folk culture,”?®* may well have a sexist
philosophy about women and, also, the Everglades community may well
admire his beating of Janie.

Hence, it is notable that Hurston makes Tea Cake and the black
rural culture the liberating force to Janie. Hurston seems to rectify the
flaws in her memories by letting Tea Cake help Janie to take part in the
orality of the Everglades’s culture in the novel. The problem is that the
excruciating process of Janie's gaining access to the unique culture is
not presented in the novel. Considering that black folk culture is
male-dominated, Janie’s too-easy participation in the oral tradition on
the muck with Tea Cake as her guide seems almost incredible. Thus
we see that Tea Cake can be viewed as an idealized character, for all
his blatant sexism, in that he immerses Janie in the positive aspects of
their culture. In brief, Hurston exposes Tea Cake’s and his communi-
ty's deep-rooted sexism on the one hand; on the other hand, she ideal-
izes Tea Cake and the Everglades’s culture as well.

After Janie has killed Tea Cake, she returns to Eatonville to tell her
story. Janie chooses her crony Pheoby as the audience, and Pheoby is
moved by the positive vibrations of Janie's story. In fact the story has
a powerful impact on her; Pheoby, “who little more than two years
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earlier had been one of the strongest backers of the ‘respectable
undertaker’ marriage,”*® has this to say to Janie after she has listened
to her story:“'Ah done growed ten feet higher from jus’ listenin' tuh
you, Janie. Ah ain't satisfied wid mahself no mo'. Ah means tuh make
Sam take me fishin’ wid him after this'" (284). As we have seen, Janie's
story is a feminist narrative in that it focuses on a woman'’s search for
a satisfying life in a sexist society. Also, it is a black-oriented narrative
in that her search for a fulfilling womanhood is bound up with her
descent into blackness. Janie has converted Pheoby by her story, and
Pheoby has become a believer in Janie's vision.'® Of course Pheoby
wants her husband to take her fishing so that their relationship will be
full of fun; it seems Pheoby expects Sam to allow her to develop her
potential too. Hite says that “the narratorial couple composed of Janie
and Phoeby [sic] has displaced the heterosexual couple....” To my
mind, however, this is rather an overstatement. Also, it is not right to
think that “the subterranean theme” in this novel is “that women most
truly become themselves without men,” as Dianne F. Sadoff claims.**
For as Pheoby's words quoted above show, despite Janie’s exposure of
Tea Cake’s sexism, the story makes Pheoby highly envious of the
beautiful love relationship between Janie and Tea Cake, and Pheoby
hopes to emulate Janie by developing her relationship with her husband
into a more fruitful one. According to Pheoby, Janie's best audience,
whose “hungry listening helped Janie to tell her story” (23), the hetero-
sexual love between Janie and Tea Cake, in which Janie dicovers her
potential, is the kernel of Janie's story.

Janie feels empowered to tell her story and to convert Pheoby by her
verbal power. Pheoby's positive response cements Janie's artistic
identity as a storyteller. It interests us that as Janie tells her story to
Pheoby, she boasts to Pheoby of her womanhood fulfilled by Tea Cake;
in other words, the power of Janie’s story is sustained and enriched by
the sense of fulfillment she finds in the relationship with Tea Cake. And
Janie tells Pheoby to tell the others her story; Janie's story will reach
the rest of the town. Janie's story, with its feminist consciousness and
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racial awareness, has the potential to renovate and benefit the entire
black community. In that sense, her verbal power, her big voice, will
enable her to marry the people in Eatonville and thus make her actually
“uh big woman.” Janie's sensual longings, awakened by a blossoming
pear tree with kissing bees, have at last taken her to the horizon which
she had never imagined herself capable of reaching.
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