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[t E D 5729 ] (Two on a Tower, 1882) L. Lord David Cecil 25 7' = v
FOFS L/NFUTIEREERNT =~ &R TND LML THHIL Y,
% 7=, Richard C. Carpenter 72 £ & Z O/NICHE Z 5 B3 AY 2 Bk 2 /Nl T
EHEEIL TV D X0 BB b Y ML TEOFMIE VR, AKD 5D
Lali ST L2 REMEHD X I ITB b D, 1895 D fF TR T,
Thomas Hardy /X, D X 528X TW\35,

This slightly-built romance was the outcome of a wish to set the
emotional history of two infinitesimal lives against the stupendous
background of the stellar universe, and to impart to readers the sentiment
that of these contrasting magnitudes the smaller might be the greater to
them as men.”’

IR TWD Z L 2B ET DL ZOMEMIT, WRNREERLE
LTV EOHRLFHORE & &, ZITHE I TV DB/ A O
EDES, T LTEAENICHED RO, B O A7 — L OENE
HRTHZERROENTVWDL LY ICEDLND, ZNUEEL, BAELRE
Lotk BEAE#RTLIEVWS Z BENDESLD, £ LIEBLA
IZ3Ne»> T, ZOEMEMRD TH 5 & Douglas Brown X° Richard H. Taylor

BRFYRLEEDLNIFME S ZTCND LY, N—T 4t DLFEORE
B THDET, R TIERNCLTHIEFICHBREOCER IS B3> T
AT

Lady Constantine & . #5 V) K3C%:3 Swithin St Cleeve & DR & FEAS 1.
O DEAERMDZEZMAT- VDD HMENOBFRL, S HICKEO®E
WEWNSTZHT, WIETHRI AT 4 DMOIERICS RSN 5 ME
EEATWD, RimTlix, I O@E ] (a congenial channel), Z AL, M%)
%38 5 & | (‘An Imaginative Woman’) ICH T 22 TH D017, & Sir
Blount & ORIz THREOMEE] 2 RHE/R»>72, TWISAERED
BTHORNDL, 5288, WO LAEFMIT, ’f\%ﬁii&“\“%ﬁ%%&
WNBIZ )% T 72 | (perhaps slightly voluptuous temperament, languishing for
want of something to do, cherish, or suffer for, 48-49)., [EF 2B (a
walking weariness, 44) TDHL D THDH AL AKX X A L RAMN, 1 0EE
TORLFEAAL D ATHED N, BICER LR, MHIFICEDBR, &
SIZIEBIL & ANVTF = A ¥ —F# Helmsdale & OFEMS, & DF S L3E,
ZOLEbOEMWDRRNG o HEOEK) 2515 L ToH1%.
WEEHEL VO RFHOX, TOZEEEZKD RN HEED THIZ,

I
AUARBZ B RN, T IVATIAA NI 20 E TN T
RS TEDLVEORT 2V ML - T, —UI0HLEEL L, i
FEEORBESICBELEA4ZBI LTS, FRENICHO - B E R
DO 1%, 5 & B2 L7- Rings-Hill Speer (37) OBz, 0%
ZWAT o THTNWEER D, BERIZEDNRNRNESS ZEDTERY
B, &l Welland DB OEN S ZE O EFRD OO E 5 5,

The column now showed itself as a much more important erection than
it had appeared from the road, or the park, or the windows of Welland
House, her residence hard by, whence she had surveyed it hundreds of
times without ever feeling a sufficient interest in its details to investigate
them. The column had been erected in the eighteenth century, as a
substantial memorial of her husband’s great-grandfather, a respectable



officer who had fallen in the American war, . . ..

The fir-shrouded hill-top was (according to some antiquaries) an old
Roman camp,— if it were not (as others insisted) an old British castle, or
(as the rest swore) an old Saxon field of Witenagemote,— with remains of
an outer and an inner vallum, a winding path leading up between their
overlapping ends by an easy ascent. The spikelets from the trees formed
a soft carpet over the route, and occasionally a brake of brambles barred
the interspaces of the trunks. Soon she stood immediately at the foot of
the column. (32-33)

M) 28, PAZELEBHEMRNSORMELREL RS A A -V THDH L
FWS EFTHROP, BHITIEDL T EDTERNPHUICE D EHWEITHR
LI HrENI R, FravrEROAENERDLZ LB TE XY, B
PR X O IS Y B L i, BEARED EARDENWK -T2l 2 40T
T EWVIITAITIE, SN HEBOM FREZ KT DL T v 7 ilRko
TR BESTVDN, MEZZETL2HEICESHWTEDOHRIZAD E WS
ZEE. BOEWTIERMOMITEZITo TS o TH LW,

COEIE MATHLIROBUREZLET 2D TH LN, 4 TIHITE
AMEENLATLESTWNEY, BEOTFTOHNITESBATEDLN., &5
WIS T ERHRRLSRoTEY, 22D ENELNT
EOMEBLE LT, ODEQORIENTEBEBIESTHNEY, Z0ObHi
DITIEHROT Y R ATBREZEIN TS &b b, EFOHRD
GETHLIHMTLEN - TND LR, FRUATOBMELBEIE T
2%, FRENPD THRIEOTEHELIETIE, 2AL5HOEVWRDD
I, ZoikEbry FHBO L ST, REIOMHENE SRS,

THIE, PR THEI IV AX L E ALV RANEAL VY L OFGE LR
RLTHWAENR, LI, STV OFENENONEIZE SIS R O
HAEBERLTWD EZEX DD, ALV UE, BHWCbWMbLTELT
EHFY DL RELORELZEHBM ALY, BT OMRICKREIZE,NL T
RALARZHARANT, TOEBITHEIDLTRONTHLLD L S il
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HEKRFIZAED LI RDZOTHD'Y, 5 Lokl oMMiE, IHWv

B J (A Pair of Blue Eyes) T, Henry Knight 23 Wi EEHEBE CH R Y & 72 o 72 B,
WrEOHBEICEH LEEEROT v A bofbm &xtiEd 25 HE %2 B
fZIED'Y, o, YO ATEBEEABICELNER [V -1 oo
VU B X | (‘The Fiddler of the Reels’) (28 W T, HEERF— « f A —V
ELTERARINTWS TR EOWiE] (a precipice in Time), [HIE % k
DOWifE ] (a geological “fault’) & HEX 5 Z EAFREEA S 'Y, BELRBIED

HIZEEDaALAZ U E AL RADEWEICHEZ RS WS &, &
L TR LD EE DNEBIZ A o 722, BT 378 LWERET U 23 #GEL L T
DOEBICT LI LR ZITHEHEVERFAS VAR 2 ek
ElX, ESCHFHICB T MEORM LcEEE LT, L Lfrx,
SEZVEHBIETNHNDHOTH D,

Wt EEIZ BN o T2, A A DU RICE L T T 2 @b o
EMEZTLE I N, BEACEDNIEEORRE O FICHE L Tz of
TEEN TV, BIEL W RKHOP TOMIE, Lis KILF O RILHRD
N, ZoEOHI LI TRERNHOMELBZEZELTWD, 2
5LT$§®$K%w%H&w%Lé\%é%%m#:k b 5 E
BRCIE, 2y RAX A AU RAD, BEAOBITIZE 2B OEHESDRRT
bbb,

MRV ROFMIC KL VR OTFINTIZFLAERCTAD L S AETEE
RERLS SN TV EBADOBETEIE LZAEFIZ. NMEETHLT T b
L, LN THLE L TWEZ EBRHLMNIRD Z aFZ 2 NIE, BH
THDH7T 7Y MIDEHEIZL > THEINTWDH AN, WhiZil Rz
SN, EILLERHOEETHD, ZOREPDLD A vE—II,
BIEICA SR ZOREMA DS AL Vv E, HORKHROBE, SENK
BLLEDETHIELHEUCRS> TS, LLEZTAHANIE, ALV
DORILFOHIRIT, i, BENLPSORA v =T 20T ETHLHA
Ve RXFOREHOBEE RO T, HRLEFZEBEL TOLL EOHR
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. FAICHEPEVIBEDRIIMAR SRV DOTH D,

Bk, aiBoSIATHLb»D L o110, MAZBWHEELIRAMTHY
2Rb, FARFICEHEZR R L TR, —HMOMEEZHT T TNLIN, £h
X, BECAE R bRAbS IR TENnLR L) ELTnD =
AL AL RANOEBRELEENEZ R L TWVD,

BORTHY Gl BmEAAL DL, ZO M CTHEI#HEZ L TR e
RO E O TE Iy E D O 725545 (his father’s matrimonial eccentricity, 39)
ko ThEENTEFETH Y, HITWbIE 57250845 (two stations of
life in his blood, 39) #H L C\W5, HOBELZFIZHY, £/, D A
AT kb7 U—1] (Swithin St Cleeve) & W5 £ Hiji%, T A o
EVITMADAEZRE L THY ., BEEL, IHITFEEOHRLE->TND
LWVoTh RV, ZOFEKRT, BEZHSTNDIAL VU n, MEELLIM
THZOEORIZWEZ &, LMbRUFEE L L CTHEE TENE VIR E
EREDTND ZL1E, AV UNRBELERERBELZRF> TSI L%
AL TN, BIEOEFICHREZE L TV Da v AZ s F A4 RADR,
HWEICHR A X, ZZCTREHLEEVWAS DT, 2oBES LMD
LTMEOHRELEBETHFAMELZLTIVDTH D,

AATUNE, AV ARZ A Y RNCEERE Z PR THEO R Z WD
S, FHOLRELEBAIZHALAZAL, RO~ =720 %
DTV T L B DOF &R

She looked around over the magnificent stretch of sky that their high
position unfolded. ‘Oh, thousands, hundreds of thousands,” she said
absently.

‘No. There are only about three thousand. Now, how many do you
think are brought within sight by the help of a powerful telescope?’

‘I won’t guess.’

“Twenty millions. So that, whatever the stars were made for, they were
not made to please our eyes. It is just the same in everything; nothing is
made for man.’

‘Is it that notion which makes you so sad for your age?’ she asked, with
almost maternal solicitude. ‘I think astronomy is a bad study for you. It
makes you feel human insignificance too plainly.’

‘Perhaps it does. However,” he added more cheerfully, ‘though I feel
the study to be one almost tragic in its quality, I hope to be the new
Copernicus. What he was to the solar system I aim to be to the systems
beyond.”

Then, by means of the instrument at hand, they travelled together from
the earth to Uranus and the mysterious outskirts of the solar system; from
the solar system to a star in the Swan, the nearest fixed star in the
northern sky; from the star in the Swan to remoter stars; thence to the
remotest visible; till the ghastly chasm which they had bridged by a fragile
line of sight was realized by Lady Constantine. (54-55)

ZA P DEEICAONLAENE, DEVIT. MATHD Tar=7
Z] EWHSAENTIASELNT LV (ew) & WD SER . HOLH]
WHELTHEOEHROTICK T DM Lo L IHOWEE AR L TW\D,
RELFEVOIRFONHT TRmE B LR O b, T O=EMRO BT
EHIZHTHENTWDLIDTHD, . HE 7 R=X] LIkx 52 L b (the
Adonis-astronomer’s, 74, this scientific Adonis, 193), FZi%. M#EEDA A —
EINSERNPG, HICBEEZNSEDLZETHA I,

AATVUREAT S, EEETRARXDILDBENIZVEOKE, £O
FHOLNY I, AMEBMEESE D, ZTREMIT, TAB ORI &R
7= iEY. §72 b BJA K S (impersonal monsters, namely, Immensities, 56)
LBV, EHIERD LI ICEE-T VD,

‘There is a size at which dignity begins,” he exclaimed; ‘further on there
is a size at which grandeur begins; further on there is a size at which
solemnity begins; further on, a size at which awfulness begins; further on, a
size at which ghastliness begins. That size faintly approaches the size of
the stellar universe. So am I not right in saying that those minds who
exert their imaginative powers to bury themselves in the depths of that



universe merely strain their faculties to gain a new horror?” (56-57)

THENRBRTWS, TEUEE (dignity) 2254k FE - T, DiEK S
(grandeur), [ # & ) (solemnity), [# A L & (awfulness), &AL &
(ghastliness) -~ & WfBIIZIE L TP < FHICRHT ML, 2B LFHO
RESITFEELZD DO THY | B/ AL ERR S EX2FHD
FELREELZDOTHA I,

m

RKILZIZBITEHLEFHICONWTOEZEFEDL AL VATt T 5 Bk
D, T H RICFHICHEZ R, SR TRICHT 2 EHFE~LEDboT
P, DEDEICHERL AL RAZ L EZALURANTT, HBHE®RT, 5
0 OMICHLFRDOE, KEOEEMHDILE VX DEAD, LrLAaR
LIEICHT AL, br o &, [48%EE> &%) © Ella Loz, —
G E R LTS, TOBRTIEEL, FEVAL VB0 ES
WML DEIL, TARDE] (The Well-Beloved) @ Jocelyn Pierceton D& & %,
\ERDH->TND,

Wl AL V%, RXFELBEBOREL LA, LML, RIXFEDSL
BT, L2bRBIZHE T 7V U TORKBIRNIC L > TREOHEBED A 4=
TIRAIELTNDBAAL Ve TTZIVHTOIAF N % [HIEE:
L D3| (geographical discovery, 50) & L CH &t 5 &9 Bl & R
TWET Ty MY LoMic, EEIARENREIHLEN, 772 Nl
WCHERRIER D 2L 1TV DD, TV AFX I ALV RADEEE
LFEBVICLDPZITWMDZEDOTERVHEEAL UL, B2 TH
NET T MMERIZARRDTHD, [KEDEI AL VUL EFE,
el o—k{t, THHEDBE] ZEEMIBICL > THIEN D Z L & E S 7%
Ll ALV EE, BEHFTTNENE BTIZONRE N L AT AERH
LTWDHR, 295 LB —T 4 5 LW R —ET ZRAHAMD 2
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EHTE D,

AVAZ A RANBAA TV EHE I, TOMIBERDEHT
BENIZLTHY 7 X - )L« AET L, Peter ]. Casagrande 28519
DL, HDOEKRTEMNBORBER LT ELHETHA I N,
ENEVHBHEOFICHDIEICBNT, IV AZ U FL L RANEAL DL
DREEND DI, BB, FHOERFEEHROZEGIHEZARE LR, EERF O
HRIZNETHS Y,

v

TN EML ENT-a v RAE L ZAL U RANE, AL V0L OfE
W% Ok EEZ CREBHICHED D, N— A TORBEBISOER., A
AP VOFFITHORRRD TEEE] wil, 137) BEL A, TFE S
EO TEK] (wil) THY, ZOHMNLIEY MNT T HEE, BEND
DEETHD, TNEHREIWHEL, avAZ T RACMLED
LR MBS EED DN, O LA, O RBO T H KRGS
DEVIELEB VR D, MEMREZLES EWVWIERBIZ, BELPLOSHE
#E<kw9:k\it\77yk%®%tﬁ%h&ofwt:k#%%
L. BEBRISHNIERNCESNIC RS WS 2L, Fbid, BIEL WD FH
DHFICEHENREEZH L, KRN T L5V OBREZH 5 LT 5 KA
RABIRO W= 5 TH & 5, Carpenter |25 LHIIEL 7250/l TIZ
WERNEAS D, T LIBERHRES, FHROTEENVRMY &
Wo R 7R R 8E. 2O Licb b BITE Ll ZE & AR O W 2 T E
DEDICEH LI LASTWVDHEZEZTENAS, FNITEL, —mT
BHAENBEICKXE INBEIZLEZ2RLTVNEIDOTHL T, AV AT X
A RAN, FHLEOEETHD TH54L] (confirmation, 51) & A A ¥
RS B0 | AL TH — WIS D R W BRI D 72 80 120 B AR
Gl &L MENLOHSIERE IR 2D LIHETF L. FERIC, @BED
XEHEENDZENTERNIEEZRLTNDEILDEEXD I ENTE
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Do

HO [H =T 4 VFEDT A (Tess of the d’Urbervilles) &7 AH5. B4y
ERUCE D LB EICNTZZ LMo THMIZ bbb EBnians
b BELCNDOREDE2/RNEHICY, avAZ 2L RADL, A
ATV H FWICBEOLFICOEET LD TNDIDOTH D, MEMBO%,
AL DU, AUAYH A FAD I Louis D B ZRET DL A D
BroliL ok, BERICHT T MUOHELE TRND R, DX DT
AT, FEHIZEELWI LOBRHEbINTWD LRI, TET 7 b
WOBEOLEE LR TNDHILERLTNS, TVRAZ T AL URA
2. [FADF ! | (my husband!, 158) & Wb A ZADHITHOWHLAEEE, 0
SHEIX. WIHIFETHRS ZEOBKRIZRSTWDIENY M, BIETHEERD
RIT, BEOLZIZMYIEIPNTNDEIEEZRLTWVWDIDTH D,

COERICR N DA 2B A, DFEVAREE, BE BEOFALLO
R D OB AR Eix, BEDSTVIZH L TEERA A—VE 52T
ZNEL, FRFICZNE, AROFEBIZNDIL TS 5D OBEE W
AYLDE, FHLTELORKRTEIFME LML EELETHY . F2HE
RRICBEEMHbES®2 2R LTWS, FHEOLON, LT, £
DFHICIER L EOMR, BEOCHIRN, M5 LB FERONTZHDOTH
vl

AURABEARAT, ALY DRBRICE o TORENTZ M2 4H
D&, HOMNKREED . BOBEEICL D TEMAEM) (altruism, 232, 243)
Lo T ERINDIREE L, WMERLFRREOTDIZHT 7 ) HDr—
FICEVHT, aAFZ U FARANT, TT7VITDITAFUFFD TH
EEHE L) EHLERLTRICRECADOL I EDL LERERS S
B, WEHEAOPEVH LA DU RIEF L LT, ki, BIZALT
T AL —FHOFEIRDIEFTVARCADE ) REBEHRNDL2DTHD,
ZLTRBTHETDANLT = A X —FEHEE 2T, kT, wbiE=
FIZRTAE LTCOAEEEZRERS ENDZ IR D,EFILEERD B,
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WhiE MilE] oFE#EE LT, HFEoE EICHEO L > ICEHLTWD
DTH D,

\'

SHEIZOT DT 7V I TOBMMEKRZ T IRMBE L LTORAL T U0,
MEOENSIEEEDL>TWRNWZ L&D Y, LrLehik, FHi%s
PEBRBICHE D K B RO ZRITEBEF, FEMITHEEICERICBE E> T
Do

PR ERDZ Lid, 2 RAEZ 2 A U RADPEICHEZ T ER
5EWHOLE EMLUC R > TEY . ZOMEMLIE. WhIEMABRIIC, Wt
LABEORNEO [H4A%E M ] (the hollow spiral, 272) ® L 512, HHEAD
ARA=TVEBELULHTYIEOMDOIK D FERoTnD VW D1EAH, A
WAL DUR, BN RAZ UL RANEHOCAS T LA B
Mz et EROFEBHOVWDITERLE RS> TND, RSV E
DHEZCIDIBLWVEEORBEN R Ta s A2 4V RANMERE
LTLEI DT, B0 RITiEk, ATV EZ20HhNTHR, F3ITHE E
DS ELTEINDLGZOTHD, IHICFORBIZHE R LR
Tabitha Lark ZEl3 5 Z LIC k- T, LARNCIAD LT TEE] O X —
CEDEEIZ, REABENENRDZDO LD BRAEIL LIRS TN D
ML, BEORMTHLE P KELIEN L TRELZMNATND X DI,
BHOBEEAERTCRECHNTNDEZEEZRLTNDENRDHES
Do

BEDOET, avRF U EAVRANEBRILICAL VT, BVEEEIC
KL TWDLMELOEE R THRWVERLZT 5, HAWICRVWTWEa X
B EA L RANDEIZ, NNDEOLEDEFITHEOLOPITEILESH, K
HELENTWEZDTH 5,

Yes; he was shocked at her worn and faded aspect. The image he had
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mentally carried out with him to the Cape he had brought home again as
that of the woman he was now to rejoin. But another woman sat before
him, and not the original Viviette. (273)

WoOBOPCTREGEMD AL AF 2 A RANT, FEIZL-T, 20
MUCAWREADOBEENZH R T LA, ZORMADEBOA A —U1E,
HroE 7)) —T%p/R—,3F | (‘Barbara of the House of Grebe’) (235
FHOREADHBDO LI, AL PLOHRT, av AL H AV RADE
NKEILEND Z LEZRLTND,

A wave of whiteness, like that of marble which had never seen the sun,
crept up from her neck, and travelled upwards and onwards over her
cheek, lips, eyelids, forehead, temples, its margin banishing back the live
pink till the latter had entirely disappeared. (275)

EVWDRLERED A AL H A RADFEIZ, BESNDDONAALY
VEHIWT LA D Z LIk o T B, HEHOANREDY 2R LT
HULEIC, WO SBAZEROL S IC, BHESEICHLLEILL T, K2
T, KEZBELTWDLE VWD, 208, Fifix, avx2 o240 RA
LAV EDBEORBMTHY, HeZAAA TV AT L OBl L%
DREPEREINTWVWTH, ZO5EDITIE, avRAZ 2L RAER
AV EORERLIEOLIITEVMIZ IR EVoTEINEAS I,

AUABUEALRANCE ST, TT 2 ML OREREIT, TR O
ERONDBLOTIERoT, TNERDIDEH/ZVONRAMTHA D
N, REOMIZERTE R o7 HEEOBK) 2, a v AF U ZA UK
ANiFE, BELERNLH 1 0BETORL T NIRD IO ETD, Hkix,
AL DFEZ TV RB L EORROTZDICKE FROBEIL T2 A
NTF = AF —FEHETEHBIREEE T 208, 2aiE, HHELS VI ol
JELZNLhH, OERICAS T EOERY 255700, BB
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SV bl b, LALARRNG, E2NICmEoEHE oM T
MoT-FEREWVWITEOEKIZ, 2V AX U2 A4 VRAOHIZHEHNT-EZH &
WHBDIIHEEZ, AV EOBRABEIESEELL LD LW ik
DFEWEZEBICOHHE > TLEN, HEEZEOMFITENTLES, &
# o ‘Helmsdale® &\ ARTOEX T, HRIZT LI WL A=k
EHHLTEBY, TOBEKT, THOBETESLEINIOTHDEY, i
BEWVWIZMICL > TEPNDER, TNRRER2LN, TOVEILN
RBRLL, B HEEOER] 224 VItkbI I LiarAy 4
A FRAND NEFEORES | (emotional history, Preface) X, —m TITEMNL
SERTHRWThEL, B LTRSS Pl nTEROLE Mk
Wl THZORIL, BARFAECBERVABRO, DLAZOKES &
AELDHIENTED, AU AXUHA Y RADHICHIZIT, KEAO/K
BOAA—TRERLNTWDN, BEOZDOHEIT, HRRERIC, A
OEIZBRLNTG (effigy) DX O, RIZHOH KTV, LR THEA
MR FHEHEBEL) DEERLOZELLIELDOTH D,

A ARH A URANE, TEHCOE ] (self-love, 232, 243) 70 5, B CUREE
&k 2 TR (atruism, 232, 243) ~ L EEFEOHZ®mD, THITIET
HEOIC. RBICIFAA Vb T#% ) (loving-kindness, 274) % FFDICE
5o NEIFIVMZRTFETH 2083802 THROERK ] 2 ROI D550,
ZLTCAMIZ, Z0EW%E [fiR]) (aspire) L72RN L, SEEBREBE~SEAR
SETPL, LBHEADOEMENBICRDL, BEOAMERLE L >ORKE
M LUR EZmno TR EZBHEY, 29 LEFHEERRLTWS
IOl b, BIEL WO RFMOPICAEZ NS b WEICHE S,
o, Z<H6NERSD, WhITRBEZANELIE T EEEZHOZA
D, ZOIEhRAEIT, BERIRNREHEZ £ &R 6 bHEZRE TIZ
KEm<EbhbdDTh b,

N=TF g, FXoph T, TZoBRIMFER SN r < Z] (this
slightly-built romance) &) SETIOEMIZOVWTEERLTEY, £2
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WIEZ i RBE R LT EL, (TERMZEDO L OB FIF
X Td D] (the pages must speak for themselves) & DL, Te L A/—
TADZOFERICHTL2EEOBHNLLEZTHRINDOE LU,

%

* RFEIE. 2005CER 1DEO AAN—T 4 B2 48 FIRkE CGROTERLRYE) ISRV T HER
ERLEDDEFEZNMEEELZLDOTH D,

1) Cecil, David. Hardy the Novelist: An Essay in Criticism. London: Constable and Co. Ltd., 1978:
142.

2) Carpenter, Richard C. Thomas Hardy. New York: Twayne Publishers Inc., 1964: 65.

3) ARSCHESE A B D8] 1232 T Hardy, Thomas. The New Wessex Edition. Two on a Tower.
London: Macmillan, 1975 (2 & %,

4) Brown, Douglas. Thomas Hardy. Westport: Greenwood Press, Publishers, 1980: 15, Taylor,
Richard H. The Neglected Hardy: Thomas Hardy's Lesser Novels. London: Macmillan, 1982: 121-146.

5) ‘Ella Marchmill, sitting down alone a few minutes later, thought with interested surprise of Robert
Trewe. Her own latter history will best explain that interest. Herself the only daughter of a
struggling man of letters, she had during the last year or two taken to writing poems, in an endeavour
to find a congenial channel in which to let flow her painfully embayed emotions, . . .”(‘An Imaginative
Woman’), FH#IZHEE, =F13, 8 L&EORIT 023 EICRD T n, PR TERIX
FA by L—ZONZHET BTN,

6) ‘...;and yet the whole aspect of the memorial betokened forgetfulness.” (34)

7) “The spot was seldom visited by a pedestrian, except perhaps in the shooting season. . . . The fact
of the plantation being an island in the midst of an arable plain sufficiently accounted for this lack of
visitors.” (33)

8) . ...Many ancient Britons lie buried there doubtless.’ (80)

9) “Though the month was February below it was May in the abacus of the column.’ (64)

10) ‘The curious juxtaposition of youthful ardour and old despair that she had found in the lad. . .’
52)

11) “. .., and she looked at one jump ten years more youthful than before—quite a girl in aspect,
younger than he.’ (66)

12) A Pair of Blue Eyes, Chap. 22.

13) ‘For South Wessex, the year formed in many ways an extraordinary chronological frontier or
transit-line, at which there occurred what one might call a precipice in Time. As in a geological
“fault,” we had presented to us a sudden bringing of ancient and modern into absolute contact, . . .
(‘The Fiddler of the Reels’)
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14) ‘She hesitated to ascend alone, but finding that the door was not fastened she pushed it open
with her foot, and entered. A scrap of writing-paper lay within, and arrested her attention by its
freshness.” (34)

15) ‘She laughed as lightly as a girl; . . .” (67)

16) ‘... ,—a mania for African lion-hunting, which he dignified by calling it a scheme of geographical
discovery; for he was inordinately anxious to make a name for himself in that field.” (50)

17) ‘He was a scientist, and took words literally.” (274)

18) ‘For Viviette, Ring’s Hill Speer is a symbol of possible sexual fulfilment, a phallic presence to
which she, in her burning loneliness, turns and returns until she achieves both maternity and death
within it,” Casagrande, Peter J. Unity in Hardy’s Novels. London and Basingstoke: Macmillan, 1982: 180.

19) JgFHEZ. [FRoA > 77> RO LA, 1978 SR,

20) . ..this old man who spoke from the grave was not altogether wrong in his speaking; that he
was only half wrong; . . .” (230)

21) Tess of the d Urbervilles, Chap.19.

22) ‘It seemed but the day after his departure, so little had the scene changed.” (267)

23) “The Bishop was avenged.” (275)

24) ‘Here stood this aspiring piece of masonry, . . .” (33)

51 Ak
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A AT =TI 2R ET 5002
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[958 ] (The Return of the Native, 1878) ®=x 2 K> + & — A (Egdon Heath)
ZOWTE, ZNETHRARREDRAARRMERRTE TS, 2Lx
v —VU—+ A+ 27 A (Shirley A. Stave) [, =7 FIeEAR
EOMTHY TR RZEMMLE LTOE A, 27 AT — 7 (Eustacia)
OMREER 2 KB D LR L ER LR o TWNDH EBRRTWSE Y, F2H
‘M= 7 A /A% (H M. Daleski) (. =7 F> « £ —ADRRKOFFHIT
HBEROWERAEP AN OWEI T DR LT AV KR A A —
ULt e THER ) (“darkness”) I2H D & ERLTNDY, Elo~v—1V
v« A7V v — (Marlene Springer) X, N—T 4XF=/ K> - E—2
HRFERREME LTI T 57DICHEA R TREZTo TV, ZOTLE
D=2 b D& LTE 4 72 “allusion” DFEREZF, Zhick>Tx=/ K
Vo B = APMER AT Z RIREEET) & RIET . ADEREOFII e 22
THHEVWIGELEX D LBRRTNDY, LiLZ ) Lickkix e AfRIX
FNEN, =7 Ry - B —RIZEEBERH Y ANDICEEZRIZTTHRLED
2 EEBRHLUTUINVDN, ZOEREBICOWVTIERS ORI TE
W, FEDNCES Ry - E—ARREOHMTHY . KR 2L,
RO L ZAREOMNRNEDOTHD Z LTS Emo b5 2
LThHhDH, Ll Ry E—XAREKRMICIIMEzRLE L, TOMKEZE
NBRER A, B2 AT =T EEDO LD REFRERY ESEONE R
ERICHA SN L 2T R, ZOEMICBT 21EEN—T 1 DBEXZ 757

BB BY B EFRESZ RN THALI, LEB> TARRTIEET, &
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DIERDIE R THDHT T Ry« b — AR~ EHH L, 20k >hxr
Ry sb—=Z2RtuaAfy, 2TRTF—U T2 LED LD RGOS 212
T DICESTVDE0EDITLIEVEEZ TS, £ LTZOHTOEE
WZBWT, 20 RT7T =T ANOEWE, Thbb s A3 =754k
(Clym Yeobright) X7 —<E> + YA V7 4 — (Damon Wildeve) & @
BRIZOWVWTHEL L TNEZNEEZ TN,

1. T¥FY-E—X

VES OPFELIZB W T, =/ Ry - E—R %, bl bEEPHL LT

DEEEZAL, AEPAWICEBNZRETHrOZTE Lo T, —@
o My LT, Thbb—lo T4&§] & LTiHbhdZER—HNT
%ok“obﬂbiﬁky-t#xm ZOEIT—ODObDIZETLEN
HDHOTERL, MICENEMEL, BEKRLTI2NHE2BALTNDHDOT
BDH, HRXENREE L, BOMAIET HIRE CTld, T b0 5 EHEEE
B2 DRBRECBEDO NN AMEEE L, AR H D2 —2o0BiERER
FOZ L 2HET, £dbd 20T TNEERVEER Y BIHREHK
BT HZLE2TIR, DEVHEBEICL - THEHEEIZ AL S vz A
R, BOAARERNEFS>TIOTT RUVICHEHRA-THETEZL, 22
IZZZEET D BRI BT AR FE OB CREREN R NICEBI LT,
DOFEENEDEREENED, RBPTENLEETELZ LICHENE
BU<RbDThHsd, ZORICEALTZ Ry - e —20EE N [T
2] (Tess of the d’Urbervilles, 1891) IZR. 542 BIROFET) L iIF K& < K
RoTWD, [TAJIZBNWTIX, BRITH DM D0 OERFHIRERED
G E L THIINTEBY, »OTOBEEMEPT AYOEBICIKR SN DHMHE
M. FICEANAOWIRE BT S E2H TV D,

ORI, AT THRBESEERTEINDIZ Y R« E—RIC
BV, ZoHRAOME—ktiEEr L S 2 REM b £z, AR DR
PR IC L > THxHb S B bt s TWa, LTS HIEX, 27V
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AT ADHEVIEZS HIT O =0T 7 A4 Kfe (Captain Vye) 23fETrI X b
cF—%5 (Mistover) ICEFE SR AFELR, EER-TIARNF ¥ —
) — (Charley) O#¥%1->TVEHETH S,

The next evening the mummers were assembled in the same spot,
awaiting the entrance of the Turkish Knight.

‘Twenty minutes after eight by the Quiet Woman [the name of
Wildeve’s inn], and Charley not come.’

“Ten minutes past by Blooms-End.’

‘It wants ten minutes to, by Grandfer Cantle’s watch.’

‘And ’tis five minutes past by the captain’s clock.’

On Egdon there was no absolute hour of the day. The time at any
moment was a number of varying doctrines professed by the different
hamlets, some of them having originally grown up from a common root,
and then become divided by secession, some having been alien from the
beginning. West Egdon believed in Blooms-End time, East Egdon in the
time of the Quiet Woman Inn, Grandfer Cantle’s watch had numbered
many followers in years gone by, but since he had grown older faiths were
shaken. Thus the mummers having gathered hither from scattered points,
each came with his own tenets on early and late; and they waited a little
longer as a compromise.®’

MALBETF Y=V —2R/BLRR 6, BEOKBIZOWTEA ITR2 5
GESVE D, DEVTS Ry« b — RIS IETE T,
FAETR A2 DA L0 > THEERBROWN N EET D0
Thb, LENRSTIITHE, L7 Y riio, WENERICT S, £
il L CORBRMFHOBEMEN RIS TWEEEXDHTHSH, WHM
B LT ZEf L SRR, ok b e &b [SEAREE] ThHoHE
MoZ L Thh, EBRARER &3, AM ORI X > THEE R R 123
BELAW TREL) SOz Ths,

HbLERENRZENBES R —REFICLLEEDIRDL, TRITVDOET
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o ThbHWEELEAS L, WHOETTHHIETEAEAS, Ly
L. Fix. OB KITZF D —>—20NZ IS Sl & AR
WL LT, WoObLEDA9 & LARNS, T2H LWENT I
bR Z T, ToODVERL T EHO XS R 221K
LLTHZDZHLDORDOTHD, b LEAZLNZNITFICHE CRRE
EEERTDETNIE, TREFREZLENRERZOLOTEHZRLS . EH
DRPINET D, ZOEBORNEZ BWEIRLENLTHD, +
DEIREE, AAEBIEAETZEMORNCEREEHEV IS, £ L
THOEBTAEBEAORDVIZ, FEEWVICEBLE Y EHEOM
PYIZ, AUEREPSbIERA LS EEIEESN, T B H L EERIC
EINA OEHRET I LiIChbEDE, ¥

BCRTZEIWERDN, =T Ry - b= —~KELTWBRATBIL,
7Y LPMEETLHEI)REAREIVRENRLOZERT S, B O OK
RIS Lo o> THHFBHICAEE 2R ATz BIC & - TR &1,

[JENTORNE & A — L LT TERL TS L5 bo
ThoT, HxDODAMIZE>TZEDOHY LH TR BERZOTHB, =D
Lol Ry - e —RIZBNTIL, HHPLEEDOEHBEHfRE & ST
W E TH B EME SN D Z & T, =7 R, —RICER MDD
ZETCOLDICHTE—FEOT v FT—BELTOMRMEREL TS LS
ZBHTHA A9,

ZOEIIC, WHOITERHNEEOPTHEE bW LTS R - B — X,
HATZBITEEHRMICFH— L T\, LTI HIxmEDOEEH, =7/ K
Yebe—20FTHERbEWIEHT,. W (Ranbarrow) & FEENLHEO I
T7 =7 U =xA (Fairway) ZIZU D LT HRNALLRHWOIES HE Th
A

[ 1; and in half a minute all that could be seen on Rainbarrow was a
whirling of dark shapes amid a boiling confusion of sparks, which leapt
around the dancers as high as their waists. The chief noises were women's
shrill cries, men’s laughter, Susan's stays and pattens, Olly Dowden’s
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‘heu-heu-heu!” and the strumming of the wind upon the furze-bushes,
which formed a kind of tune of the demoniac measure they trod. Christian
alone stood aloof, uneasily rocking himself as he murmured, ‘They ought
not to do it — how the vlankers do fly! 'tis tempting the Wicked one, ’tis.’
81)

FEosIHGHIZ, —F L TH»2 L) ITHICERICERRBMIL TN D,
LU 4 F AR LT MR 2 b 0o o EEMEIL. BENOE DT DR
M LR e R ENGE L SN D b O TR T T biE, Lot
mLE SICRBEM LFHREIFEEETD2HOTHD, U1
ZFROEHITbIBERTND, TFEEEE GEbNi-Z &) OTERXTE
BROZENTED LT 2201, FEERIIMO - & 50 LHO>OERIEH
EEDICT 20T RVWEAI D] P LOBFETH AL, BHh
OHCHEE ACEREOKEASEICL-T (L) Vv, LIS IR
LRVETIY FE BWE, P TEARBOE, BNEVWE NI REEHE LN
o THF) WKLo TRHATHOATHD, TELTHALLRRETSHZ S5 L
EHEIECHL, =7 Ry be—AbFEE I LE#HZEDIOLH>O L H =
LRDOE] ThRb, BEENEZTRLIEREREOSLD LV IX, F¥L
I ST VbIE 2R IR O 5 B ENDH D ThHh-TY | RED
BARE LTOFEL W HFEITEMER DL SND, HALBEZ TR
Vb —2AORMHEL, BEW I BALE U TREMERD S bizt+a
WRINTHEY, MEFOLT DX 2RI FELN) BEIRITITFE
LBRVWDOTHD, SHIEOHHmTIX, 25 LAMEZT Ry - BE—2
EDOT 4 A= o ) ANFES, RARE LI E LTV DLEKD KO &
L EETHZ R T, 7 U RAF v (Christian) XA 72 PRI D 7201 D,
[ZARZEFLAZDRWVNZ——KOHD LR L LR & IR
o W] BHTL 57,0 KOBBRESEFITHEFICML<FLTL
DN, TOLTEHEEBLCASTLAA—VIE, 7V AF ¥y OFTEE
ELTHWIIMOE2OBEE LTEET DA, M2bTFDbh b A
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RELE TRAZE] ELTRERLBMLNTWDHDTH D,

ZDEIIZ=T Ry - =T, LWL EESCEE, KREELT D
B Thd, ik, =/ Fr b —RF, FOEETHHDE L TDEK
PECTHbND Z EiTenrolzBbhvs, Ll ETlRARTELHIC
TV Ry BE—RE, FIICHEDH AL OEREREMEDER EFiT, K
& U D fset B ZSHE I IAR b b S, =7 R BIROME R 72 ER
HETHLRMEIN-O>ObDLEEZLND (7 Ky E—REMALD
DWEDOFRECDE TR L THENEMRE Wole b TidAe<, BIZR AR
WS EINRWHEIRTOREN K 2D TH D), DEV T N -
E—203 ) T3, ANHOBRFEHEED LD BESERMEL Vo
TbONERILIND, ERBRT T v I HR—NeDTHD,

2. IJFY-E—RDOFRITST74—: BHEH &

ZHLix S Ry s B—22, W&ZE (Quiet Woman)., I A bk« F—
V7., ZN—AhRX - xF (Blooms-End), NEE W=, FNFRA
—U—EAOHL LD LD REDHE N THTARES L TWDL, 20
THHIZ, IAF A —=Ur LT NV—L X -z REMMBE Lz K
Ve b —2AOWREZZ THIL & NREEND 25— DDA ZH T
KBHEHTBEDbND, LER->TIITE, AR =Ty, TI—A
Xexv K, ELTCEOMIZIENDZT Ry« E—AD, ZD>OHIKOR
BYEICOWTERBL TV EEZNWERS,

EFTHDICZ T Ry - b =% O N =% (“furze”) DEENZD
WTEZTHT, 2T ATV TIIEEREELE, LFOX iz
T=UERMO AT S ELVWESHALRH LD, T2V AT =7 F W
DRIZEBDOHNT, BMTHIY>ThbWoNR 2, —FEOHEPEZF L
AN, VRV EEIONRSVEBTDE, MERT T, TOE ERFIC
RO L7zo ] (202) TUH LA AZDOBEZ LT <Mk B & O Nk % iz < j
NTEFEIVHTT, o aiEzmbiniBic LT, MLy, 0k
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DDV LE DET—HRICRY, DY OELXTZLERAORBT~ SF
K222V ATNANT a2, —FGADLIT, TbZbEHTIT< Lo
2ol (205) "—F 4 HEH 1912 4E0 [FX] THESATVWER, N x=
VEBTIRZ HFEHIZ, HELLBEBICBETONZY T ENS LIV
<MBOLITHD, THDLESTHEI LI L2 LRWVEIFICES
NEABIZ, TOWEOZTNERDEHFEZSELIOTHD, £727 Y
LKL GRAT =T DEBDEEALHBEIE, N ==V FPRAEZ T 5 K
EAEZTOWRWHEIKOER TEOHME —ASE 5,

Clym took the hand [Eustacia’s hand] which was already bared for him
[ ] and led her through the ferns. They formed a very comely picture of
love at full flush, as they walked along the valley that late afternoon, [ ].
They wandered onward till they reached the nether margin of the heath,
where it became marshy, and merged in moorland.

‘T must part from you here, Clym,”said Eustacia. [ ].

‘0! this leaving you is too hard to bear!” exclaimed Eustacia in a sudden
whisper of anguish.‘Your mother will influence you too much; [ ].” (265-6)

ATAT =T LORBICOVWTREE AfmLz&, 7 LI IR - A
— Uy LRENLRTENVENR S TWA BT~z o [HE
RO IRFEDO O | (“a nest of vivid green”) . B & BV &< FHh¥E] (“The
ferny vegetation round him”) (264) OH T, 2V AT —T T L DOEOOE
LEERELD, LTI ANFZEOTRE, 2=V X ITRI5REOZEZES
BETRLDOERS, N Z=U AR, 2 6Bk ) &
DHET, BRL AT — 7137 U MR ESE S, £ L TRERER
CHOTENTELODTEL, AT L—LRX - T FOHEITRD Z LI
MOBZEZRT, TBESFOBEPHEVICLHRTEBEZTNAT
THO) LaTAT =V TIRUSOER, ENCIOSEERY, T —
AR KT, ZVLERTHDII—T T4 FRA (Mrs Yeobright)
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DHFEICRES, ACOZ T AT =TI T2 LOVEF L0
THEMETLIMMARS DL LB, B THHI—T T4 PRAN
FLT VA=A X« 2 RN ZO LI, EREEZARBT2b0E LT
U AOREEZHH LIMET2HAE L ThIE, AN == 330N 550
Fix, 7V ABRHCOKE, bbby AT — 3T 5 BORE %
BONEFIMBETELHMTHD, ZOEH%7 U LrOBMEMD 2D
AT =TI, BRLEbLOBERSFYVEALATINDEI N ==X RiREN
BHYHTT, 7 UV LEDRNICHEBDF L2 B, IRERDOZ U LAOELOF
EMZEERT20THD, 2VAT—3TIZE->T, HHDODRELEL VRS
LD CGRF~MToTCERLEEIRTOZ Y AIHL, Boa—T7 74
FRAZEKRDESICEZTHDE, TR, TART~HNTE L
AYRAT =T c UrAIZRZIND,] (246)). 7V AR BEEMITILLE
STV Z X, BFORENPELS KR OVERA~ESITT>TLED
LEBWRLIZEBLEZDTHA D,
ZITHERLT, PRI I 74 —DBENLT T N - e — 2% R
BAED, AN e F—Tr LT N—AX T ROHBFHRERICOWT
HOBLEL AR, 7V ABRRU NGRS 250 % ANOFEN LR
Wi AT =T iE, $0Eb I —T T4 FREZRTEPRIE R LR E
B, SAN A—Ur7OAEEHTINVN—LX s 2 RE@ADNH, £
DEEDOHBIFLLT DL I T o TWVD,

She [Eustacia] put on her bonnet, and, leaving the house, descended the
hill on the side towards Blooms-End, where she walked slowly along the
valley for a distance of a mile and a half. This brought her to a spot in
which the green bottom of the dale began to widen, the furze bushes to
recede yet further from the path on each side, till they were diminished to
an isolated one here and there by the increasing fertility of the soil.
Beyond the irregular carpet of grass was a row of white palings, which
marked the verge of the heath in this latitude. They showed upon the
dusky scene that they bordered as distinctly as white lace on velvet. ( 165)
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A A =TriE, ZONROBHTHAT LD REE NI T D5
Thd, PIZITWEOBE., =7 A7 —3 7 Guy Fawkes Day @ 7k %
BE L BANTANLT 4 —TOHBLEZFE> TWHIE, BRI A L - F—T 7
WY OB ZRE L b — 2D (“heath-bells”) ZHEHHEHE L4 TR %
FTH, FAFFIZI AN « =T 7 3RO AN KET S R~ 2T 5
DThD, FTIAL - A—UrFEMNERTRTHLOICIMY B ENT
WE, (22T =T OEEOZIRICH D EFOMIOMTIE) /&
BREBIEELRPLSLOAEIT ELN, SOSDEERERBRLENRH -
720, KEZREIZEEHITS BRLEY LTV, BEZHITE S THB
OO XD T HELTCT, KEDIS LT =2 ixllATHKRD, TOELET
X, RBIMEE L DR R0 DL ORI, PEORBEREED L H 25| &
B LAICEICRATND ) (249), ZOXI72IAN - F—Uri, [V

A RKEODEETNEZEDOTHAEANY = A ICibii T8 [ (240)

EHr Lo, —ENY =V XIS TH D, LLIDIR
Mo F—UrsNETN—LK s 2 ROEF~HBRNTWL &, ETEIFT5
HAIZROND XN = FORBEDEOEMMN S TZATEVED X |
N TEHOBEZ THRLIZONT, HHLIHLIZIFESOVIESV EHxEHL D

T ->T) WS DTHD, LT IRFAARIEEZ LI-EED LD
REHOWEZ S, OB oM, ThbbI—T T4 FEOMMN
W, 20 [ZORBEOFKEFOIITIEM ST T\ L5 Ty
%, DEV IO LIEMENLGND LT, TA—AX - = R, AM
DIERERENE, A D 2SI s N =V ilifkbhl-=/ Y - b—
ANHIbEWGITICME L, ZOXNTHE L TREINTNDLIDTH D,
TROLTNV—LRX - RFI—TT74 FRAZ LS TEDHE L, Ik
LHEEICE T, AMOBREERMTH N 2=V FORANLFLNE
TR DTh D, WrEOHRF, 2V AT =T RIANAVT 4 — T L —HKIC
BThra—T774 FPRAEZEIPOHDHL, TORRMELEHRIZESL L
W EBWZ ALY U ARKRO LS ITESATV S, T2 BT 5k
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IRLU7=, BT+ A, MEADERRSAS &, WHHEL, BIZH O
FAEMzZAHZEIXTERNORE] (394), 207V ADOSEINRT LI
3—7 74 MRAE, AEREHZ DT, FREEcEl 0 g RIS
DEFHbOD, BLBEBREIILD T HABBEGROLT b LS EZB- L
FETHYTTNDEDOTHD ',

ik AWM EEZ2ERT LI -7 74 P RAF, O R~ v
(Thomasin) °7 U ADFEMEICEE L, OB HOKEIE LD . ZORERN
P OASRIZR L TED LD REBE KT THCEoBLERL, L
Mo TA—T T4 NRABBELSETZ ) L~0 [EH] bE, THfic
Zbhbhenwk s RBOE (247) 2L VWo BN LR BLEICE S
EbLbOTHD, EEAMENVEALEFEHORELZRO VI —TF
A RNRANEZ T AEDLERNRRS, B TE D Db RNGEE] (253)
WKLo TRhREINDIDHATHDL, BRAIZIZILEITI—T T4 PRADEIX
0% [V =2—F] (ude the Obscure, 1895) IZHB W T, 5] PR
DS H COMENEEIZZ b AR5, Ya— K (Jude) &EKRODZR
WZER I G A R D Ll 5 A — (Sue) ODRIZCHBET D HLO0RHDH EF
ZHTHAI'Y, WFhictLookoic, 3 —7F74 FRAZIERIC
WM T N—2 X =y NiE, BPAMPEEOLZAOHITHLHLDOTH
A

IOV, BREBEORBELTOT =LK - 2 NE— O
B &, AHMOBESCEENIE T L2 HROPKIZEIA N - A—T 7%
5O E LT, ZDmEDOMIC NEOKIEDHBEEZZMT 5 ) ==
FOEBORENRERBIIORSINTNEETEBIE, 2=/ Ry - b
—AD, BERIBEONT U AD EICAEENDHBSE (MRS T T 0 —)
TEOLNRDETHAI, ZHLENRTTZT740—0bY HIX, WOLH7% b
TUUVDENPL LA LNTHS, [ M OREIBOMOEELZ, ~NY =
SV B o PPN ENLIEDOWVWT/INSIL o T, a—T 74 FRA
FZENRZERSF> TV, LEWICIEBROR~EHATH-T, < TAKLE
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FEDEHFOFOREOCD—R—HEXBHFOHFLEONPUIMNIIT L DD
RNOEVIESBLO—H——E72oTLE-T] (217), b~ iEIvUA
NT 4 =T L DIELOM, ARTHL2I—T T4 PRADTL—LX -
VROFEH, NV =V ERNEO DR~ E—AEo T, FREO
FEREINESHEV RV ED LT Fw Y OEORIEIL, Zh
FTHELET-TCERLI—T T4 PRA TROBLIERHEBEORLED IR
WPZBRAN R b D ThHo e EHEHMIR LTS, [Z0ohXbWiRsE

T CRBZE ORI DOMkD, HbOLonrYHETHHOSH S I
—7 T4 MRA []) (440), 5 0FEOL E LI LS LT3
WEBFH2b0E LTI, MEEBHFOMADT] Ly, BH %R
NZSFo T NTERE ML MBI, h~T U Es %k, [HZ) v
9 A CDOREIE DRI T 0 o ThE LWIRE OAIE 22 B A THhiidz b
WD THD',

L ZATEDBIAMNLND LI, =Xz Renz=v
ARIRZ DT Ny - E—Z20RBEREBTTCVWLIHDIE, 3 —7 74k
FZO THBYOM) THDH, 2TAT =T, 7 AV ADHIRYVIES
DENZ, 7V AENWEESICT V=L R« = ROSF AR &7 g &
SRR, ZORBOBEMZOWTUTO LY R ENH 5, [HERD
EILIZFH Tholm, REDVWDTHVOETEHENT, 7—L R+ T
VROBHDAMAEY DTEHE TITo Thiz, BLEEAAMHIITEHEY
OMBAZ TR EL, MIFEE ATz A75), 2V AT —V 7T
T N—LX -2 FOZEFETKDIHOD, HBEZIZZOHABY Ot %
WED 2721 T, FNEL SO THIZAD Z EIXTERY, FBRBELRID
TZOHBEYOMELSCDEIENTELZDOE, 7V ATAOHEY ESH
FEO—ANELT, B LTI —7 94 bEEHhEZELEETH D, TK
JHZp 2 7 27— Tix, HEVIES O LIZONWT, BEY OMicd
DMLY, B ER—FORNINE T2, []. 2T AT —TTIL,
DN ANDEZAIZEALTHRZRDL, WEETIZZOHWERFEDOH
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E—ELRIZENEhoTz) (188), T Loz, ZOTNL—LKX - T
YROHBY OME, =2V AT7T—v T BHORANIEILET SO0, Bk
ELTHREINEELZORAEZH T HOTHDL, 2o &iE, THED
DMl DIMINCIER DT 7 R » b — R L &WEfE, T— AKX« 2 R
BHENE T ONTWEZLERBLTWVWELEFX 5D TIEHRWVWEAS
I, A—T T4 MFEOHEY ML, TA—A KX - =2 F={EREHEO
LA TDLLOE LT, =7 R EEOT W2 H 35 HODRA
RIS, BHLLTHEISNEZELOOHRZET, BT L L TOMELZH
RTWNBEDOTH B,

8. IV FY E—REAVRT—OT7OHERME
TOLEHRRAREGEEDOLE., Zo/hiota Ay, AYRXT—LT
HED LI RBEEEREZLTHDEOTHS I, 2 VAT —V T LT/ K
YOBBREEZHICHIo T, ETIELTOSIHESEREFT L THIZW,

Such a perfect, delicate, and necessary finish did the [Eustacia’s] figure
give to the dark pile of hills that it seemed to be the only obvious
justification of their outline. Without it, there was the dome without the
lantern; with it the architectural demands of the mass were satisfied. The
scene was strangely homogeneous, in that the vale, the upland, the
barrow, and the figure above it amounted only to unity. Looking at this or
that member of the group was not observing a complete thing, but a
fraction of a thing.

The form was so much like an organic part of the entire motionless
structure that to see it move would have impressed the mind of a strange
phenomenon. Immobility being the chief characteristic of that whole which
the person formed portion of, the discontinuance of immobility in any
quarter suggested confusion. (63)

FoMBoO#EFEIL, Y LENTZFTICWAST v 2 Y — - 7= (Diggory
Venn) OEH» L2 &N D THD, WED EICNL T2z AT —V 7T
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OEEMTIRGEE L<HML, TORKEERIIREZHERTE THEN)
(“homogeneous”) THDH & I XB_XENTWD, F-% ZITFET LM
2 OMEROICIE, 2V AT =V T EELEO T, [H—M] “unity” &
IROLAVBNTVD, ZORIICHEKIT, BECWE, T2Rbbx 7|
Vb —RLEEAE LIEFEETHD I ENEETE D,

EHILZDX )ik b= R L OAIE., BRI - LR HE
HONIZBWTRENTVWDEI LD THDZ N TOS| A b HfRTXx
vl

Suddenly, on the barrow, there mingled with all this wild rhetoric of
night a sound which modulated so naturally into the rest that its beginning
and ending were hardly to be distinguished. The bluffs, and the bushes,
and the heather-bells had broken silence; at last, so did the woman; and
her articulation was but as another phrase of the same discourse as theirs.
Thrown out on the winds it became twined in with them, and with them it
flew away. (106)

EOBIAF® “a sound” EiF2 T AT =T OWETH D, BIZEDS SR
7o —ZADTHEAENRE TS KOFREFOFEY 7] (“this wild rhetoric of night”)
W2y AT =V T OWBNAFITREV A I, o THE) (“Dluffs”) <
[#%) (“bushes”). b —ADFIE] (“heather-bells”) (ZI\VTH D IEERIL
WONTWDIR, ZRHHKROWELRHBAT, 2V AT =7 OREI
BOWTHROUWRITHONIZDELBRRENT NS, I HIL2TRAT—
TOSEIIARPEIFMEZHLSETERLABLELOIZTES, Th
W TRUCm > TEIF2F b, BbAEBICKEADE, AL V- L X ITHR
ATI WL, BRACHELOAIZ, SEELRET DO TRS, ZOHFHE
TAICL > TEEMICEE A RAT ILDICHFET D, [Fo 0%, i

LD BODLIZDIT, — W0, BODL O L bEMT LD
oK bNIEb DD L IITHATZ] (119, WTFhIZELZD X2, &
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HEESPBRC L TR RBE A ST, REEFERPMY T 1 2
—VLEROMRIZBNT, 2R T VT EZ T RUOE—ITRENT
WHDTH D,

LWL AT =T HFIR, COokH>Rz 7 Ryt —iKbT 58850
FAEEZBLL B2H85, FIZEZ o8N8l AL Hmod CEEZIC, KO
&0 —Hinke <,

Yet that is what happened. The figure perceptibly gave up its fixity,
shifted a step or two, and turned round. As if alarmed, it descended on the
right side of the barrow, with the glide of a water-drop down a bud, and
then vanished. The movement had been sufficient to show more clearly
the characteristics of the figure, and that it was a woman’s.

The reason of her sudden displacement now appeared. With her
dropping out of sight on the right side, a new-comer, bearing a burden,
protruded into the sky on the left side, ascended the tumulus, and
deposited the burden on the top. A second followed, then a third, a fourth,
a fifth, and ultimately the whole barrow was peopled with burdened
figures. (63)

MATEBICLEDNE~DERDEFEANCL ST, 2T AT =3 TIXZ DD
REMWLTLEY, TNETEHRLAFOHFEN =T P& — KL T
WIZDEER, HATLENEARARZFICEBAL, SEEIELORNR S Rk
WFE> TV ERLIRNRR, HLIET—AZDOENOILELEDLDTH
Lo ZOLIRITHIEL, =7 Ry EMNATZLORE RS 0 729 I
H S OENEXIA ihé@%%@biok#é&ﬁ®5u%%%bfw
EERDDTIERWIES S Dy, ZO/NgaD B TR, A AT B IR
R BEMEREIR T R — R IEL TV A HEIETH DM, HIEED
TLEHABLTOVARY, LML RTF— 73, BHORNIC, FIcHY
DERSSEEDONICT T R EOMEERTHOL ) REREHORTND
EERITARL., ENEWMLL BAE8ES D TH D,

- 98 -



IOEIICAT AT =TI, =/ Ky - b — AL EBEOMKEHN
DOh, T R LML WHEKEZ RL TS, DEV =S FUICH
HZENTNL ZEE, FBRICE > THEDOMAMOEREZEKRL TV
LEZBND, TNEBIT DO, BREIXEZ L TEXHHACEZM
(7 Ry - FATD) DHUIVEEZES & 32'Y, fikiz=/ K- b
—ADFHICBWTHEN LR L TREEG SNDZ L DR, sfidhiz—
EOMEEE LTORCORFICENEZIET I LT L2OTHD, T 95 Lk
ORI, oAb Ean 175 CEoTHOLOMAMEEZRE > T2
LoD, FRYRH =k B R~DF L3705l &P o T, &
ORICERRAEN TN THOR] (Heart of Darkness, 1902) &7 )L/
(Kurtz) Oz, WO CGEWHEERH DL EEXD2THAH 'Y,

4. AYRTF=ITEYURY Y

Va7 -7 U AF Y7 (Julia Kristeva) I XHiE, bODENLE FD
RARICBNT, Yo RY 7B IA4T 4 ZIZAWVICHT HHE L THRE
L, 32bbY RN ZIZENSLEZ T, —HESILEN>EI AT 47
I, EEMICENEFI SR FETHDLLEE D, SHILT7 = I =X ANHE
BND, 2OV R JIZE o THYLSNTEERSCSEIREEEE, 2L
TIZOBERSLEHEAEROBIEICHFEL, TNPITZEND ZE D S50 fRIK
FTAHAAREEZRDIZEIFT 4 705 T Lt TNEREOR
FohTng e,

AYRF =T L Ry - b — ZOFEMEIE. TE DL Lot
CIAT 4V ERTHEZAILDDEERD, ZOVIFT 4 VIXENLE
WEFT2HDLE LT, 2TRT =T VI EAD A O TR E MR L,
W DFAEDOMAMEEZ T RO~ E | ThbbE~LIFLO LD &
by LMPLATAT =T O D —o0MMEIZ, HCEZHELLT<NDb
DELTOF AR 7 H#BEL, BUEMEORMI-23—7 74 FED TH
B O ZREOETHhD O THD, TR2OOLELITIEOEMN S B
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COMAMEEZRNETEOE LT BUOFELNEICHETLI0TH D,
BZIETANT 4 —TIZONTNZIE, HOBEILEL EHAITH S,
HEi LI, 2D EEORRMICFEZINA, ERBFEBED BIFREI
FoTEnEZ#HE L, BCOHR~NLMVIAALTHWSIETH D, Fiok
OFEL LML, FOLTORETHKESN TV Ry - E—RADRE
TR O NMRFEMAABL, Lo & AMOFEICHZBLI O L
LELDOTHo'Y, ZOXICTANT 4 —TVORET, =7 R
BN AT =TI ERbDMN /" EI AT 4 7 20K L. TAH
FERBPEBET LV R ZICKEENTEbO~NEEEINEDLED L
ZHBHOTHDH'",

FT U AZOWTIE, ERHREF U RY 7B L TR Wk
RN H D,

The lineaments which will get embodied in ideals based upon this new
recognition will probably be akin to those of Yeobright. The observer’s eye
was arrested, not by his face as a picture, but by his face as a page; not by
what it was, but by what it recorded. His features were attractive in the
light of symbols, as sounds intrinsically common become attractive in
language, and as shapes intrinsically simple become interesting in writing.

(225)

7V AoBIL ) (“apicture”) & LTTIEZ2L IEYO~—] (“a page”)
LT, ZLT THZO L O] (“what”) 12, AN AXx ZWETDHHLON
BHDHLEHEINTWD, DFE VI, Fixle [ Lo TTEHN -
RIS (=R 72 HET DL D) ORMAEDTHD, =6
WZZ VN3, 27 Ry s b= AR T AT =V TR EBEND & 5 REE
BT, EEEREHFICL > THES UGS TREMICFELZE] (“sounds
intrinsically common”) X [AREMIZH M7z & @) (“shapes intrinsically
simple”) &, E#¥ (“language”) X° 307 (“writing”) %25 %25 2 &1C
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LoT, BRXEWEAET D W) ~ THER] &2 (“attractive” /
“interesting”) b D, TRHLHBLY LRI 7LD~ AEFEFNED LY DI
BEHOTNW20THDL, ZOLICHEOREILZED “symbol” HIZH D
LEADTHAY, VAT TiE, ZTOLkH7, =T R0 EE
BT, Bl WP LML ERNNL TN D EHT DB,
BBOICHEOH AL TN ET50THD,

LLI ) Liea v R7—v 7 OfmIL. BEOHB AR >ETH <
s 22 DN EACRE B AR < U OFg——B 2 TR & (2T EIFRD
B HITFTIEHRY) ——ICXoTHHALNTHA S, W, T EF
ERPEET 22207 — Vb - AX U H— R (FEERE) I Lo T,
HOVNEFEOREMOWENE ANMOBFERBEICL TSI L, Bkl
LOTHD, KmDBEETHLHBRARLRN, =7 K - b= T Z Dt RO
SR EEHEL L COMMEMMET 2 b0 TH D, £ 5 LM & 22/
=AAR T 4= Ko, BEZVVARY 77260 OBIRICHE 2 ®
{EDDO—D2OFEL LT, HLITERDEI2HETo0THD, £
Petix, ERERT, TRDLME T, BY DL OBRNICH IZhR2RZ b U A
NT 4 —TEDHFEELELTVWDLRE, FEL TR TEEEIZONT
WD X 5B EE T D,

A sudden recollection had flashed on her [Eustacia] this moment: she had
not money enough for undertaking a long journey. [...]. Could it be that
she was to remain a captive still? Money: [...]. Even to efface herself from
the country means were required. (420)

AYART =T RNIANT 4 —TLOHFEERKL, ZOMBRILERIT D
ELOOHDBRMIT, SFESIT, OB T Ry - B —RATHELAE
., Fn—KbLLH 9l TLH L, 1] HLixHzuoh
DEIDRBPEEHNT, I FoTITVEsTWHNl Y, £5THll
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ThHhoZLHENEFICL > THEDOEIZSIEAENDI O L ST, %
SLTFE~AREITLELTLEST) (420), DD~ b,
vV LR EA, REBENOHEASE L2V ELD LT oA
WEIZ, ENE I BUEERELOERZRBNLIONMZ 27, £ L THK
ROSHIDE LIENEEN, TEELXTEOEE, HLOPNEHEITHEY
EERTWoTz) (421), LA L EOSIAXICH D L HIZ, 29 LIMRR
RBIZBNWTH 2k, HLIEek=1ta RFEHN RS VR VIV B
LHDTHD, BiEITWDIE, mEICHELI s - BREZHRLEED
BELRLERTHY, #HLBEOMELRDL LD THD, FETEHEZT R
vE—RIEL, BECEMEOM, BVIIED S A T I v 7 RREARL T &
LTCOEIAT 47 EOMEEILTE D ET DRI, HALDONDMNN
ThaBne 8Eod, RBEEFTEBLV I HE - BRFEORE=V K
I OEBIC LA L ED XD LT D, ORI ITEERLEIFT 4 7D
GBIV AT VT ORIZRNTEZYL, 2FERKLELTOAE, =
J Ry b= EFRR H) 2% ) T AEMIET L LA EE
LTHED B FITEEBA LI —T 403, ZOGHEOHLEHFRL T2
BLNOLNOF TV TERLRNOMN? | LURI T RT—V T D%
. ANEORIIZBN T, BRNITELNZ D ThoTc b ZADEIAT
47 ~DIFEERESELLTH, HABHONICEED TN EHTY
RV 7 RbO~D, BEEFULVWETOEPOEEZRLTNDIEEZXDTH
A5

L L ZNECTHRATE L9 BB, a8 H oMt/ I4
TAT = HTRFELRRL, i Tehas, BHICK-oTRLAZVD
DELTIARLEVWERDRFEFDICHEZR LEZbDEEZ2DEAH, OF
DVEMHTYH R 7 2 bDICEIBOSEZME RO, HLITFDORLD
W, BHORNIZZE LD LMMEEZREL LS LiIxELT, DLAZLEZR
7, ESOICITHCOMAEOIYFFICLE I L EXTHDOTH S, ki
BBAC 7 U ARVUANT 4 — T, ETRHTFvy—V—ICETRES THDH
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S k. BEARBLT D AMEME E0 S BBIRA . BHIC L AR N ST L —
DOFETH-TELEZXDTHAH, HMEIIBHEOBILE NPT IFH N
XL, bOITFRIEE, KROBLWVIEEZ LARRL, BEBILELE VIR
TREHR THDZ L2 EDICMBLOL Y ET5H, ERELITIBATHD
TANT 4 =TI LT, IRLTHHORICALEDLZ EE LR, [V
ANT 4 —TFA5ET, FRICHTWD LI THT, DETEHEERZD
ZFANL, —ELBAD ESbhi-Z 7w (164), fiiix, M
EZBESOBENTHL, WESCEME, $2bb o RE-2850
FE=IAF - A —TUr7~OBMHICIRAZEIEHTLIOTHD, =
I LWL DOFTEIL, HLICE > THMES, BUEMEET LY RY 75
BRTIE R, HLETEMETHIESBE DN, BHICL o TR LN
ML END Z EDRRENALBNTHoZ E2BEHRL TS, 2E 0k
WS TEEROIZ, BT/ FrTebil, =27 Rreitfg+ok
Pk - EI AT 7 HERFFLAER DL, HET=T Ry L3NS
SNDACRDTHD, Z5 LB EDOERZT. UTOLIREENL D
HgTx2, [[] E—ARZARICNRTREP2TZHINNWATRT E—
—FhE b, BT [TANNT 4 —U]l ZHobBEBELTWELWVWWATRLT
Ll (156) £V AT =T B, UANT 4 —TDOHFEOF K L
BKLIZDIE, £HTDHI WL THHEOERMIC L > TR END A
EEEREN AL IZEL LRV EEXLND, TAKEE L TAPIEKX
WHHF CHELS 20, BAL LTITEIZ B2 LATIER 60— g
HTELELTHRoLDVBXTARTISRbRWNWZ b, []1]]

(407-8) ,

LML, 2URT—=vTIEZOLIIE, =7 R3S, 72
BOOBMEOIWE bR OF RO E L TOAC A L X
DETLHDIEN, O LIATAITRRTRERZbD L L TRDLI D%
B/RWEMICH D, PIZIEELOFEELETCINEEHLT v— Y —Ioxt
L., 2URT =V TEZEOEBRGNLRVWED Z LY | FE4E 5 R
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DEMAZTELTAHALEY LT, AEOLME LTOR LA WIER Z RE
FETDHORER, HBRESPK LV EOEFICAND DX, HFOL
M (=740 nkbo) ZREBIZLTLES>OTHD, T72bbL, F
¥—U =TI PTThHor VAT ADHIEVES O/ LI X2,
PWtcid 156 SEBESO T2 BT 52 L2 WIHFTOTHE, WL Bk
DLW IRUAT-VEREZ TR LAZE LT, AEOBHEEIN Lz
FTRE (T RE) HR=T 4 VIR EDOE L TLDRRERN, K
TRBHEREOXET HHRINCBNT, HSETHCLOEEZEZEE D
ET LU EIX, FRBEONICE DD Mt - FEMEZ R LT,
RIFNERLRNDTHD, ZOEIT, 2TVRT—= 7 &0 ) AHOR
Bk, HANBC (=891 LBEHAC (=&t Lok TR,
Ty Ly NRENICEDEFER LD,

LZATAY AT =V TR, ACZBHESH R Y Z IO &9
ETHEE. LELIBERICHALZ 2R AZ T b, T ZICkMe LT
DAY AT =T LGFT (A=) L ORI O W TORENZELEL
TL %, Llcbib_7=koic, =7 Ky« b— 23 &M OV 726
J72ZZMThY . HLBFOEEITMNE LT, 2V RT =TT RAROH
ORI TEDAN—ATHDHEEZRD, LIPLEI) LILHCOES
SHEL, BHEMELEOMWEECERFLED L7250, ORI ZH
5720 D) &) S0 T 57200 TR, BLFFRIHALZIH Y,
MEMICL = R L ORBEZIINAIETHOTHD, FORTEDHH L
LTI, 2V LEDEBBEOLT AT = T OITERETbND1E59,
BHZRE Tho MR, By E=S Ry - b —2 & OMREEZ R
EBHBULIAD Ty AT — U T, sk, AZEE WA O
MeFFE . 7V A0BEBLLE LTV RY 7 ~oifHoRICLY
YRV ZIEETALOL L TOHOAEMEL, ALy KoL oo
FELTWEERNEREZH LY 2 h0 L A=V F 7T —2X
(Alderworth) O H=EIZEA L Z H 0B L OB 2K >BE I H 5, L
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LZENPSH LIELL LT, ZVLAEDHFVOKR— TR~y x
Ty TIE, RBICEHFAEALRINSNDE PO L S IZHEATNS DTH
', ZOXINREEEZH L, BRNERE L V) oD A= T,
AYAT =T L RUODBEBRO OO, Thb bt L @ME L LN
FREBLTWDHLEEZHLDTIERVES I 2, LB T [IFH] (258
N TR F—MHWI, V=L X -2 FOI—=T 74 NEZIILD &
LT, RN LD (BIA4T 4 27) OMEEFI I O LIE,
Thbb, =Ry =220 LD AMBEZMED 9 T & &
L. BRIZBT 2R 720 E LTOREENL - #ELZET O LD
REEEH VLI LOLELTHIINTHDIOTHD, ZORICEL Ty v—
U—"+ A+ 2747, TBWNJ (“indoors”) (54) #2 T AT — T
> C [JE7272#]] (“alien space”) (54) & L7 BT, H&iZZzZ IV AED
WIS%, BOOBICK L THBBNICES Z L 2R ER ENELDO LD
G 52 5EEFELTWENY LLER_RTEZ LS B ND

EFXIL, HEAARKOBITIEI DL, LLAZNIET=2 VATV THHEOERE
WED2bDORRENET D RMEIBANTND

5. #5H

AOBHE TR AR E I, =7 R bB—2p, THEEE]
(Immanent Will) ZIZUHETDHHH 20 - JFHNCETLINTLE
IETLHOEIREREY TH D, [WIEEE] KRRIhD, HD—oDD
BRI E ot b DlE, EEREEHO, ERAOHE IR LA &S
WBHIREE LTRETH 2L 25, HI2X T7A] Z2EIZB8VWTIE, b
nA Ly, FA (Tess) DAZDEASWE, ANMOEEEZBAT-, HDHRIC
LOMDOEENMED LSS, A OFRYLHKR, Ba#BICRB ST
Wb, FLTENERTHEIL., T AOWBE~EELBERRENL 25T
WSIBREEZR LMD ZENTEL0THDL, Lol [] o= Fo -
E— A0, FIER ABORER - I K - T vy Y R Y
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RSB EREE THER ONEICHLEDLNTLEIGLAITH B,
LER>THERAMEZ 7 Ry - b —20BMRICEBWTIE, BICHTE N
FOHY HERETLIXMIHZIHDEE2 L, oA 7RI
BI22BREIFTEHETHD,

Flx Py - be—2BKG, HOWDHODERME k4 il
LTCLEIEMAEHRTWS, Fl2ITEENREE H O DD AT L
L, ZHRUCLER o THEIZEARLITHL W ead —7 74 FRAD, F—
N7 T—=ADBARIFBORIZH D> COETUOTREFICH 0, i
FaERRN, HTERSIERIBRBMINTVD, THELZIHLHD
WEETZE > TAHT, BIZEK-TZZ LR B 20z (338), Floa—7
TA NRANDOEENOL LIERCEE~OHEBFZELE T o7 BE 2 LN

LHhvwvrb, ROP, WELEOBENFHBEPRE CHEIZEK > T35,
M7V —2bX = FPBRLEBEPT, BIZEK->TLE-TZD, LT
REBETENRFVZVO, ESFFTCICHEEH L TRFIW ! [-1]) (431),
CHLEFEFIE, T—LX - RIZHDI—T T4 PFRIZBWTITH
XL SN DA R RESHELL, =/ Ry b= WI AR 7o
= R EICBNTE, B Z0BREEL RIZLERW I L2 LM R T
RlZ7oTWNWBEFZHTEA D,

TOLEZ TRy s =R ZEZITEE 5 AB O - Btk o5k 73
fREGC, taAfy, 2 AT—YTHLHCOHEGR EHEGROMEFIC
FEFT TS, BATHD L, AMOERIZ, B EHABOBRY LD
2R, BCOME—M - MBAMEORF~DF I OEFGETH>T2Dnb Lit
20, L2LABEBELERHO —2>TH- THNIE, £ 9 LEEADIE
BRICBTAEMBOREEIT., ARBEONICTFET D ES DD TIERNWE
HIM, AVAT—VT hER, ACOFEEOMAEZERL, A%/
DOEMNOLRNHE D LT HRBIZBNT, HEXBHONIZHLERDDZ
DORICHICEZ TS PN TV ST AW DTH 5,
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WA FFODIT TRV D TH D,
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LITEFLTWS, £ LTI OESNRERMEHL, %560 =747 ) OB [Hik=mik]
DB, TNDPERHSNDES L ZOBHRICEE T L OICRAD L) ZEITRR LD, [, Zihut
ZHHFZBGANNTET LT, ZOHR=EDONIERI BN 2R DB ZEZ DD Th 5,
IR A=A L C OSMENEL DX 5 LIZIRIR, Ellc L > T, BkEhb b0 (=7 4x) O
HBIRIEDIEAZ DG DI Th D, | (Vv w2 - 7 VX [H LB MIFHER Gt : SUEER, 2005 48)
1712 H), 7Y o uesive H] 13, thaelndd~—ny Marlow) OF&ELT, (7
THMHFE A OBk SN b (=74 x) OBIME (=T 23X (=S5 - \n—L) 1285
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P FHEEDBIRIZAONTIE, 2207 » 7 VAT T 73 [RUONS) <77 Y=z A4 >Rl #2158
HER G« BOZEHIR, 1984 4F) 1ZRELLY,

16) VANT 4 —TZDONTor—U— - A+ 274 VIHRO L S 1TERT 5, “He is uncomfortable in
the presence of the heath-croppers, the wild ponies indigenous to the heath, who are noticed but
virtually ignored by most of the Egdon folk.” (56) $FZ7 = > & OEAZFOMET DL T, FASLT = 08
faf& b 72U “heath-croppers” #5727 LIFIGEVA D UA LT 4 — T DENESI-> TS, ZDLH
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‘Barbara of the House of Grebe’ (2311 5
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FTHEIN—TFT (ICEFH LN, ZOEMZLEFEZR S 0 v I —OWEICZ
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TENCEY . N=NTREYFOZ ) X ROHETRIERBTHDLINE
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V4B —RADOREIZH LT PR LWENA (passionate pity) | (267) % &
C. & RO ThHHOWMRIREE] (268) 1Zka> Txrb 3 < T,
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KU —ZXDOHEEPGHEINTEY, WENRWIZEHE, HIxEOHT
AIPNRESEMLIEZ LIZKDL<, N=A"TOHIZIZ, TNETREZ
LD [Fnewil, oW LEbNEEROM] (268) NENAT
Wiz, 0%, Ty 77 REZU—X 3, EREHRERLHKTHL, A=
WZEWTH DB D> THBNICEEZFEB N TWDH I L a2 D,
FLTHOWZHDME, Ty T I RET =X FANA=N"INREIZA-T
WS DIZDWTITE, HEOREREFEHIZT D,

. . . Barbara within it [the closet], standing with her arms clasped
tightly round the neck of her Edmond, and her mouth on his. The shawl
which she had thrown round her nightclothes had slipped from her
shoulders, and her long white robe and pale face lent her the blanched
appearance of a second statue embracing the first. Between her kisses,
she apostrophized it in a low murmur of infantile tenderness: My only
love how could I be so cruel to you, my perfect one so good and true I
am ever faithful to you, despite my seeming infidelity! I always think of
you dream of you during the long hours of the day, and in the
night-watches! O Edmond, I am always yours!”  Such words as these,
intermingled with sobs, and streaming tears, and dishevelled hair,
testified to an intensity of feeling in his wife which Lord Uplandtowers
had not dreamed of her possessing (269-70).
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TV Ay MM, SHFICEENFELZ RIZTTELE LTlicET 170 —
TRZDN—=RT | ZROLHICEEFHE L TWS: “In Barbara of the House of
Grebe we are introduced into a world of pure Evil. The tale would seem to have
been written solely to provide a satisfaction for some morbid emotion.” *’ [
iz, =V Ay NI, =7 4 ORBEIEMIZRIT 2 Tebm 2 &S B8 13

OB THY . HHLWAK] ZAB—ADL D OEREZHLT
WHEFRELTND Y,
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RO TIERVR, =1 h~=71F 19 #EKIC/R->TH, BEHEOM
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DEFICENIE, =a b~=71% T2 R EE 2 K > TR T bh
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(nymphomania) & IXXBISNTWD, = AFa/iE, =1 h~v=TH%k
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D AT, BRI TH DB E L T RIEBE AT TED
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FERE, e b =7 LR SN LMERE T, ST LR LI,

ARIFFRTRELOEVEEZRF S A E LTI TWD ZERE0, K
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In erotomania, the eyes are lively and animated, the look passionate,
the discourse tender, and the actions expansive; but the subjects of it
never pass the limits of propriety. They, in some sort, forget
themselves; vow a pure, and often secret devotion to the object of their
love; make themselves slaves to it; execute its orders with a fidelity
often puerile; and obey also the caprices that are connected with it.
While contemplating its often imaginary perfections, they are thrown into
ecstasies. Despairing in its absence, the look of this class of patients is
dejected: their complexion becomes pale; their features change; sleep
and appetite are lost. They are restless, thoughtful, greatly depressed in
mind, agitated, irritable and passionate. The return of the object beloved,
intoxicates them with joy.' *’
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BN TEE] THhdrEEN, Z2I0b®PLEZb0Ee<T TRE) v
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FEDH—HT, KM 2B glans 2 ETU RICREY | £
DFER, THEHEN A T A X —RNRHIEE -T2 5,

I

(B ORMTHIBFE 27 2T VT 428 THZEEEREN
FoR—=RF1T, Ty 7T RET—XTEHFEEND LW EI a2 5, 7
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V. ZORZHREFOLROLEDOKRERE 7 =27 V7 2103 2 0E
BIX, 7y 770 FE2 T —XDBEICEEIN TV LR D, N—1NTF
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DAL= BIZ Lo TSN D Z &iTRn, ENEZ AN GEY FIT
Ty T T REY - ROEMTAEEFHRERLEERGDE, BETH
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The upshot was that the cure became so permanent as to be itself a
new disease. She clung to him tightly that she would not willingly be out
of his sight for a moment. She would have no sitting-room apart from
his, though she could not help starting when he entered suddenly to her.
Her eyes were wellnigh always fixed upon him. If he drove out, she
wished to go with him; his slightest civilities to other women made her
frantically jealous; till at length her very fidelity became a burden to him,
absorbing his time, and curtailing his liberty, and causing him to curse
and swear. If he spoke sharply to her now, she did not revenge herself
by flying off to a mental world of her own (274).
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DTHD, W"=NFTRT v T 70 RET =TT D0 LW 2 )
ZHILETERLRY, 9EMOHNEIC 11 AbOTELE2HET D,

L, REGOTFELRRETH7ZD, FHATELS o2 LT,
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k<A « n—7F 4 (Thomas Hardy) ORI (27U —TFD/N—
Z | (“Barbara of the House of Grebe,” UL T, [/X—F | L9°2) X, 1/
DALy ZIRBO LD ICEZ D, BEREZERIILT, 7Ty I I K
7 — X (Uplandtowers) &5 T v 7 X T —RNEZLEL, N—RF L
DHBENZT —ITEHLONTND, FT—DRLTIE, V4rTUX

(Willowes) DOBLWEAG O/ A~ 50 LR X TWD, AR T
»5,

T ORERIE 18 B 5 19 R ATEORE KM Ty 7R DR
BT 4 Lo TS, NuT g &t SBIEICHAEZIEZ TRITT 53U
% criticise T2 ThHhD, [X—NF ] IZBTFL2Tvy 7387 10K
BT —RMBHEEIAEINTWD O, BT 7 /NGO & fEAK L,
il %22 TWD DD,

TA T4 > K% — (David Punter) I, SEGELT T > 7/N0T 18 kit
HATISNT D TRERE RO BRI KT D IR AN TN D SHERS D, DFE D, e
WL b7 BsRoOlN Literature 425) MHAEFNTHEEAT) T, BfEELWE
WS LT, REED M T U~D L 570 b D) Literature 425) ZHIZTD, =
Ty VI OSERFROBFEARI\N T Y | THIFTEE MR 332 a2
MLERFLTNDENIDTHD, 7 ) A R—LF (v (Chris Baldick) (Z&
MUE Ty Z/EUT THE%D DV TR O IHZEORIR FE L B0 (xxi)
ZHES, BTy 2 NUE, PRI K> CERL IS (xxid) 2SO OIETET 52
B LIRS FRERSR OB LA ZIAA TN DD TH D,
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[R=RT | T AEERRORELZH VTR, HilT2 v 7/
HOT —~EHK L TNDEERD, LITWVZ, T > Z/hFTIE,
t—n—bbadf U BGREMFTAERBRICBL TR, 2 ANDTEL
FEE L CHREOREMLD2DICR LT, [NA—=1"TF ] TE, E—r—N2TH
REHROEETHY ., THFFEEMKEO v A L EBERPR R DL, ZOK
Bid, dl =2y 7N e ORERREN LR > TS, kDT> v 7
RRETEAE, Ty 7 OBETHLITOT v T T REIU—=XREen
ALDNR=NFLFIEL, 2 ATe—r—0DU 4 1y X&EEHoFIC LT
WL, LR, [R=RZ BTy 7IRBEORMEEZ LT, 2O
07 A EHLNICTDE, EWVWIDOBREFOENTH D,

Ty 7k, MR BB, W, HER. Bk L #7— (taboo) DI A
TV—% B VY VThHDH, ¥7 k5 ZLiF, BEERICHIT &
Tho, i —ROMEBEZEE S E2MEE 2, Lo T, flER
BOBNZZ2 Y | HEEE ORBHICR D,

N—T 4 ODRBIOLAAE TEZ N L] (The Poor Man and the Lady,
1868) %, 7LV Y H— <2 17 (Alexander Macmillan) 7226 [k
TR OBERN BT L] LW H A THREESSL, Ya—v -
A LT 4 A (George Meredith) 75, &M 7 BESREFNIIHEFER O A
D] DT, HWIHILNLHELOBRMNASHWEREZES & Tidhn
LS E2Z T (Page 334), Ziud. BEBRALHIAUKFOEETH 7 —T
ol ZEDIAETH Y . LHIFTHBERER O HER 2 19 ALK FEOEETE
PHEETWELEW) Z LD, BRDONR =R =T 1 v 7 DERE
WL7eR2IE, N—T A IFTEER L LTOHBICEL T, §Ticdyy
IR T =< EFoTWEEE XD, L, BRROFEMEIEL, A A
LbEET HRFENRT —~Thh, T2y 7 Th<Ldb, ZID/IHT
HrNTEBY, ZNHETNTIAL Yy 7 LESZ LITTERY, Ty
Iy 72 b LD TS S OIEATh,

Z X% sublime & grotesque & WD 2 SDOEAETH S, sublime &

- 55 —

grotesque (%, RFICBAT 2 ENERREE2RATIHETHY, 27 D2
RKEFZLELTEZDOOTEHETHD, & xIE, BONIHEVEDL HHMAD
FlICH b N HIT, ALV ERLIZWMAL, YV rFizniFonizimE
HAIVDIEITBZE L MV, BIEIEHBEIZEIZONT LY EEZSHE
DRNENRDH Y | FRHENREE RO, — . BEIIHE OKEA~ORUG LA
HEDIENY T, FHE R EBE N2, i 1L sublime T, %3 1% grotesque
ThHDHOEMITY v 7/ & sublime 43), =3 v 7 1% sublime & grotesque
B S THEDERELZRB LN S, 27 —2#< VY Vv ThD, Ailb
OFITIE, FLE VI F T =2 ZDOERRFELE LT, MAOTLEN)
sublime 7% H2K<0, 21001 O grotesque 23MEHON D D TH D,

ABHIZIEM NS DR IZERH 0 . Iy 71X N O GFA 0 % 58 < il
35, 72+ 7 FZ U7 (Ann Ward Radcliffe) (2 XAuiE, RHil2id terror
& horror @ 2 H Y . MEFIZIEH OB ETH D, BiEIE. AED T3
EIEL. NMEORERZMT TEORNDEZRTEE] (149) ¥ 5, BHIL.
A THEMHEE, HoE, TOMEEITLEALEET) (149) 2T 5,
L7eRoT, 7 R7 U 7OEREEMRTNIL, terror & horror 1L, Z1Z
#U sublime & grotesque (Zxfis L, M IXIEXKOBETHSD L) 0N
I e G IETH D,

LTz, BERIZZ D L FVWUNARVDOTIERNWEAI N, Tiuh
DFEIXT T, BICBT 2 EMEREZRBTLHEL LT, LordER
VEIDORHY, ERICKFITHZ LITARAERRE & Bbivd, sublime
/ terror % ERNIZBR T IT grotesque  horror A .2 T A7d L
WL, EOFHLHVEDINE LR, EDO XD R FREMEN IS & 1T
HICHLHMETERWEEZXL2OTHD (BH IFv v Z7/hji L& sublime]
44)%, Lvh ., B TIT terror X° sublime D ERA W T o0 BE L=
EWIHERLHD, N —DEFREZEMT X, sublime i% grotesque 12
WX S 7z b e &b, 18 Lo sublime 1%, D& A L, MV iTh
EEMTH o703, 21 fitfl o sublime 1%, M Cidie<, 727284 L< BLE
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b D L7y | grotesque DBLEICHININTLE S, EWNHIDTHD

(“Terror” 235; ' H =+ v 7 /g & sublime] 53-54) *,

sublime & grotesque i, 18 AL HEBUNE T, T DOEHRANANE
ELTWD, N=FT (1 FETET D200 BRICEZE. Aot
WZBWT, ¥ U X MEOMOBEDEE LW T, grotesque 72 IZITS W
TWLSEBEMOIEF L E 2D, /~—7 « 1% sublime (2B L T, grotesque {2
WL & A7z 21 AL sublime Tid7z <, 18 AL DO #LAY 72 sublime % 48
EL, TNEERISELVT A 0= INIIHRESELERTH DL, LR
5T, LLFTE KT 5 sublime (39X T 18 #AZH sublime #4593 H D &5
Do

BARBIZ R THIZ W,

AR L7238 Y | sublime X, AMICEENZR 2R SETABEED
LDHDT, ERE LIZREBEGE LMD, HlT 2y 7GR TR AW
WCF U A MEOAEMZEEL TVWADIZH LT, [R—=NF | THAS
NBEOZ, TIEARL, FREVIMOEMTH S, 2%V, THFTHEE
PER I L ASRERE L. TH D&V ORERE) (255) BSikfES 5 2 L%, 77 CIC
EFENTERHRTREFATHY . ZDHIE, ¥ D convention <°H D #F.0»
K0, boLBAUCABONEEZZB L TNDENIDTHD,

[R— 3F | T, “blood” &9 HEEIL 3 LT (251, 252, 253) .
NWTFNHT 4 r T XL NR=NTORERB RN D 2L 2R T RTHE DT
W, Elo. U4 n U AOEMNEBRORTE & FBHELERN 2722 &%,
HRECOREEE L THRT 27 n v A0@EMERL TS, —J7,
N NTZE, REMRN TLIRZATR TH 72 (265) Z&<HNLNE
BCERWBELY L, +TFERMETEROBEELZEELLFRICAESE
NEBMOFNRRKE LTHIELWEEZE X D, Thud, Mh LHipi g &R
WMOBYELFEIEL, BOLED EIIERPRRY RERFETHLI V4 1Y
REWEHDTIZT D EZRBLTCWD, 2D, LEHOITHITMHENRDL
BOBEHICL-TREEND LN ZETHY, MOEMOM S &30 L

jllt

- 57 -

TV LT, Sbic, NBEMRWE) (247) 13, 7y 77 F%
U — XTI CRIBEOMA . N— T TIIEHHRME, vomoX
TiEEmEZLE LKA bEN, Ty T T R T—X0R Mo 2 ANickt LT
BRI BHIIH D ENRINDIDTH D,

—J5. [X—=3F ] Ti&, HRD sublime & #DEF (providence) 737
A=k niZflibi T, grotesque (TN 5,

F#RO sublime (X, [ 77 v v a % A ] (Frankenstein,1818) <> [
— N7 3 ®3k] (The Mysteries of Udolpho, 1794) D7 /L7 A |fIk7: &£
w7/ E A IS T, AR ILZ R EF T X2 C 25
ERFFIC, ZOXI)RARZAELZMOERSZEIDTH D,
providence I%. [ ~ 7 > R4l (The Castle of Otranto, 1764) T, IE#72E
PR E DB EETF T V7 2 (Alfonso) OUEENKZEICHN T
=27 X (saint Nicholas) ITHX HNKICEENTEEHE LAY, [AF
UZDEBE] (The Old English Baron, 1778) T. EMRBME DT K<
> K (Edmund) Z#H1x 2% X<, ABRNTEOENTXTHWEZY T2
W e & TR D

O.E.D. (1989) (T L #LiX, “sublime” iX. T 7 > & “sublimis (sub + limen)”
MERTEY ., “sub” &% “up to,” “limen” & 1% “lintel” % F W9 5, “lintel”
Lix. TH  BRF OO LIS LA 02 LT, “sublime” 1T (7
<EFEBLETFD) LI EEERF,

H4? sublime i%, 77 v RV 7T —cizv 4 v v X0 FRKICET 555
DFOHRATELESND, TEVA=ZTTI AT AMIOERE LIz 41D
RlE, N=ATZZ A LWIRE ] (264) ([l LmoOfERaz& L E
XED, [N=NT ] ORERREL [HE 20 FI1F TRt B&bs 5 &
THE] (247) SE D 1780 FEHT, LT T v 7 /NERREORRICZH T
%, HIRO sublime (%, 17 KD 7 Z v Ky 7 —(KBREIZ L > THED
EERICHEA S, 18 BN OO HEIM TS v 7 /GO TE 2B
BLZ, VA4 r U XOFM|EL, [TATRURE Rz cotkiRe LicE
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Plik, AP, & ZIIRIFEACHE LRI Y A, BERIT EMA2 K
WiZol=) (381) &E WY a5 =R (John Dennis) 72&. 17 ffd
KOTZ v R T —fRITELLLOXELY BbE 5,

V4R ETNVT AEAOERRZE LT, KRR AROM D |
ABHNCED B D, N— T IETFROLE 2B [T AR ] (254)
ERTED, WIIMEORYDOST T, N—"F OWFHICE 5 5H THD T
BT 5, N—=A"TORBIZ ELVWOFATEEZNTONDGET, £ETH
PEZ OB T T > TS| (252) K H7EET, (LA bEEXTHEF
FETHDHT ERFAZ DN, NEICBIT 2R E < AFBPIZRAZ2E Ui
BHR, ZOHEMNAFZ VT TOKRFICET D AMET TH - &bk
Hi7s) (256) x4 L7=Z L1, 77 A &S sublime 72 B 2K A RBR L
TS AR LTe 2 L DRETH D,

Ll BEEDOI ), van U XIRKEEZA S, T2 L1IT
%1% “the blessing of Providence” (256) DBET—mAIVEHD BN, £+
NIEE DD TERRIE, AL LTTh D, D [E LWL (257) 1%
W NI RE L TR EEZELLTES M-3R E
il (257) ThDH, TahkbhizZ LT, THFTAEEREROKRE L TO
TR OEHINOEIET VO TASINDIDOTH D,

sublime DITE ST MDA A —IIE, N—=N"FZ bbb D, HL)HLEx
RET2HHEIT2EH T, ZOEWHITHBRTH D,

. she[Barbara] made inquiry of the excellent parson under whom she
sat on Sundays, at a vertical distance of a dozen feet. But he could only
adjust his wig and tap his snuff-box; for such was the lukewarm state of
religion in those days, . .. (264, emphasis added)

ZOBIAT, N=A"ZF By u X2 ERLEENE LT, &
FEHEZID D~ LR (SRS 228, ITASOED RS
ZEL, REFZANAIOFENMSZT T, ATDT R84 2H LT gy
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BB HORBEATHL I TOHEEZ R EFTH, 0 12 74— F
T, EA0EE EOMIZITE S RiERVy, ZOHmEICESRERITER TS
Al

—FH. BEFRELTEEWLEV A n U X2 /RLRNL, Ty T T
RE T =RV L R oo R=NRTOEEFTKRDO L IIZELND,

She[Barbara] even began to look up to him[Uplandtowers] as a person
of authority, judgment, and prudence; . . . (265, emphasis added)

WNe=NNFF, Ty 7T T =% TR E AW & BRI % 3kl
TN E L TMERS, ) L) EERTIRICT201%, #Tidid,
Ty TTURB TR NS ALy 7T —Thd,

—7J7. “elevation” &\ ) BFEIIMEEO BB T, 7Ty 77 FFU—
R LT, —EEZTEbND, AR L7 Y | sublime 1A% &EHD D
Z & (elevation) WO EEEFEON, Ty T T KET—-XDEE, %
DEERBRECLEZLNTWD, Ty 7T FEU=XT 19 e WD 4E
s LTk TR L 72m R 22 E S ) (247) 28> AT, MBS 2E
Thd, WHED X IR AR > TLE LB —DIRRKIL IR 7220
B 1ZH DM, "an elevation which jerked him into maturity, so to speak,
without his having known adolescence”(247, emphasis added)® £W\TH H 5
EEEOND, 12 TH 4 RIAEE 20, FAEOAMNLLHRrSh, F
FEHOWIT R A Z MO TITEH - 72 1E. AMMENREAL TV D, “elevation”
EWOHFRIL, ZTOXLO 2 ANMOEmS, 2F0 TORHKELELTALTERR
T 25 LI EEREROLSOMM ORI X E2RHATLIOTH D,

A3y 7 REOREITMH~OEBR A B L., 18 i) 5 sublime @
BED12LR>TWS, LinL, 7y 7T RATU—XLWNH AL v
ZU—E, HAOEEFETIERLS, BEORBLR2->TWD, Ty T TR
F U =23, MERECEREL SRR ML S TEA &) (265),
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2 DARCHEEIEL T (266) BV, WMELLBRBTHD I LIE
WEND, WIFVT A AT 4 v 7R ANWT, UV am vy XADELWEALEH
KLU, MR (272) EHRL T, N=A"TDOAKEMLT 572 L
BTy 7 /NHLOEEED convention Z kK L TWADTH B,

LIFEWVWR, BBV FIX, Ty T RETU—XE, [ RVAICHTH -
D, WICHLEEN Do) (273) Lo, TAHTREEL S FRESSS, B
MW oio) (275) LIR_RT, N—=RZ X LT, BEATIEHWINEHERH
ST T ENER SN EMA R Ty 7 ORF LITE T E N BT EIN D,
EEE, N=RTORHE, HTBNIFE Do TWEERDFHRED,
OB > TWTZIBIZBALNIED D EKMO LT, 50 OEFEL MY Tl D
TOTHDH, —FH, Ty /GO n A Ui, BEOFEZLENT,
t—u—DFEFELEEEIND, LrL, X—=A"TFFr—u—%RETTIY
v DEELFEINHIOT, b EL, T > Z/hF D convention
EEZTNWDEFEZD, NoNTET T TV RET—XE, Ty 7D
T TN, DED MEROM S 2 EBLT 5 LT TH D L FIRFIZ, grotesque
Mk AE T DI I EFZBHETLH S,

Ty T T RET = AR A= NT B AE % R D50, RoE
WX D FESIMIIT % (domestic violence) & LT, Ty 7Ty RFT—X
DM S EHNTWNWDR, —FH T, N—"F H Y, grotesque 72 IRIZED
NTVD, BOEGEZRESNZHE ., IR 528, 2 HBIZRD

B IND,

, he[Uplandtowers] allowed the doors to remain unclosed at the foot
of the bed, and the wax-tapers burning; and such was the strange
fascination of the grisly exhibition that a morbid curiosity took
possession of the Countess as she lay, and, at his repeated request, she
did again look out from the coverlet, shuddered, hid her eyes, and looked
again, all the while begging him to take it away, or it would drive her out
of her senses. But he would not do so yet, and the wardrobe was not
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locked till dawn. (273, emphases added)

W= NZEMNE BN AN OEERE, BE2EbE, IR
EBoT ERRDLEVIITAERYIET, 2R OTZ MBS (261)
EERSNDHNRZREICHIA L2004 TREERE ) BH Y,
MND DHTz S LW E DAL ERILT 5, 5850 Fid. EHOLHH

. D grotesque 7R ~DIFELE TR LRBT SR, 22T

DFFEVFEOFELEN=FT A DOFEFILTLE =LA,

[N—=XF ) 13, IR E LA REECHDLELT, Ty 7%
BELPEBRL LD 3577 A TR, ~N—T 1 1dTe LA, ki
TLHEHBIZEFHLTNDEINRN=NTIEHST, T r7Dyrav /iRy
WZBRATHH L LT, I¥ v 7 OFEMRMIIZ5E-> T\ 5, Aiko s
X Ty 7 ORBLELTT v 7T REU—=ZXDOM S 2#5< L RIS
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AHOK, N="71%, TIREKREAFAWT, Z2OMiVIiEE Ok % F
SOLOEER] (273) 75, ZOEK, BEITIESTZE IRV L,
TORIMEZEZT, ZOHEE, N—A"TNRIT v 7 LATHRLEZ L
Z, ELOTRIYT 4 v 7ITHTWVWLIDOTH D,

FAEDIE > To = NI BENEBEETD Z i, Ty vy
DABNCELIZE VW) ZETRAVEZITY vy X0 BN Z#E T,
TyTTURET=RENS ALy I DEEIZLEBEL, WoZ HES A
Ty DB VAT, N—=ATITHEMS LY ¢ v U RO EEFOM.
WEILT v T Ty RET—XEHLL Rofe =T 1%, £ CRICE
FTOMDEIICRELFE LT 2] (265) & LT, 2 ANOBBEIITHMZ
CThDI LN REND, HLOMBRIE. ZHIZEERS IV Y I7TH
%%,

Bl 22 OB L v D THi7=RelR]) (274) & o =ik, Ka—
RECHRIABRWEBRIAIIED Y, Ty 7T RET =X s Fv
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v 7 BT =B OE, FHIHRRNE I TBALRLDICT D, 20
X 1% AR D grotesque DEIKICER D,

Jek. “grotesque” (XEMAFETH 5, 15 WM RKDOA XV 7 Txro B
DL EEENEW S, ZOEBN “grotta (f Z V) 7T HRAE]) 7 &
MEEAL T, Z OHE FIEBROBEIZIT, B ERER O e B O AR
MEOEY R E 2 Lbo L BEERHI AN TEBY, Zh b OREERN
“grotteschi (7’1 v 7 AX) 7 LIEEN T, HFED grotesque (ZH5 L72DT
% % (Harpham 23-27; Cornwell 273) ,

NR=RNFTLHEEOWRIX, 77 APNT2ESEEIND, Va7 A~
DENE L TEETHETONREE, REITT 48 T X ~OWEOZRNH
NTWAN=ANT OB, TABOLITEZE I EHEO LI ITEDLIR
TWHEDOTHD) (264) LIEAESND, SHIZ, Ty T T FFU—=XL
OFEIENERICEZ TS DTN TN 3 E2E L TR0 7203,
WL DBIRECAAL — P E—REED LS RED T, T80 >& 4%
Wb, bobXRAtkzyEL L] (265 bbb,
grotesque itk & X, BEM/KAGIEETHY, Ty T I7 0 FET—X
W& I N —3F [T F &I grotesque FEAED EFEREF —7I1ICEHF LT
W5,

AL O HAZE S L TO grotesque 1. PUESHI grotesque & U<,
PLES MY grotesque |d., grotesque Bk %, EHEMCHEED Y BN —IK L 7o
THEOCEND, oD TEBRERIELMRT S, h—=UrL&id, A
2 DR, A, PRI B LOXBIZ @A T HICRVIES SO TH

D, BMEV LKLY LR, £ T [BAWCAERLEI DO LS | ITHES
A9 grotesque BARIL, W —=U 7 L OREMLEEEL TV, E7RBER
LB EINDDTHD (NTF— 34-35),

[N—=XF | (PR grotesque &/ T 4 {LLTWD, THTHAHE
PEZV, T4y ZANRFRIZRL01F, R bhl—=77vOYEAT
HD, ThuE, PR grotesque DT T v 7 2—FT Lo TS, L
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b, KFOR, BT LREIAL TN DX T2V T OER (256) TH
Do, AKX VTEBEVZIE, 16 k25 17 T CHRE L=
AF 4T « T FT (commedia dellarte) ZAHEAHIN S, Ziuik, fimAp
BEHTHY, L 2IE 2 AOEANHEZ THREZ 2 fFICleZ 5 L L
QMR 2RENOEANDRNCE D DI, 2 IO E 2 V10 T
BROKENEFEI LWV LD TH D, WEHEIZA—=T7 L THLE LI,
HFETOSRITEDR, [N—=RTZ | TE, Ve XOBUEZRE E S N L
F7p i & LT, BLE LIRS, SEDOA A=V EMET D,

Ty T T RET=XHEHRDLAN="FE, 9 F0 5 HIZ 11 ADF
Mz HPE LZRERLIEL 72 D08, Z DO 5 NITRBE A THA
BICRHLE L, X=A"THH, LFEHITT o220 EH] (274-75) L THE
T3, HEOLEITER TR, REERDL, T2 v 72U — KR
O BIE, BEFEN KL - =R H grotesque TlE72 <, ED
grotesque O X % #i < ,

ARTO T 40 ZIFRETILEBELWEFEFFELAS L, N=1"F LS
DLMERIRR, N— T & ORI RBIMRIT U2, LAl 6
RAABIC X 2EHOBE THIHEVBIV GO A NI D &, Thb
TEMRFICL > T [REICRsTer—~DH T am R (275) £l

FE%%&%w@%@J@%)®MHtk% éhé‘%ﬁﬁ%@ﬁﬁ

SR, EAE R OB iF%%ﬁ% LIRS, AR, O H
DM, T A A R, #J\ﬂ%ﬁfrﬂﬁfi RRRE, 5L T2,
B, L B0 b5 BN (EFF 2100 SHIRTOS b
V. grotesque BWEEDEF —T7D 1 DL LT, BT 20 ZADLRITNEN-
T2, ¥ 7am2FILEOHALEHELERVR LN, HDWVTKOREZF
ENEBROBOECTH D, AFHTHELGE T, HOELMATETTHDY
FES BB IE, B Em i 208N REESYTH D (R 310-11),
BT am ADWRIE, UoF Y v 7 XRREERTENR sexuality O FF
HbETHoTLZEEHLNIZLTWS, LML, VamryXENI T a
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rA TRE] Thd, THENREMN bR DNDDT, HLEN
grotesque D/ T 4 L LT, FEOA A=V EMESTLDTHD,

—Ji, N=RTF van X EERITEDE LZEHIT “a good and pretty
girl’(248)<° “almost infantine” (253) 2 L EHWEIN., KFEOKRY B D
XL EEL7zE &1X “young and inexperienced” (264) 72 EDOEILT, Hh
SN EIND, LD sexuality (X, T ST RET—ADELR-
etk MO THIPND, TR, AOEL OWNY Oy, WiliE RGO s
WICEEOT, BOEEZIELL, TT0ME, BEOFELRBVEL, MELK
BIZF 2 % T D81, U0l T8RRI EY (269) . ©F b &7 sexuality
DFHLETHD, BEAOTERET v 770 RV =X MABLO%
ME DLEIIIZ A ZAHTHATOEZON] (269) EOR0 ZEa®E
2R, BB BERE LD DSHEIEA 0 IR BRI AD ST
HEMLIENTED, ABIBR LMY, MR grotesque 1L T XTOAEY
DFECEIN TBEWEELE IBFEROT, BkORRDZNN—NRT LT 4
0y RXEORIZTHREEN TV BIE, 2 ADOFEEEIZHLRN grotesque
ELTMIRTE S, LiL, 2 AOREBATEIMEL, ROEHR, ML
ORI FEBEEN DT T RV, N="TOWGBREITHE LD E N
sexuality # BFE T 528, FAFFICZNIEIAED sexuality & LT, HLERW
grotesque /327 AL L TWNDHDTH D,

Ty T T RET =R AR=RI NI 11 AbOFHD S b
xR T IE, THFTEEBEROBHEFEL, X—R"TFOLREN
IMDEMERE L, N—N"FLT v T T REU—Xb E, FZRHD
M TV,

Ty T T RET—XOEHTH % Knollingwood Hall ® “knoll” & 1,

W] EWHEKRT, B oT vy 74V —DO@ESE®mFAL, —F
T, “knell (VD) ” LW\ 5 EES &5, Barbara 1L, “barbarous (HF2%
7R) VT, vy s OFEEFR L, Willowes 1L “willow (M) 7 T, TESFE
T TRETLNIZAEBAN] ThD,
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BOKATEITL v 7 2V =0T, V4uny X0BORELZHN, A
DEBLRFO ATy 7 & @D PHET D LRIRFICE DI NS 2B xS
D BXD, [N—=NT T, Ty 7 aF ¢ & LT, sublime & grotesque
NEHEICZHE L, B2y 7 L ETEZAZXORIFE, WA NA—T
A DHEREFHNBZET TRAD AERIV Yy JIRBEL 2> TVWDHDTH D,

i
kAT AARN—T ¢ B 48 MIKE (2005 4F 11 A 5 A, WIEFTBFKYE) TO TR
MENMEEELEZLOTH D,

1) HARMIZ, sublime (X, EFEFO sublime, H#X® sublime, = R~ K - /X—2 (Edmund
Burke) ® sublime, 74 ¥ » K« % U 2 (David B. Morris) (ZX % =¥ v 7 @ sublime, 7 A
T4y RN F 2L BT Y XLO sublime D5 ORHSH (FH [ v 7 /i & sublime)
43-56), grotesque ¥, ¥« 7 b+ = =2— (Victor Hugo) (2 & % & D grotesque 5 L OV
) grotesque, VAN T H T« 1A Y — (Wolfgang Kayser) (2L % R grotesque, I /~A L

+ /N7 F > (Mikhail Bakhtin) O %451 grotesque 738 % (B H [ =2 > 7 /N O /B —— grotesque
ZHIZ——) 43-55), & HIZ, I¥ = /b - 7—a— (Michel Foucault) (ZJ % panopticon (—
LEANER) O, ABBN AR EZEHT -0V AT AOMES LS 2 REL TR,
BURHY grotesque DfEFHIZI2 > TWH L WS fiEIR G & %5 (Dunne, A New Book of the Grotesques,
pp.1-12),

2) grotesque / horror 7>5 18 1) sublime  terror AVEEN A& LCIL, Bl [ #—L] (FA
THIETE. 2004) 2302 (FH sl [V 2—V] o=y 7% 15-16),

3) s x—zdiud, 21 o terror I terrorism ORYAiAERT 5, ZHE D “terror” (217 T L AHE
MDY > & IR Z S5 “the Reign of Terror” &\\\9iEAHD, ZAUTLA 16 HOLIR &
N2 1793 HnD 1794 42 7 B 7 —7 #—CTr_AET— LM &% FTOV D 5 ILIHE SFEOR R A4
3, DFV. terror iF 18 HfiAKD 5 —12 » /NI T horror & [REROERA RS, 21 IS & Bafft:
DA TABRF TR Y IAD BT horror DBIRIZINSNTLE ST L NI DTHD, Ak L7=#Y |
terror & sublime, horror & grotesque IX N ZAUITAIFEE & A7eE DT, /2 —DEZKEEHTIUL,
sublime 7% grotesque (2 STz LFFIRTX 20D TH S,

4) Thomas Hardy, “Barbara of the House of Grebe,” A Group of Noble Dames (1891), Thomas Hardy:
Collected Short Stories, The New Wessex Edition (London: Macmillan, 1989) 255. DL T, AS»&HD5(H
T RTCZOUTHLD, 5IREASCCEROA 47T,

5) €U AIZLIUR, [IRPEPTER &, S— 21282 sublime OFIE7= AR5/ NERIGRE T, LI
RBKRIELTND, GEaNay Y ZIZEIND DI, ENDSE L IBBIZE N TOENETHY . 7rA b
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DN (58725 0 (“The Uncanny”) 234 T2 Morris 51; #H =3 v Z/NjiL sublime) 51-52).,
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FARMRHE D N % ] 3G
— mind & soul ®DFHTE —

*x Ik ¥

52
MHFEFDORA I U AT —X (Squires) X, 742 U b A (Theocritus) &
7xAx Y v A (Vergl) OBHEZ7Tm hZA7& Lenbd, 19-20
WAEZ Ko o/ THER/IE) & WO HiIREZ 32T, N M2
RILTEXDLOT, ZOHERMELN TSV EHERML T, »~—7 ¢ (Thomas
Hardy) o [#&#ktho A x| (The Woodlanders, 1887)%’ 73, D —FTH %
LEFET D, FhUL, FEEM T, SMHIEBXITHED, RETONRAA,
W 72 BIG AT L e e 5, WESR . ME~0RE, =7«
VT OBEIIER L Vo e T R B 0T T — 7 pREREICT LY
ENZRHYL, BEINLTHWEINLTHD, bHAA, THLETVr b
SITITHEEIT RN, RER I LIS, MAFGPEHLTWD TALEDOEME
SERIAT D] LI BRNLIE, THRKMON 2 ] 1355 S Than,
T, ~"—T 1 lE. ZOfERT, EARNEOBEMS %2, £t hx Lo
WWRBLEI L LTEEDOTHA I, 29 LIZEMICSESZEDNLOD
3, B L LERAVBROA A=V ZDRITBDTT VA A A
(Grace Melbury) 2@ -> TR DN, FHBENFEICE > TEDOIIY T
HoEMNEE L TN THRO L WHERE OXI4:] (a better return, 95)
LR BPERME LW AFTHY b s B kv (Little Hintock) &9
RN EThHD, TITREITIE, ZL A ZADRB Y a—2 - A
(George Melbury) 2AHHEETHREZLTWLIEEZBELT, U bbby
My I NEARIEETHSTenE B 5D L LN LT, DM % #F
I DHFERE LIz,
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[

BOO/WRTIE I—RIESIESICARXDHEKE] 2 Bikx e firnT
WHEWHIN—T A OFEEZIT T, #FFFEDO 7 LT — (Gregor) 1, b
FTH [HMHDO AT 1L TE, FOAIBAIETH L7221 F
B AIREZ DAL, ZO—RIEHIESHICR X 25 kS B % B
HTWDHY, LHEMT 2, HlxiX, v~—7« - ¥ 7R (Marty South) DK
2 UxANKX 42 —7R—2 (Giles Winterborne) D . Hikx, 7
LA ZADFEM, HFREFERA T =) —RZ « Fy —F 2 [ (Felice Charmond)
ANDALRY OEPFEH, =KLy K7 YET7—X (Edred Fitzpiers)
DARfGORTOLBEIT, 7L ARET 4V ET —XANTEOMIZNEDL 2 L
LEST—#HOZE Y — KRBT LV H—DFHICHE TUIELDTH A DM,
RDIFE, ZNOLDOHBRENBEICHAEL TWD EIEF ARV bENA
W, EOREDLOIEMEFRATRS . FokRFEIZBWTYH, £
bbb s At BIEZ202 000 2 kEd k0B A LU ¥l &
SEEZZONTELEY, ZENEXIVEZAICLEY LT THIZEZ LT
WBZENyINE, DD, MZEN, ShiX, ERT oL RHkED
BIZLEZDDTHD, Tk, ZOBRNOL~Y—T 1 OWiEZL NS =Y
— FERFEL TH LI,

UMb rhbhvZitvw—Tq4,0o, ZLSNEIINES->TELY
Froo 72\ 20 RIS OWRBMEA TV, WAL REICENT B> T
EAM TEELI K MEFIHEEHL TS L, IEZEE MM 28Rt
OO TIRBRAEE THRATREZ, LA LERE, Py A V28N
HoTWHOT, WEL LTHEZLEATIKELZBVWIK L, B THEFE
DB L, BAM T 2HFEHICEATKDIE, ~—T 41X, —FESVD
ﬁmm%%%%ﬁuoﬁi\m%nmﬁ%w@:égbtxwx)k\f
WOOELOFELERAEL, 22T, R RE, vy A VXERIBICL
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EHEWRDION, TONESORHALNIEND, »OT, V¥ AR
DRBNHIEEEZBE VRS> TLEo LWV ROLOWMENLENS 20
2, AARYE, IBCEHERHBEERL, WebheEZADR NI LT
WEEFIENEDL 2B o0, ZORBOEL T LA ALY ¥ A
NWADRKLFITRB Y —T 4 OWE FE 5K, BORHE—DDFHEY L L
TEIIBELEBE LT RN IZANDIDIEZOEZOHRELROTH
vl

LIAT, V¥ ANADRBB AR ERFESETREZESTenE S0kl
ETP T ELBRNEND Z EFRVDOER, ALRYITESDOLTHL
ey e T, IBEOEYA 2R Z/RICLTLE 572 (the other man’s
happiness was ruined, 36) EEWHID, ZOEVWE L TRES Y A LXK E
ERIESEDIESZT I, TOLICATHE, 4, BELTCEE~Y—T 4
OWEZERKDTE Y — RiZ, ALY OHET L SEE & > T IR K035
ZE STV LW T, RITVEPMESPTOFEA RHREOR L 7> T
WHEWH ZLERTHIEESZAHOTHD, FFEIC, FFAILE-STE
DEDFETHDLTF v —F FRACTFRTRNFELEREL THD LD
WO ANRIZHE LG, £, L boT, BR 74V ET—X
LRSI 25 IftmiT et BEOBRKEZRLDITL S EFv—F
FRAMIERH LG LICEZESEEZOL, TR LEREZHTRIEL
T, WRFEHTHIEBRNEZ S 27206, BICKERLYET X O ICHE
LEDHLTRTCALRY THDH, POTEY—FRERTH, 28, HoH
WrEESELZXoNTELED, ZNE2LVEZAICLEY LTITHLTY
Do T, ANNYIE, M ANOITEICEBEMBEICIENEZNT 2R 6 {E
SO & I HRFORE 225 TNDLDTH D,

ST, 74V E7—=XEF ¥ —Fr FRANT EHEBEHR, ALY &7
A AFFRER, X ANV~ —T [ ZHBEERTHY, TRERR
ETNENOERDOREETHELZEIEIEFIETHLRNN, 4, B LH
WCANRY Z@LT, BHRORLRDZ06 AL, AWVICEVRED D 2#-o
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L2127 b, EiT, ZOBROSEFD ALY OJRE I, BB
DEDB, TNREDLIITERI N, e EFTERLTWDIEES TT
KHWBT, Vbbb rbyZ 0SRENEEL L OERLNTT
52 ENTE DRITHRE N, 22T, MOBBRERTHILTY b
by by 7 ORSHRFHNRBELHSVELTHRE D,

Tl EHITOANRYIFRICERDIRY LWHEEZZTIEELO LT
DN, FEiX, ZhE, DOTIXYANZAORBINEBANEBE NI -T2
EVIHIBADTZVEBENBENTENEBSTNDE DB T TRV,
RNV EOEIIMERE NS, TOZENR R T USRS TNENDHT
b D (45), ZD7=d. FHIZMHIT THETBR [RAFEDOKR—T] (the
social hope of the family, 93) 72 & BfEZ 2T HI2W= 0 | BOKELIEO
NOMIUvOENWTHBHERBOBIEREDLZ LI ZORERT XD
W25, BN, 24O, BT THREBBL TV LEIC, 29 Lk
ERUICHRRT 2HRENE Z o7, AANVIE IFYV 2L T B0
BEIIPOTZITE NI IR IAHENZY ., FEEWRRDOS & ST
FHE N OHERENEERIC 2D L 2FEL, A EOBIZED KD
ZtEmid R 50 Th D (92),

oL oBRBEOREMICIT, TEHEKESHFE] (That touching faith in
members of long-established families as such, 152) N EZEA LTS D7
B, FNCEEELT, 29 LERRERND, MEETHED L2>Tw
DL R, HEHEN TR EAEST O T, IS RFEIC S EEE
LA B ENERHEINTNDZER, UMby by THEIZET
T LTHMBLAREEIR, £ 95 LEEMkita TiX, FHERRIZ L
ST, FHRIFHBATLIRVA, E2FTHRL, ZOLEDICEETH
LYY ANART—T 413, BREZTRRT 2L RSBETITLTHLZD
WA/ LVIENPICRVEVIFLWEREICEIND Z LITRD, EBE
TOZAN, T2l x [HRHHOAL] EH 2 A BB e S8 5 KK
FZ2BET, DOENCELLTWA L IICR AT, BFEEFE L IR
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EWHRATEETND EWVWI Z e, ERARDHY) (the great web) &
WIHMRZ Z@ L TN T W5,

Hardly anything could be more isolated or more self-contained than the
lives of these two [Giles and Marty] walking here in the lonely hour
before day, when grey shades, material and mental, are so very grey.
And yet their lonely courses formed no detached design at all, but were
part of the pattern in the great web of human doings then weaving in
both hemispheres from the White Sea to Cape Horn. (39)

HBRE VL O AR ICWE I KON R EED 2D, HEHL
V=T 4, TORFTRLTHEE VDO TIEARL, BOBRIIFEY &
WH K=ty MNOFBEOHZ 3T kb Ez, ARICH
CEERZHI>ETLHOTHD (34), Flo, THEKNELOEHEND,
EFELBLENINTZY v A NVADOREIL, ROZIEX 27 VA ZAR%
HIEOPTHRIZLE, VY ANABRREIFELOPARRBRTHEATHNS DL, E
1%, TH B4 (self-sacrifice, 274) 75 T Al UL, T7REE 22 4LHET ) (cruel
propriety, 277) OHWTH W, [Z&Hh] (a deity, 251) &z 5 &iTxt4
2850774 REMRESHDL, ALEIERZED ELEY hHTiERMo
e THWN LA —VIHE TOMER] TRENDIAL2DERIZL> T,
JESRHIZIE D STkttt a & W O BEED TERR MO v
DEEBLTORBENTNDIN, VYA NVARY—T 4 b ZOMIEDHIC
OEMbNTIEY, BRICHBE I LNWE NS Z &2 L5 AIdRL
TVW5DTH5,

LbEo X 5 mBERiEE L W s O R T, A Y O EL7 B %
R EHERDRBEIRMEDOED T L F o T LEZILENE TED, HiX, ¥
XYANARY =T 4 BETDHBERERZMAEAL LTHRR, ZREE
DR T LML L ODRNB D EZFRE S L LTWDHRT, Mk O
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ELTHEWT, EREROAREIZEIRRL TS, LT, 7 LA AL,
ZOXI AR F@ I E L TLESIT B RS & IR EE R
DRR LR DEFELZENWAAT IR, T2bE, bV SN AtEE
METHDY M- By, 2RI ORBICHSHKE LS
TRET2DTH D,

i}

A AF, —HFESDIC, WREOERTHLIHEDY vt by
JIZBNDOTHLIN, FIEEOBELAB b & 2 AL, [HFMtio A
2 DREiOESROe A vl LRI RE-s TS, fIXiE, SR Y
/N (Bathsheba)® o U #* X2 = = A  (Elizabeth-Jane)"” °x— A 7 A
> 7 (Bustacia)” ([ZB L Cix, ANBICfN 2 BEN AN ONE ZEZ 5 —
FEELTYUTYXAWIZHONLNTWAED, LA ZADHEIX, 5L
TEFEE—YUEETDEZANBHEED,

It would have been difficult to describe Grace Melbury with precision,
either then or at any time. Nay, from the highest point of view, to
precisely describe a human being, the focus of a universe, how
impossible! But apart from transcendentalism, there never probably lived
a person who was in herself more completely a reductio ad absurdum of
attempts to appraise a woman, even externally, by items of face and
figure. (52-3)

ZOFIMIZHD LT, T A ACEL T, BAPS T LMD AH
BaEHIRELVIRBITERT D) &, TOFERIZL > TMEONHE
ERADFHEIRESND, £ T, [FHOFL) L0 FEELTLIT,
ZoFIAEBEATT I, AT ORI RERERET I KETHDL 7 L
AADONE ZZBFEEDOELOB L LZARLE>THENS D,
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Hiffic =X oz, Ui erbhy s NEHENREBESETIERL,
HYSNIEAREEORKTLNRWNSZZE, LA AR, TITED
FTEWVWIZEILRDBE, VrANVAOHEEDS LOXKKIZIZEEZSSED &
WO ERDES S (82) &, %ERMR [HBEICL > ThIVAENT-WEHF)
(implanted tastes, 89) & DRENCA U LR, bV S 58
HEZR NFHIBARIC VNS E Lo TV ERICm & 5, FEER, 7 LA R0EE
ik 5 ANOBHE——ANEDOKITHT- & 2 DN BT 2 T @2 HilE
ERLICESTFRBPOLRTEHEY vy ANKE, KHEBREERIRLEED

WERHEZ 4 V7 —X—— L OFFIMEOME L@ L THi»rN LD Z

CAHDBREN, OBIEZEO T TROL I RERE 2> THRELTWVD,

[. . .] this impressionable creature, who combined modern nerves with
primitive feelings, and was doomed by such co-existence to be numbered
among the distressed, and to take her scourgings to their exquisite
extremity. (265)

ZZiZH D NIk & TEARRYESR ) oMmicBL T, 71—
TUVAABRDELDA 2 — 774 R~y K (Sue Bridehead) 7= D4
THY ., ZOMEABIENICH?»ND DX, TAREY 2— K] (Jude the
Obscure, 1896) Z1F7-HE/2 bV ~_TWnad ® L, #iFZEO Y L) —
(Sumner) 1%, #iE R AR+oRBbh, ZRALOHKICL>THED
ENERHRLEARZENZONROBEROBELETH L LD P, =
Lx, TV A=V LT —NERHT 5 Lo, BERMR) & RIAE
&) OMER ZOELTHEUA IV ARNELTH, ETO 7 LA 2
® ‘soul’ (202) & ‘mind’ (276) LW I EEEZFERMLVIC, kD2
OH®EEZHOWZXET I BTV THAS, 2FE V., OED IZ &
N, TRIEOBE LT Y Th D ‘soul BT LA 2D [FIEREE O &
RoTEY, —F, ‘mind &iE [FEZONSEDZ LAY THDHD,
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[#¢%& | (cultivation, 204) NFEESE7/-Z D ‘mind LD T RARR]
ETORESO L TWDOTERNW, &, Fix, 25 LEBAR, KigoH
BTHAEIN—T A DZOEMTEARNEOEM S, 7T E Dk
IIRKRBLEI L LD E WS BEREZM oD v FaRtL T
LDTHD, LT, FhiCk- T, BHRHOBOEE 2 RIZTXBOF
W DIZRD T VA AL, T4V ET — XD, £ LT, ZOMIEN
WD LD eREELEWUNIF DT T TH D,
PEEhZERVIALTETSER, VLB by ZICERLE
BBED 7 4 YT —XTh oM, Hilgb LH~DOFHF LR OIT, U
DLPRFEELY SBB/NRELFATHATIE, RO MR MM
MODED LIRS Ro>TWe, T LTEDbUMEEWREHITIERIED,
DWICHGDEREZ L ThHET LI sn e, THENRMZ] (an  ideal
mistress, 123) B L TEESHRLRDN, 2 THRATHE T, HLHRKE
EEEHIE, S ETHETCHFU LOHEFERD R, FAREEZ T L
AABPEICHEESTR, OHEE WS LHIFOR VT, #HA L k%
WHBLDICTDHI LT TERPoT, ZDH%, HOBKBEEITIA2—7
A 1Y (Suke Damson) & 2aA Z A7 Tz &N 508, 4R, M
ZIADBBEE NI INWEEE o7, £ T, BRI HRERILH
FOVRERL LN ST RVICY ML - B by ZICHEBEL 2
WMEL, JLARLOFEBERD D, RERIELIZ, ZOLET 4 YET
—RFIEHOCOMB L TETW R, HDHBEL, VX A L XIZMd o> T,
TAVET—RE, T PR LOREREE N = U — (Shelley) D%
LAY /W (Spinoza) ZHEM L CTHDL O LA OFICH V2D, AL
DRBRBAZFES LIZTHN, TINDHEZIDIEIIC, AT LA REDH
RIZKDTW=DiZ, 77 b oo [EZ] TR TWD X5 RPKEGR
DEBIZIRY DDFTHY, [TLARARL T4V ET —ADI T A%
7=¥ 5725 95| (Grace Melbury would serve to keep his soul alive, 131, A %
Uy ZIRITERE) W RIEFEOSTP AT LIS, BIEREDLIHE LT
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O ‘soul’ DPREFH LTI NDEE-TZ, LnL—F T, HEHE L
SH, BEED O TEREE] DOBETERWT LA AR, Zo—RAFL
HLOWWERIBEAN L OFEICRD T2 b ok, EHENRLORHE
VNI R0, T LA EFIHSR O B ENATE AR B MM AL Th
o, ZIENA—TAPMERDOFXTI L SLHMEBEOERZWEL TN D
[JetF D4 HEVY] (matrimonial divergence) D ILRINBEERT LD THh 5,

Grace had been so trained socially, and educated intellectually, as to see
clearly enough a pleasure in the position of wife to such a man as
Fitzpiers. [. . .] the possibilities of a refined and cultivated inner life, of
subtle psychological intercourse, had their charm. ( 156 )

ZOXICZADOKEBITIIL DD, HIET M E A > TWVDDENR,
EDIZBOVRLENT BHEIZ, [4F 7 (the Idea, 129, 139) Dfb& &k
wrgw%ot7v4xﬁ\ﬁ@ﬁ@ﬁﬁ#?&w&%®ﬁbﬁk&of
TA4VET—AOEEME LIz, TNOLORRL LT, 74V ET
— R, Fr—FY FRALOHEEICHND Z LUANDITEIZ THRT DO
THE#EATHA S, ThIE, MEFROBICIE THEoxtg) ¥ L bRE L
WRFIZIR N E ST LT, YUNLRA—ERODDI T4V ET—XDH
Wi, RAZZEDR TEIZZZAH D) (a soul of souls, 178) 72 &M%
MHTHDB, YUAA— b EROTLEEREZERD B L, HED S HEE
DO EIR EREEOBME L LA ZOMIZIE, BETHHVE
LA TEANBEEA] (a bottomless medium, 192) 7% KA 2 54
HiZ72, Py ANABHFOZ LR EIRTICRVWEE, BOoOBWE F
CLIMTAZIO AN, THW72%ELL) (the curious parallelism, 118) % Ji
CBio/z&x, i, ~7 bAEEE-> T TH, ZOADI ZH0BF
IMOEET, RDDZLEFRNENI ZLEKNIZHEBL THZDn
HHALIR N,
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RICHOWESNFR SN TLE ST LA XL Tk, DERMR &

FRARHETE ] E WO ZHH b, BROFBRERSTAIERE T, BRI
N5, MIERNOBERY 20> THEREPEWVIED & 51300 L0 g
EEESEDIRELEROEL T LA AXE X7 (She deemed the point
one on which she ought to allow sentiment to give way to policy, 157) & E{E
FINCATEIT 2 K 512D D L, #ilfth. ROBFREE-T2L &, RiskE
EORMEWMA LSRN L, [ZOHERIBZOHRRSO R,
Wl DEPNTRBER LR IIB TR DL R HoT=D T, T AR
I, REICHARMDRD, FIFICE LR RO HRB ZOFHIZ—>TH
bBHDEAHIMER ST (In all this proud show some kernels were
unsound as her own situation, and she wondered if there were one world in the
universe where the fruit had no worm, and marriage no sorrow, 190) & #%:
W7e £ TITMEFICZ T D 5,

L AN, FEEEOBFEICHBIL T, ZL A ADZZADREIL [T
ReiR) o TRIGHETE ) ~SlZ B 5, RHIEET7 4V ET—XL
DFEES, —BIXESORERERBERTHL L~V LIEVIETH, A,
Hintock DA A& BEETeIc L L o< W WA 2R HIZD4L, AADEHAH
B G, [FEIERAEIEZ R D 22 372 & &) | (passionate desire for
primitive life, 192) BN LA AOFTHE LT HEDLIDOTHDH, T D
BT LA 2, [HE) BDBORLOBDSDOILRTHD 2 &2 RBITH
IOFETEWALEZODOLELREL S, ZORLE LT, AZTHDIZH
MWib LT, TSV, Z22AEZZANRKENNS H ) (drawn together,
no doubt, by their souls, 53) ¥ ¥ A LA ~DKMENEXT-THIL, HOE
2 THi Y 72 & B4 (Nature unadorned, 191) -+ & RHFT X i3,

ST, Fr—FVFPRAEKRBIZERNLL TWERLS, NMuBfkE
BERLTR-oTEKD LWV PRB WX, REOXMHEEH->TT LA
A D of:i&iﬂifﬁ&i:@d‘ﬁﬁﬁqjﬁ%j(ODﬁﬁ%k WX EIR FRIE 2o
E&E . kD ‘soul’ AHkEE a2 M DITIENR B, T, EED
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FHTHD ‘soul’ BEEFEREICHD LIXE IV Z e, TRIE, R ORK
BRHET 2L 0D 2L Thd, VYA NA~DFEFEMAUNRL 725
L. A AF TAZBERICEE ST U] (timid morality, 278) & BELS
EOSDEERLBR DL (social law, 270) &IZ7272TX 2 #E14
LTWenlo, BEITOE > LT, DUVITIHEE ORIEN TE R 2o
TLEIDOTHD, ThiE, P A NVAOWSI/NBIZF LT 2R,
PaEERORE S LTHNENRLS>TLE LI HHEZKIZLTESD
HAORELERLH, AOBEINL TV DB0REER L RICHT HHEL
KERDH, ABZIZER TR EZ b o TWVHEBERSH, HEINE
WETESRICEED ~HOELIROENR—HE I o T, BIG L
RFUCET A ETIZZ LA AD ‘soul’ BiBWVWODLNTZNLTHD, £ L
T, W, HEICL > THEAMT b RS ) (fastidiousness, 249)
R T#h& %% (the proprieties, 252) ZMN72<VETT, Vv A LRI/
BICASTHRLWERFET S & X, ‘soul’ DHEHEALE LT OTRIEORE
EEZZICATITEV LR,

Don’t you want to come in? Are you not wet? Come to me, dearest! I
don’t mind what they say or what they think of us any more. ( 275)

ThE, EbIE. LA ZD ‘soul’ DWIRBEOUWRTH T, ZDHk, 7
VA APREEERSKRETDHZ LT RoTLEI, LEx, V¥ AL
ADFEEEL T, BEERLE LM NE ORI TIZEIZRT 5 (295)
TEHRTVAABFEALZELTH, TRTEFENTH o7z, [JRLARK
‘%J DIRTH D ‘soul’ DHEREARRIZM-TLESZT LA ATIE, TR
ERAEE) 2T VR LTI CENEHEET D ‘mind LFEIN TV,
M a RETT LA ZADLFIEMS TRKE o7+ (The strain upon
Grace’s mind in various ways was so great [. . .], 276, 4 % U v 7 {K|34E¥)
LIREND LT, BT, BEENRE LB OHRET X TEEED )
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TLIERZD ZENTERLRZRS>TLESTNDEDTHD, TLT, 0E
TXANAZADEDOBRITHET 2L, TRALWEZIZZ LA AT LD D0
LTz (A dreadful enlightenment spread through the mind of Grace. 277,
ALYy VIRITEE) CEOEMEED . B OE IR E By
s, 20L&ED TROELSFIWOLMTEBTRLORO-IELE
EEh | BB RLEOTNWT, BT o Lamd T IV B D AR 5E
Mo TWDBRATIENRH > TV D] (how selfishly correct I am
always—too, too correct! Can it be that cruel propriety is killing the dearest
heart that ever woman clasped to her own! 277) &\ 9 SZEIZ, /=& % ‘soul’
DUMPDEENRHo72L LT, bIIIHL LI ERY 2V, ZOFHEL
FELT, ki, WBIETHLIROBITEFH B S L. ERITED DR,
EIAG, U4 X =R = ORPBELICFEITLC, HLOHENHEE
YR\ TWD L 572 o7 (The spirit of Winterborne seemed to keep her
company and banish all sense of darkness from her mind, 280) &. ¥+ A /L

RIFRHIRBERT, Z LA ZFEBOJRL LT, ZAD ‘soul’ 2% 5 Tl
FROLBRWVWIENRBIND, SHIZ, REVEVWERARICHLIND
EFZORHEIZHL, LIFLOM ThH o e nBERNT [FF o405

(homely sylvan life, 215) DRI HIEC/R,

The two white gates were distinct, and the white balls on the pillars: and
the puddles and damp ruts left by the recent rain had a cold, corpse-eyed
luminousness. (280)

CICIEEEREY S, BT WKBEADH D X S ITHEN TS ET T
HbDH, TNbEL, VXYANLAET LA AD ‘soul’ bEELRWNI EETTE
BT BT TH B,

L. MR TELZLSRAEN, VY A NVADEELESL, 7 LA ADEZ L
ITENCHEZE I CHRN D, i, TR L HODFTENNERE T S IE %
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ML T, OTHEBICRRESFILEY ETDL, Fz. kef
DERLEZESD, EELEFEESRO LT, HEEOEI NS ERICH
FENRWELE R OBREH TR ThH o7z LNE WL I A2,
F—HiTR=LIZ, UL by Zh, HY S NSO
HMTL22, TObY SN A TELT b L, BIEFORME L
27 LA R TP DITEI 2 HIFRT 5 Z LT, b oialZ) TLAAR
WD TIERD A D D,

m

/N—F 4 1%, ‘Diagrams shewing Human Passions, Mind, & Character —
Designed by Thos. Hardy. 1863""" LFL72, ADZZ A& LIZA 7 v
FOF T, ‘Passions’ & H.0Z LT ‘Intellect” & ‘Will' & &4 IZHE L7-
BORERL TN D, ZOSHTOLEER, Ko R R ERIIS Tk
T, ZITHWY BFAREE, ADZZAZOLOERERL, ZhEk R
TOHFELELT, AT AREDORIBRLREBEL LENTHA D, #ilx
1%, [R4R] (The Return of the Native, 1878) D=~/ K>« & —A (Egdon
Heath) &[RIERIC, (MDA L] TH, 2O TOBFITHOEAR S,
TAYET = APRARICEDS (183) LWHHE T, AREZBEZAYO L
GEFEE LTHNTWS,

ST, \NPOLEERBET LI FEREWVWOIBANLT D L, [Hiktho A
2] BBNTODIEHIC, A—FT 4 PELTEROAETERERTHA 9,

Novel-writing as an art cannot go backward. Having reached the analytic
stage it must transcend it by going still further in the same direction.
Why not by rendering as visible essences, spectres, etc. the abstract
thoughts of the analytic school?™

CDOAEOLEDIE, WO BEIT, BIGAWOZ Z A% 0L 2 DORR
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WO g7 r 2% THICRZ 2AE ] (visible essences) = 52
(spectres) ZWE L CHIBEL TIZE I, LWIRELEEEDLN D, EE,
/MR FICE T L TRICRADAE OfMiE ZENFICEB L THTH,
BOTICENENRVEIRS D, FIZIE, [BELOORENHIC

ﬁzékfnﬁ\:~z%4y7®%®@@\ﬂ%@%®iéﬁk%o
W72 A 95 | (Assuming that the souls of men and women were visible
essences, you could fancy the colour of Eustacia’s soul to be flame-like.)"” &
4 ry 72 ‘soul’ IZ ‘flame-like’ &\ 9 IR A A —U R E X BTN D
FARIZ, 7 LA AD [Afofiiv) (the current of her life, 130) < [177E
D] (The current of her being, 292) & W9 JE T, ik D AEMmIEEIN [H
WCRZDARE] #x/lobo e LT, 2Ty [y & v sy RAa
A=UNEZENTNDEDTHD,

— 5. R B LTAEENRAA—VEG XL ET5, ZOFEIR
Bnosh, S B TIERns 5, 25 LIEBRNbR L & THK
HMOANZ] OFEHOET, [FET Db MV H O] (what might be)
2 IHE O] (an incubus of the forlorn) & W5 B TN 2 LEBS
MN=T Lo THLVWLEBEOMALR>TNDHLEE->TH I,

The physiognomy of a deserted highway [. . .] bespeaks a tomb-like
stillness more emphatic than that of glades and pools. The contrast of
what is with what might be probably accounts for this. To step, for
instance, at the place under notice, from the hedge of the plantation into
the adjoining pale thoroughfare, and pause amid its emptiness for a
moment, was to exchange by the act of a single stride the simple
absence of human companionship for an incubus of the forlorn. ( 25)

[EIET D H D) (whatis) 2 TR, HEETIN ARV E D] 2
ZOANELRZRWERICBY, T ZIC—%REEEAAND Z Lk, T
BOERE] E—HIBITEREEEI>DOTHD, THLEZOHDOLD
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TRVWLDEHIE TBHEAZELHFAWVWTEDITH]] (a wan procession of
coaching ghosts, 25) & 72> THN BT HDTHA I,

O LRt R ogEDFIL, [HRAMONL] OREFTIcEND, *
T B by I T2RBOTE] EWOIRERDHD, £/o. Hom
WEEL L THIDND I A FESRITR O TR IURERTR O RS & LT BB NE
ARD ELTARIRBENR VRSB EAB EA LW (the weird shadows
and ghostly nooks of indistinctness) 2@ 7e< 720 MpE7-<EFLLT
L e, KxeoFic TRPFAFEESRZEE DY) (swarthy faces and funeral
figures, 139) 2SR X%, K& OXMMEM-> T, 7 LA ANEZR»HRITTZ
EEBLEMVESBRIEIBAIR. RichdE [ELEOEH L
135 2 ARSI (more spectral far than in the leafless season) T, % Z|Z
1T TR S WBES° AN52 ] (strange faces and figures, 266) 3BV Tz, &
BELhE S5,

bHAMN=T I ATy 7S EES OBV IXBHRW. LT D &,
O LRt iiE, T 2@ L CABOLEMTIC AR A A=
EHEZEDETDHFEOAALRSTNDEBZXDONELTIERNAD
D, RiX, TOFEEF, AEH TR LA 2ADRBIEOH LD N & <
Y RN T LD soul” AHERE NI D HiE O EAT THEbI TN DD
Th D,

[. . .] as the storm went on it was difficult to believe that no opaque
body, but only an invisible colourless thing, was trampling and climbing
over the roof, making branches creak, springing out of the trees upon
the chimney, popping its head into the flue, and shrieking and
blaspheming at every corner of the walls. As in the old story, the
assailant was a spectre which could be felt but not seen. [. . .] She
seemed almost to be apart from herself—a vacuous duplicate only. The
recent self of physical animation and clear intentions was not there.
(273-4)
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ZORIHIZRENTWS LT, THIZAZRWEAD L D] H/NED
THENLEY, DERT LS bDLI bbb, ZZTIRA 7 LA XL, B4
DRENOGBENTLEW [EARBER] TRl X O REREER A D, Z
D HREER ChiL., BENIE CThiL., ZOHEIL, HE D HETHIO ‘soul’
DIEHEIRZ DD THD, bob b, ZOFIEEENREIN Lo E I ML,
B DRI EROINLDFTTH LD, LIZEFALIEAEDOEZIZONT
W2 TZOT7 AT 47, B TiER<, eI bo LS b LnERE
U CETICBESNREZ] P LWIELEEEZRDE, "—FT s BHITE
ST, ZOFEFELRITHEROBEME T, WREOITHRTIERP 72D
7259, ot L, miiCl <7 TERehsR) & THGARIEE ] O
DRTIZ, BIEORET 27 LA ADEL LWEZZRAN—T 4 D& -
PofebDTHDH I ERTITRZI R, LT, TARIT VA ADE R L
DEIITHEL 2y, T OREE T OFHMED, THERI/NGL) OFFR A0 8 5K
HELZBELTOLERRICATTELT, ] 27 ZOFIEICTE -
THET oM EE o THLHRRBLMEVTIEH D E,

#® U

N=F 4 DFEIFZ, KB WL HO0DmT, THRAK#O A% ] ZA D&
EHRAERE 572 ® L LIELIEERE> T SO THRIEL TV D 238, #
. I — bk (Millgate) OFFELEZABETIEZZOLEZ0ITHIBRE R
TWD 2 ASlloTiE, FIEENRZOERZ EIZTED TN, £
DEBIION LRV, EBRRREMREZ > T, ZOERICERY AR
ZERTIRENR L DT, N—T 4 1F, SOEIZRIR Lo~ D= %
BTOnenwEE, BT X o THAMN R MEEZ R VA E NI — A
OO ZADOEEHY | 20 ERAR] & TR o
FEEZRHL, TOLERERTEEARMD S L 57 mind & soul & DF
T E PN HIT T, TV —ICfD LWV ) BEEZH<, SVl
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NI, BREFENEEYOEBEL > TEOEBORIZPEADNTLES
TR AT OHETIE, MRESNTEEZLI ETDH7 LA 2A—fHADFEH
DNEIHEVITHIHL< . ‘mind & ‘soul’ & DFITIZH Y GV E DT DL
HEHESCKEEZTH T 2 IIIWE LR D272 ThH D, TOME, ik
MBICEZDE L LTIE, BIEELMEIEEEED LT 5 L0130
RNTHA I,
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UhLebr by ZDHE
— REYV— Uy ARRERIRICBIT A LMD

== T

N=F B DE LT T =k v 7 R LWL ST T T O BRI EA
ZERICLTERY ., 1887 FFDIEM [HMHD AV ET b HISTITAR 0,
N=T 4 OEETRRIE, SKEOIREE ZRICHE D T ORER R &
WCEY, BRAELWEEZZRT CWARKRTHo T2, N—F 4 D—HED
vk v 7 ZAPAFUTE O TIE, I OES TIRBEHEHN TERRBEORZE O
T HLBWVBR BN BT A NROEEERK L TS OITx L, %H#
OIESR T, ZO X ) REFAEITHEL TCLE-> TS, THOER [
RHOADE] X, EEEMNY RV - B2 kv 2 (Little Hintock) & W9
FHIZIRE S 4L, SRR L2 e 2B AL T 2H, 2L TE
DIRFAFEDORBZEIVERL T B LW BER DY RTWE TR
REINTND, ZO/NWNHEZO LD RS IR TR F L D
FGmad V. ZhoORFHIEEZRE D 2 00, R0 ZOfEMTIE,
HNEOWMRNERKTFERAT 4 T THDINANTZHOXSLNBEE R T
SNTNLZEEFEDRNVEES, ARTIE, ZOMUEZHELTNDH
DTN 72D D% L0 BMEIZ L, Z OfFES TH»IL TV S RATEFRE O Z L
LIFEDE IR LORONEHLONITIILEENET S, ZOBRT
WERIIZY by - B by b0 HEROARER b E Z &Il 5,

I
THEMHD N L] ODEETHLY ML by by Zi3HICBEEN, (£
RTHIANATEBIEIMADOEBIRY A ZHORECAF 2SI T TS, =
O IE T A FEED “self-contained”)] T. B 5 /o 0 H & 17 B 1%
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(“closely-knit interdependence”)] * 28" Hiv, [SZ L T2 (“secluded” )]
(25) T, WNEBTIZITHFELS (intermarriage) 73 26\ 7= 8 TR B4R <o Ath
BIR TR DN TR WFE L #F & 72\ (“there were hardly two houses in
Little Hintock unrelated by some matrimonial tie or other.”)| (25) 1Z & Th 5,
L L—J TS OHR L D2 A e bl Tide <. BEBE
DIEFEPHERTE D B, AU —FRA Mrs. Melbury) v =2—72 « &
2 v (Suke Damson) @ X 9 1T #lslH S A 12 L THREZE B WS,
ZOZLIZDNTANRY —=RANFIRTH L ANNY —IZUTO LD ITHE
%, “when I saw Hintock the first time I thought I never could like it. But
things gradually get familiar, and stone floors seem not so very cold and hard,
and the hooting of owls not so very dreadful, and loneliness not so very lonely,
after a while.”(80), Z Z2HlE, 2V DOREL RSO L ., MOAEIFITHET
ANTERNORETRHELEBND, —FDOva—2b HOEHET 5 - F
> A (Tim Tangs) & BRI L THEY (HEAKDOEVIZHESMLTNDL R E,
NORAT 4 TTebeBEDLRVWAIEEESTWVWD LD Thd, R
b OBEFETH L Z LII/NROKREIZR> THNENDIELETHD
B, TNETORLKOREE, BENNLEZTTIIZIOFRETDONLLRY,
DED, Vb by 7 3HDORE, D DWMAFEZFFEL DD,
HORER TS Lot MR LT 5,

DX M-y ZIZBNT, HORNIZESA TN
FErrbNT7 4 vV ET —X (Fitzpiers) & F ¥ —F > FEA (Mrs.
Charmond) TH 5, Z O - ANIMZBWTHOFTEAZZLEEI DEAD
D AEFNRLELNRY bL - By by 7 TEARLAL E WS T TR,
WD ANT=HEDPPDLYHE, EWEIEOAZOACR#HROH Y FIZE
OHBENAHD L5 ICBbis, 20 " NcHil+ 5 BIEENESR L LT,
ZAEBY R v by OR AT BIE TEAR(“fathom”)) S5
BWFETHY . TORIEODTAT T 4T 4 BHD I ENBET BN
%, LA A (Grace) EFEME LB D T 4 v Y ET =X X, B OB AL
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LB HIEX “an extrinsic, wunfathomed gentleman of limitless potentiality,
science and social” (184, FEFH%EHE) LIRS d. 4= “Mr. Melbury’s
compeer, and therefore in a degree only one of themselves” (185) & W72 X i
TWDHZLIZRIL, ZLTT7 4y Y ET—XFZ0RENAHHENE D &
Fr—F RRADLDLOEBIZZ A THRLOEZICHNT LD TH D,
—FHDF ¥ —F 2 RRANIZOWTIE “her past had never been fathomed by the
honest minds of Hintock.” (195, MFHEH) TH DL EH#HiGEIND, 5N T
WRWDO TERSEMENTWRNDTHD, BETHoTzE VI D
WEEFNANTZLOEMOBWBICH D, TOXLFEIFX HIZ “she rarely
volunteered her experiences” (195) & fix. fiicBH., e kv 7 OFEF
723 7-% (“the honest mind of Hintock”)] MOEMEIND Z & &RDH TV
RNWZ ENDND, W EBIZHZTZHDBR AT H D bEMFEINGRVAF
ETHY, [EHD—EB (“one of themselves”)] TIXARWE WS EICHD
DTAT T AT 42 AL TVD, MM OR S 2R LoD LA
NP BERS NG DIFEICR D Z EIEARETH A D, TOZANITZED LD
REROISNFEESTLTVARIZBWTT UV M A ¥ —ThbHZ LA H
HRHTND,
FRoF ¥ —F > FRABERENY L B by 7 ~O@EfMEK, Mo

WENHEST L, ZOFRTHRLZIIROELIICY v - v v by 7 2T 5,

“Hintock has the curious effect of bottling up the emotions till one can no
longer hold them. I am often obliged to fly away and discharge my sentiments
somewhere, or I should die outright.” (190), & Z CTRANEK LTS “the
curious effect of bottling up the emotions” & T ED X H 7z & THY, —&
KT 25 DROES I Dy, AINERIZZOLIICEDLLOTNLD
A BEDZOREOERIZHLODE, HATLOFHEZ ST
HILICRVBELTAHEVERS,
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I

N=F 4 VER OB T, WEE IR E N Z O AT b OXFEN
FEMICHTEEND, B, UEBEAR TIE, ERTESHNICHDA TV D,
ANRY =0 ¢ 2 —R— (Winterborne) ® b & TEW TV 5 J5 &
b EEERENIC AL EMESEZEIZT 5, ZONAZLIRtHEE
LN BROBMEDTFEICS T TWNWD, £TZTELND Z &1T “the  tales,
chronicles, and ramifications of family history”(26) T & ¥ “sundry narratives of
their fathers’, their grandfathers’, and their own adventures in these woods”
(139) DEHBRbOTHD, ZHOFEE, HEREKDE 2 VIR
ADHZEICRY, EFEEE LTOBEND OB E ROREIRS, M AT
HOLWEEFE AT B VIR E LTOE L EY 2 EEFHEHTHDL LD
FR2 L0, FflziE=a— YU — (Cawtree) Mz v Y 74— R
(Shottsford) (22T “you can’t victual your carcase there unless you've got
money; and you can’t buy a cup of genuine there” (30) & 55 & &, MZ FD
FANTEBHIZ, Vbbb by evay Y 74— REDENEFERL.,
FNCESTENPEENRDLY b B by I DT AT T 4T 4 LR
THZENWTED,

COEIBMANTELDORFTENOHAIND b DI, O BTER L T
HILFENIEFICREY =y LpbDE WD 2L, FEHEDOLZINY
PETHDLEWVIENOLHROZ LN, 6T, HONFHETEHENB
RN DIRKTH 2 &V D /Kb b Z OIFERN SR, BiEd.omT
HHZENPLINTHS D, BERRFEIE LTI, Fy—tr FRAOE
AL TWOEEDZ Y — KL (Creedle) ODHESHETHND, 7V — KL
IR AIZDVW T, “my brother-in-law told me and I have no reason to doubt it,
. . . that she’d sit down to her dinner with a frock hardly higher than her
elbows.  ‘Oh, you wicked woman!" he said to himself when he first see her”

LFED (26), BHRENEBHORLH THDL LV DIE, WIBLIZL STV
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My by by 7 TEMABIZEREWBBERR EOBGE LR >TnD L
WIHIRNERB L TWD, 7 U —RUE, TRNES2TONRKREOILE T
Mo, EWVWISHRET TEONREZBEALICLTWVDIEND TR (1
have no reason to doubt it”), # D MHFRAHPHIKT 2 HNEILL T LE > TV 5,
BUK - BRBRICH 2FE NS S Z LI ENET TREREICELZDTH D,
LI, ZhNEHD [Rp] NESLI L THELIRICHLERTRETHA
S, FOE®R, MIXFEIZHEEOMAEREBELTNDDTHDL, Fr—EL K
RADPHODLNTWVWEIDIXZD LI NS, FRIZBE®EBEZHRLET
DR NICBHEBEDOXR y T =7 BEV KL IO TH D,

ZOESBRBEPLOKRETOLEDO —>DHY G Lid, kiEttzE
MLESTZLETHAI, ZOLIICLTERKIZAD ZATHD LMD
b ANWD, FT~v— AU 77— (Grammar Oliver) & ~—7 ¢
«H R (Marty South) THsd, F7I~— AV TV 7 —35ORNITH D
LEIWCERD X DICIEDEE S, “She had two facial aspects - one, of a soft
and flexible kind, which she used indoors; the other, with stiff lines and corners,
which she assumed when bustling among the men outside” (27), 2% V., A
AR —FZOHTIE, MM —if (a soft and flexible mind) % fRFF L T
WHNDER, BlboRITIE LY BN (stiff lines and corners) % il
LT, Ee—FHo~v—7 1 - P U RFHREBT 5L O Ikt B
ODBFELELETHL, ZANFZIDOLIICLTEEMRZEREYEL S Z &
R0 BWE LR RELEZLICEY . HATEbDOFREY —v v L
RZEFIZA VAN TNDDTH D,

WE—ODEMEDOHY HFELTIZTRARLEVDOIZ, LT =2k
H—ZANF L A0 [ ZWMARRM) LLTobY iThd, Y -
Yy by 7O ANTEBRER LTS B Lo FEIRICISW T, &tk
AT HILICEY, SHICEEREORERDL ZENRTEDY, 7
LA 2A&FZEDE, 7—AF (Penny Boumelha) OfEfEIZHHDED |
ARAESRF T LE TELRFOHGEEHWTHITE SN TV, 2
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DZEFHEY ELIFZANRY —DRR~OEETHY . HOEEDTS
o ERAFIRTHY . TN IH DB EARFLE, MHIXEEICH
FH SR TFIE ) KESOLRITNAIXR S22 (“she must be
carefully husbanded”)] Z &% RLTWBY, ZOBENLTHE. HAL
HERBICEWHBEEZZ T SR ALY —ZHH L TWD DL, N EAR
ThHHRIIEE LIRE L LEEBZONTWVWEINLIELMIRTHZ LN TE
2o

ZLT, F¥—FY FRATZOZHBOFEIBEN DI TND 20D,
FANTZH2 5 OBREOFERENZH DD TIZRNTEA I, 3, HLiTK
D 3T 323720 (“hardly knowing a beech from a woak”) A2V T,
UhLebr by OBEAEIBOVTENTHYREISLOZ LRV
%59, ZDIHIT “She’s the wrong sort of woman for Hintock” & FEAl & U
TLED (248), EHLITH AT bDIMDORMGE LR D00, SFEADEAN
WY BHEOHTOH oL EZ LY, SHIZIET 4y Y ET —
XERBERo LW TOBRFEL VWAL E I 2T VT A THASD,
RANPRY =T 4 DEOFELEHSTHHDNOHILT 2T Y — b, ik
NY—=T 4 DB 2T VT4 ZRVIAALTALSO DI LIEATHI TH -
el FR D, WEERBARERM L R T AL o TiE, A, FAEE
WZAERDORNE 7 a7 VT 4 RMERMBZRILED RN D TH D, F
¥ —F 2 FRADEL D “the curious effect of bottling up the emotions” & (&
ZOWFet s 2T VT4 &2HELES LT DHONRDOTIEZRNES
PR /AR

I
HFEEREOEBERT o ERL Y R ROPRWDIEIF-TCERERAT 47
THDHITVAATHD, iz b B by ZIZRES TEXHWT,
HODTAT T AT 4BV TH, ZOMHEIZEBWTH, 1ZIET Y
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AF—=DEITHD, FITEF—A 4 — MDY LT (bitter-sweet) & ¥
a VFED Y AT (John-apple) D RXBIB O/ o TNDRICEBWTIX
42), Fx¥ —F> FRAD X 51T “the wrong sort of woman for Hintock” &
WIRENTHBNLIRY, TV A RAEIXAT AT THLIYVXYANALET
TP AFE—THDT7 4 vV ET—AOMEENEIS B, TIUTE SITHE
LHHEONEHTD, H~DIFEERE IR OHE TE ENTHES 2R
DR TOFNBNE LTI N TELY, 7 b A AWM EEIT/NFHEET
T A NVADFRT Three Tans TRAEZ L HHFHEICLI KN TWD, £
T, Mo FERICETIAL S LB Lo2ob L LRT Y BIgE DT
WD T LA RADENRD B,

ZommEix, H— Y (Marjorie Garson) DIERICHH D LI, &
%I THIANC 2> TLE D L H 72 P EBBICITE AL, ZOLED
JFRIZZ 4 oY 87 =X & ORI Y v A VXD LD E - -4
BRI D THAIN, MLDEOELEZXTH2ERNICEZ S AHMYE
(man-trap) O T E Y — FIZFFIZERA LY, Ya—ZORT 4L XX
M7 4y YT =&ML D & LTERITERIZZ LA ZADOKRBE O -
Mipo TLEW, ZOMR, “AFFRLECHOS< LS 2oz Y
— FERBHRERICEATEBY . ZRRMREFES Y, COROTEY
—RROBZEORDT VA ZD [BfL)] B2 % LT, JVARNRT 4 v
BT — X MG~ E RN 5 T2 & OF AT b OREEITRBICE AT
Dy JVARANT 4wV ET =X LBIllND 2B LD
Tl O N bR L OERRIEV IS LW HkEREE, LA
EERE 2T o T AT BITE > TR IR R LA EHET D, L, R
73T “But this deceiving of folks is nothing unusual in matrimony” & =— K U
— 2 HE#E L. & 512 “T knowed a man and wife . . .” & fiic 72 L 9 2k
mZHM-oTWD, LEENKES (364, TRIAEE), & HITITEETEMNTN
5 BN “At present Mrs. Fitzpiers can lead the doctor as your mis’ess could lead

you, . .. She’s got him quite tame” & &5 (365, SHMEE), /LA A&7
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AV ET=ZADZD LI REBRBNDE TR SOV TO RE LIEH]
5N 0D, BKEE TS LA AR AT B E - TS ftho otk
Frio TRZ2FRTIDE] OBRICERICEET OHFEICR->TVD, 7L
AZFARERLEZSFFICLROND L HIC, HoEroRECAZTZD

DOELFEFEOFIE, 2EVHEOIZ L o TIFEFITHIRZIRNE T2 H & [Fk
DIFEL LTRSS TV DO TH D, 2OV T, 7 LA R
FMATOPHEMBINGD, HOLMZbDO—B LW IH[ITNE -2
LT, ZOBEPLT L L. A BIIM Lz i N ES o izl
LAOWENERLIZEE A D,

TVAANT 4y YT =X OMPB2RE LG EZFHFMICRLD &
SOLRBMRMNARETH D, 7 LA ZAIEB KB OMPERZITHE .
UG CONR— b F—vy TEBALIZZLEML, ZLTZOHAMER
ODFEMAEBCICE > T TIEFHICH K% FF > (“Grace became much
interested”)] (358) DO TH D, ZOFMRICL Y 7L A AL TOLHEDR
— kF — ¥ v 7 (“large partnership”)] Zff>7 4 vV ET — X L
“husbanded” &N 5 Z LIl d, Vv A REANLRY —DEREEZ D7
SIF, MRIFZZOREIZRAE I ZITO, BWIFZR L EOREE H T 722
LIChRB, BETHRLIE, AR —F T LA ZAOHEICHTT-ER%
FEINT&E D RIZ, SHOICHEERERLEL LT, amlifioEWAY & DR
BERZ FICAND LR TEDLDTHD, ANNY —=RZDLHDET
HLETFICRL W2 ETHAH M, fEPFTH “That touching faith in
members of long-established families as such, . . . which is still found among
old-fashioned people in the rural districts, reached its full perfection in Melbury”
EEREN TRV A60), ZW~DREEDH D VIZEMOMRE S 254205
TLEWTEDY, ZJVARAFT 4 vV ET7 =R LR ZLITLD | A
N — TSR R I MFEEOWEZEZ 76T O ThDH, T xil,
W B NI D LR ZHBMIED B 2 kL LR b, & x
HTEHLTEDLDOTIEHRNA I D
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v

UL, TEBEMALLLGHEEEN, BOLNLT LA XEY b
Wb by I EESTLESTEDIEAD N, REMWIZIE, 74 vV ET
— AP ST TCONR— = v T EH/EPLTHIN, T2 THESDL
R AN BDSIHZNG, FrlZ~vy—T 4 - YUV RZEREZH T T ORESL
EBELUTHIZN, WEIZTVARET 4 vV BT — X0 Z(RET 2%
Bl HEREDEICEBELTVS, F¥—Fr FRRADEZORITHE
WESOEZDENAELNTZDP DL THAZ LR, VYA /L ADEDRKRT
D& 7L A REDERIZTONTIZONWT 7 4 vy VY ET—XCEE LD
B~—T 4 Thd, EHIZ, BIFEODAHVEOZE Y- bbb, Th
BT TEDIRERORAT 4 T THDLIT 4L ZF A THD, ZORIE
AR L7z &k 212, 7 v A A& AOMERZROHRIZIY AT ZE 2 R LT
WHEBEZLN, ERLELTIII LA RET 4 vV ET —ADFRE Z
IS B 2R L2, ~—T AP YAV XEHZOBDIZ LW E
FES T EDZDIZT 4wV ET —XE T LA RERFBOHT L5 EHK L,
Fl—HOT 4 MIESDOELARER > TV T 4 vV ET — X &N
BlichbEenWEBWITEI L2, ZORRT U M A ¥ —ThDd Ax%
BWHT ORI LIZZ L1/ d, v A AT B LRI NG D
LRSI HEDLLT, JIOMADOFICL s TEWHINTLE ST
DThHD, SHLICERNROIZTF¥—F L FRATHD, HiTREDOH

HOBNCRERSNIZZEA), BE2ETILHTET., SHITFEATHE
BN I L OENETHEND THAH ZEBREBIND (335),
FELTWEZETHHRE LTETIERTERVDTHS,

IITHERICANDRE 0L, AL LMK, BRIV T,
FZOMMRE, B2 aT VT4 OFEBIIBNTF ¥y —F FRAL
Bz X 2B T 4 v Y ET =X ThHDH, RABEHLZ DL 2k
WEZITBEDIZRL, 74 v Y ET—XE 7 LA A LD RIS AN IREE
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TED, 74y Y ET7 = REREHITITIRVEREELH T, BLOEETY
Myt by 2 %EDIN, Fr—Fr FRABRERICEBERENDDTH
Do TOTUNRTUASIHRIR, Vo F—DELCLDEDTHS I, K
FY =y lpl) bb e v v by 7 OFRFERICE O TIR@ER 2 Lot 7
a7 VT 3B TH LN, WRRBEEO 2T VT 0k, MES
HTEH-> THERI X MIZRTNIER L WVIEERAHEDNLS b O T
BRNDIEA S,

T, ZOXSECLTT Y M A X =T bEERITERLEY b -
bty by 7 OFITHONARDGERICINL L B O R RN ZREBIZE S D
A ZDREBRT DL L TVE-E~—T A IZEREZH T TR,
ZOEMIEY =T A BV A NV AOEF TS FETHOISbNDE, =
DERENY M- bV Fy 7 DE%REEZEZ DD R CEELREWRALFRD LM
IMBTH D,

YT AIEMALLD LB EEE L, BOBESIFETY =X AR

EFERICETIAALTND, v—T 4 BT OERIZAVIADIZEE LD D
W, BR L7k 5, Ao RIS A D, RANIERICRET
BHlE, Mt MELICIIREWMELE D7 7 —7 (“aleather glove, much
too large for her”)| & i&lZiIIKR&ETE DL D7 1 (“aleather apron

. which was also much too large for her figure”)] (10) &2 T, KD
ROVICHMED IZHEFEL TS, /=77 nrBRETELHDX
RBOEDEHIZETTNDEINLTHAD, v—7 41 TETHMERREEL
TEMHEOHFEEZ LTV AW E L TIRIZESET 5D TH D,

X HIZRDIEH,, ERE% T\ D~—7 13 “a slim figure in meagre
black, almost without womanly contours as yet” (109) & #i5&h %', ik
LBLEIBRFEETHD EWVIHBIIHRED Y ¥ A /L ZADERFNIN D B T
b5 D, “the contours of womanhood so undeveloped as to be scarcely
perceptible” (366), & HIZZ O3 Tl “she . . . looked almost like a being

who had rejected with indifference the attribute of sex for the loftier quality of
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abstract humanism.” (366, WFHEHE) &, v—T A PEOLLMMELHES L
THETHD ZENTRBEND, KEEEHEGTHEBEICONTIE, Z0
FETF v —ELU FRAIELTE Y — b b AN D, ZOHREIT
Fr—FL FRADDLDO LA T BVIFHEIRITH D LRI NG D, D
WF ¥ —FLY RRABY—T 4 O& 72T VT 4 &80 20 WiEiLd
DIEAHIN, ZOTBOEEDORE L R oT-DIX T VA X2V vy AL L
RIS T2V ERRIZANLRY —DFHETHY , F¥—F FRA
DIRELRE N TE RV, ZOBrLMEov s 27 VT 40 RN
(“accessibility”) D > AR TZLE VWS e bR v —T A IZHELOEETH
SO 2T VT 4 KVBEICE D LB S LR L T LR
THZERTED,

ORI EEOBELLEL)BRFETH DL~ —T 4 NEEIC
S FHITITED LRI RBRRDDHTEH D v, B, ¥ v AV XD ER]
T, LA Ao EEMYBRE, B> TE7e a4 EL (366),
T AADIENRMNTEY (“withered”) ~—7 4 DB HHETH D
(“fresh”) Z &1, LB ADT X ANZX~DBNEZHLTND LD
ThbHI), TVAADT Y ANA~DBNFIBEOLD LD | WL NE
BYOKKEZENTLESZDICH LT, v—T 4 DTV ¥ A L A~DRE
WIEEA B EDLLREFERDOTH D, £ L THELIFKRDO L HITKEL, “Now,
my own own love, . . . you are mine, and on’y mine; for she has fotgot ‘ee at
last, although for her you died. But I - whenever I get up I'll think of ‘ee, and
whenever I lie down I'll think of ‘ee.” (367), ZZ THO~V—T 4%, Z LA A
WX ANADI L E2EN, BEMETELZ LR LR LE
STWDHEIThH2, TLTETOMODTHLEDOZILEEZDLITHAH &
WD, Linl, BHEICWS BENEFETH, ORI H D% b 4E
KT ENRN, T2 2T XA NARERTIIY—T 4 BFEIXN Tz
LT, v—T 4 ORFBERLME.REE XD LW LPRIBEROAEEICE
BRC & 72 ATREME IRV, SEE L DR LE D L EBICARETH D,
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ZOMICE, AR LT 4 2Ly a—7 ORBNBNDN, ZOR
ImiE, B R LIl — V=T R~BELTLES, Ya—2iFbe
HEU M B by I NDBEETHLIN, AT 4T THLT 4 LT
SA, BfEEEAL LS LTy by 73T TIZHEALD
D ToH 7= (“Hintock was dead to him already”)] & & U % (353), Mtz
BELIEHEWRA T 4 7T bICERTLE, 20— ATHDLI Vv A L RIT
BT, = =T TR BEEDOKELZRNTED, WE HMOEFE T v
THEMNOMMIHTIT>TLE I, FICHEEORENCHEL TX, Fr—
FYRRABT 4 vV T =R EBMRERFLRD TR LGNS Y,
AT ATIHLET T A X —T2LIFHLNTHD, TV A Z—7z
HITHENCENTH 2 DITx LT, AT 4 T bk R & A2 H 68
NERTFTWBOEY, MNEBRAEEL T 2dIZT, LR EL
HEZDFMAEE DM AL, MEEHALSEDLLERD DO TIEARWNWEEA
9 D3,

=T AICBE LT, SOICHRRNEEND 5, FP TR, BRI
EVDTFEFEEEORNAE LTHIPN DD TH D, ETHRITKRDO LD
TH 5, “[Tlhe girl's hair alone . . . was depicted with intensity and
distinctness, while her face, shoulders, hands, and figure in general, were a
blurred mass of unimportant detail, lost in haze and obscurity.” (11), A HIZ>
M7 (“obscure”) DX TR, WEADORXBNFHATZE E G,
FATZBHIEHBBR X ANZADZ EITBZZN, #H~—T 4D LITEZ
oL (105), RBEIC~—T 4 BV v AV ADOEEITH D> TV DG
TH, HEETHESTEHAZLLRTSEY—T 4D aEZ R eo
TLEI (366), LT LWIFIEDAHE LTHiPN TV AIETOY Yy
ANATEZ, FICVDIWLDHFLEEZENTLEI ZLEBHD (64, <
—7 A DZOFEROFHE S F K, MCHKT2LDROIES S ),

=T AFT LA AnD, TR RE, T LTHOFELZFES LR T
%% (“you and he could speak in a tongue that nobody else knew . . . the
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tongue of the trees and fruits and flowers themselves.”)] (331) & FE L5 03,
FTNETF TR, BEABHEPARPLREDLHICLIILERZ DD, Z4T)
STHEDORETIX, TEE L EWMONTZL D (“deflowered”)] TH YV (20)'
T A AL TMFED LY A Z (“an apple upon a gate-post”)]  (22)
DEITHDLEDN, SHITEFIIEFLTND L EITITH/IIRZI LN
% (136), EFTZ O LS ICEHHOMEMITRA DNDDIE~Y—T 4721 T
TRV v =T A OBE IO ORBITMA EOMERFFHEATH S,
Kz BTt “Click, click, click” (34) & F &3 CT, AKEW-> T
% “Chop, chop, chop” (235) L &% T5hH, ZDX I RBANNRE AT
H5HDE LTHIZELG LTS HDIZY A08W5, “a squirrel . . . cried
chut-chut-chut” (328), ~—7 A DY TAHHMAIELWEFIZ, DU 2D L H
WCHBRARITENCWZ LB OE A2 EEIE L5, 2FED, v~—7 1 O
BLEIMATZLPERL TWDHREY =y A REROZALY b, B
CZLTRICEDVENVLDTHL LEZXOND, ROZEEMT DT T
F72 BEBHENENL E—FILLTWVDINDLIRFETHY, Lk
DIFEIFHFRICETAATN DO LI THhD, Z0dic, FAZLILE

WL DIFEEKE LRI >TLEIDTERNEA I, ZOXIIC
FEALHE VM by ZEMATLLORFEKRE, v —T 1 BIEBL
TWDEIRHREZODLNVDFENPOEY > TNDHEFE XL I,

Uhvebr by 2oL, Bk, 8%, Y= F—0EN, K
ANTZBRENTHDLMEER. T L TCHROFE., ZNHETOHBERNHE
B D> TWDEGRROTHD, TNOHDNEFILT Le —EDHNEE
M35 b0 TEARL, RITITHE LAV, RRICITEEL, SEIERFAM
WWENERROEREELT—20FELEVELOEFENRKREE S 2 TE
2o LIPL, AT 4 vV ET —ARTF ¥ —F L FRAHDINIIZ LA R
DEIRFAEDHBIZL T, TONRT U RFHNSOH L L7, 20
INRTHPN TV D DR, ZOBMERIBERONT AR ESITHNL SO
b DB DOTH 5,
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*
ARNL RSP HAE FORE 3EKRE (2006457H 14 HRHFKT) 1CIT 2 HEHREE [The
WoodlandersD X | OFEFEICINEEEEZHLI-HDTH D,

1) Merryn Williams, Thomas Hardy and Rural England, (New York: Columbia U. P, 1972). Penny
Boumelha, Thomas Hardy and Women: Sexual Ideology and Narrative Form, (Brighton: Harvester P.,
1982), D Z &

2) Thomas Hardy, The Woodlanders, (1887, Harmondsworth, Penguin, 1998), 8. L F Z OfEM 7
5O T Z O AW T, AN B E =7,

3) LMEEBENE LIZBMERLEDORE Y = ¥ LRRICOVTOFERIFAT - K-V T v
7 [BRALEOR—A XV ALFLREY -y VK] EFREE - AEEHLR (B HREK
S, 200 14F) ([Zflo T 5,

4) Penny Boumelha, “The Patriarchy of Class,” The Cambridge Companion to Thomas Hardy, ed.
Dale Kramer, (Cambridge: Cambridge U. P., 1999 ), 141.

5) Ibid, 141.

6) Boumelha IXfEH > “emotion” % “desire” &FiH Bz . RIEMAMNL T D, ZOMHIZH
BHIR5E, RAMNEELD “bottling up the emotions” % 2 DPERIEK LI TS 2 DI THDHEE
AHIEITAREARTIEH R,

7) Marjorie Garson, Hardy’s Fables of Integrity: Women, Body, Text, (Oxford: Clarendon P, 1991), 85.

8) Man-trap |2 2\ COiErm DB &L Tl Jonathan G. Glance, “ The Problem of the Man-Trap in
Hardy’s The Woodlanders,” The Victorian Newsletter 78 (1990): 26-8 73 Z\F Hiv b,

9) BHAMIZHLORE RO EROBESIIAEDOHITRENDIH D TIEARWA, AIEHKIZIBNT
N TANWETHTLIL T4y ET —ADFNR LEFL TS RNDHS MO IENTELD,

10) John Sutherland (%, ~—7 4D BYEMAZREEN | ILHES LWERERD K INE WS TR E 2D | 7
WA= T TR~y RET I DX AT D New  Woman ThHoHEWIfFH%EH TS, Sutherland
fRFRIARIBITE A TSR, AR TR, v — T4 DZD X ME IE, REMEERHE BOEWIBLAND
#wCCW%, John Sutherland, So You Think You Know Thomas Hardy? : A Literary Quizbook, (Oxford:
Oxford U. P., 2005), 164-5 Dk,

11) Patricia Ingham, Note to The Woodlanders.

12) ~—740t7 a7 V7 4ICBLTEL < ORFEFE L L T2, Wiliams, pl63-8,
Boumelha, p107-8, Ingham, Introduciton to The Woodlanders, xxx, % M0 = &,

13) Ingham OFEICEDHE F¥—ELRRADEDOFIKEL TE LI TS “ the effect of fright
upon her personal condition at the time ” @  personal condition ” {24 Z MR L T2 2 ~DiEE
DPLOE K TS,

14) BRI~ —T ALV X AN ADAREMIZSUWTIE Penny Boumelha, “ The patriarchy of class,”
142 2O L,

15) “deflowered” &L\VVORBUIFEFEINIZEWVHIBERLEEN, Tvy— TV R RADITAZEEL
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R g i AE ES LT 20, 22 TIEARDOEKRN de-flower , DFEVEELETLHLVIERTHHZ L
IZEB LW,
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The Mayor of Casterbridge |2 331F 5 iR D%
— 5] mVHFRR - TVe— L
e a5 T

kB %

7Y AL e XA OKERE) 1E 1850 AR v KRR & 7z 0 [E
BRERUTHEEMTHY . BREOEK L LEHINOREIEZERTDH D
DThHD, ZOERRHT T AMOBEDT L IFA XV ANEERT T AR
EHMARD, EFLERTIAORBEENAIRE TChH-7TZ L ERLT
W, BIZV 427 B THONRRLREICEWTOERERESF -7 L LT
HAwbh, <A+« ,"—5 ¢ (Thomas Hardy) OEHICEBVTHEY X
LIE LI TV D, =T o BEBRSCHIE R 22 2 RSO B O &2 F5 -
TV Z LR BEOERPD bFAMD Z LR TEY | N—TF 1 OfEMIZE
WT, BEWD LW IHIITHITERICEBL TWD,

The Mayor of Casterbridge (VL MC) (1886) DT U HF_RA - x—1 -
= =2 — Y (Elizabeth-Jane Newson) (%, 7= O7=OENLEMONE £ 72
IZAMERICHE & T B HsEH % “silent observing woman” (86) & L CTHks T
Wb, Mlifld, P AZ =TV v ICBG LIERNLEO X S BT
FEEE LTHED L, (R E TRADBIEE & 5 SL & i ~B 1
T LERY, BEMETL2IE T, I FRRA—T=—2 LG OR
WIE—EDEBENR RN, TP bk OBIRITEBHNTHLI PO LI I
Hxb, LnL, BREZEBDIEZ)FRA -V o— 3, BREAIZHD
BB ZEHRT 5L 912725, Robert Langbaum & “Elizabeth-Jane
keeps her eye on Farfrae as though she were competing with Henchard for his
affection” (Langbaum 130) &S 8L CWAMN, = U YPRZA -V = — N7
7 —7 1 (Donald Farfrae) ~OZBEHEENOBEEZ L TVDLDOIIHBETH
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V. BB HZ D) FRA-Vx— v OBEIT, RXEBNROTH
s

Laura Morgan Green (I/~—7 « & {LO/EZ % bk L. “Hardy’s heroines
are different: these female protagonists represent their creator’s — that is,
masculine — ambitions” (Green 103) & f5fiiLC\W5, BEr A v ORRE(L L
WOEMND BT L & N—T TR GAYEL BB G TIE R EHD
AMELTHIE, Ug 7 NY THOMOIERE L 1T S 2R 5 ot
BANDERAE L THNDY, ~N—T 4 BAERN LI e a4 v ——[K
B LW 5 7=7 A (Tess Durbeyfield) <° #H LWk F/-ix7=I=A k&
L TH%REN D A— (Sue Bridehead)——I1I—F 4 fES OB TH H 5,
Far From the Madding Crowd. (FFMD) (1874) D/NA T /N « =5 75 4 —
(Bathsheba Everdene), The Return of the Native (RN) (1878) & L— A7 A ¥
7 « U7 A (Bustacia Vye). 7 A% L CA— X 4D RE 66l L7z S8

BAEMNS . U 7 MU TH/NROBBN e v A MO EBR T b D
ELTHRINTVWDIR MCOERA Y THDHIT Y PRA -V =2 — 10T,
TARLA— L FHDOMABEBIZNDNDEICHZD, AMEMEZEL THRLIT
ZDEBITH E LTHINTWAEZ Y PR — Tz — 0%, BEELS Wk,
ZLTEMEREE DT 2 LMENRBEDNHIE R L Sz A E LTl
TWEMLThD, ABIIENTEIT Y PR =T — RN I ) BlIE
EWIHITAIZIER L, ik’ bobenA & LTORRMEEZMIEL TE
7=,

1
BERLS . L WO OERBEET Y PNA -V =— U OREES I,

The desire—sober and repressed—of Elizabeth-Jane’s heart was indeed to
see, to hear, and to understand. How could she become a woman of wider
knowledge, higher repute—‘better,’ as she termed it—this was her
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constant inquiry of her mother. (22)

Bl A —9 > (Susan Henchard) (XM TR T, BWT, Y72 &
IR ZHOY -0 L, DR LR ELEHT-T /I~ T
¥ — F (Michael Henchard) ## L H¥, Fio, ~vrF ¥ — FREKRERL
7= e DER R DAL . “Evidences of her care, of her endeavours for
improvement, were visible all around, in the form of books, sketches, maps, and
little arrangements for tasteful effects” (111-2) (T &4 Zc D HpAR 23 C
BY., EREE, 77— T LV FRZA T = EFORECDIT 50
HELELTAPHOLNTWAZ D b mie A e L CAlES
NTWDZENDLNDLIEAD,

TYPRZ-=Dz—FRKEHICE LD MCICEET S, izl
SFHAEDELEIND DD, Wl OHRZ2RETZ IO L A5 < 2 &id%
W, TUHPRRA =V x—2 L iExtBicr & v % (Lucetta Templeman) 13,

TN % OBRBOXEW) | “the observed and imitated of all the smaller
tradesmen’s womankind” (176), & L CHi7n L Tv %, Penny Boumelha |%
N=F 4 DR BADITONTLUTO & ) 2R TN 5,

[..] Hardy moves towards an attempt to depict the woman as self-
perceiving sexual subject, and at the same time give the external or erotic

response of the male observer. (Boumelha 34)

vt B XA TR The Well-Beloved (1897) @ ™ A 77 ¢ A (Ann Avice Caro)
72 £ Boumelha 23 549~ % “self-perceiving sexual subject” (Boumelha 34)
A9, —MAIZ, ZMEOKRRIIHEEZEDOER L BEHEICHARL TWDH R,
—7 4 D/PRITB TS ZALHIS TiEZe v, “Unlike  Elizabeth-Jane,
Lucetta believes that clothes make the woman, and Lucetta’s misplaced faith in

the value of appearances is the immediate cause of her death” (Bullen 149), %}
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RADRENLVE Yy XIZHELZS L&V S Bullen OfRfIL, 01T
FMEORERSTZARVN, ZELNA LN ZRWILE Yy ZOKRELY S
WY TTWD, Lty ZIZBEMEOEBROGEY E LTI TWD T T
2, BHOERLTEDORG LR >TNDDTHD,

Conventionally speaking he conversed with both Miss Templeman and her
companion; but in fact it was rather that Elizabeth sat invisible in the room.
Donald appeared no to see her at all, and answered her wise little remarks
with curtly indifferent monosyllables, his looks and faculties hanging on the
woman who could boast of a more Protean variety in her phases, moods,
opinions, and also principles, than could Elizabeth. (133)

77 =7 ULnEEtE (High Street Hall) #@hiiv7zfg, vy I T S
ORI, 2220 DIET O FRRA -V o= ORITM LR,
EREOHBOLGEHICENTEH, ~rF vy — RPN EM->To vk v 2
\CHZE P D, “She[Lucetta] appeared so bright and pretty that, as it
seemed, he[Henchard] was experiencing the momentary weakness of wishing
for her notice” (200), ZcMEB 35 N D I A0 B (K 72 B O BRI 722 /51X
BRGNP EICBENOHONDI A THDLZ L E2RmET 5, HHn
M E oD D BHEE WD HEBOBKITIE, H O DRI R/MEXEE &
WDE/BEFE L WOIBRERDH D, Lty & OESLH)THIBY 725 RIT)E
HORBEED, BHRRMEHE L TOLEy ZEAVTF ¥ — KT 7
— T ULRBOD D, Nty H L BHEREG AW EOTE ORI II R DM
NBEEHDZEDTE D,

L2l MC 2B D HMOMKIZEBNT, HEL2OFE ) FRA—Y
= — 78 “from the background Elizabeth-Jane watched the scene” (200) 1= <
PO EBRAMEOKTFROHRFORFEZFHFBRL TNDLILETHD, =< U
D (“The Supper at Emmaus”) @ #51iC 1. “Elizabeth-Jane, being out of

the game, and out of the group, could observe all from afar, like the evangelist
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who had it write it down [...]” (138)., T U ¥V _RZ2 —T = — 3= ANDOHF %
HEPDBBELTWD, ZOXICT Y FRRA =V == OENNTRDL

—%& W (invisible) 727FfE. BN/ L Z A7 5 (from the background). #&
FEZDIEHE (the evangelis)—— DNV KL ERLINDZ EITL -

T, BB EEANDEN O —EDIEREL BV IZIGET ) b I i IO % O R
EBELTVDEVIHRBFEEICEAOND, SHICHKRE DT, =
VHFRR =V — B LEH/XEETHD BN E2Z0IMUNHH T
WHIETHD, 2ED, HHEEZHBT L) P2 -V o=, HD
NONBMEIEETH DL LN BHEEB L LV ITAICE - T, HRD
MRS ZEESETHDEIDOTH D,

2
IN=F  DMOIES D ANiE, 7V =)L« A—7 (Gabriel Oak), 7
4 v IY— -+ x> (Diggory Venn), 3 AU ¥ « YT X k¥ (Jocelyn

Pierston) [ZHBEZFOMERH D, V= 04— 27 3B ETE D LM
ZENTAHZ LTS AN, MHFEICKH L TEBNICITEIZ2 252 & iXkun,
EARMNZ — T D HEHEZ B\ T &7z B & FLSF 5 15 55 O RS 10 72 B A5 13 1E
ELBLTEHERMME 2 L, REOICHEITRD LML EmafREe iz
Do TOXIBRHKTIID L NEBERERIY 2T 5HELE Y PR -V
T VIZIFBELL2bORHD, L, Ihbo BHEBIERICLEL T
D DOIE——WE MBI A THRENBVE Y KO S8h &2 H8l+ 5 —
RERMRERETH D, HENITHEEDOMEWIIHT 5 BRI ETOHE &
BEATRHITVIRA—TV = DEN LT —HREBTER DD, R
I, TV HFARR -V — IO L EEB AR A& LCH
ML, O T omERBEICHL TV DIPD LI CHZL2NDThD,
Fio, FRROANEER JVHEBNARBEETHIVa R L OR—
/b R Dy R(William  Boldwood)ix AF L 7= R HIE#H % & & 120k & 018K
M X o THBFICHT ALK EA Y BT, — /A, = U HF2—
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A seer’s spirit took possession of Elizabeth, impelling her to sit down by
the fire and divine events so surely from data already her own that they
could be held as witnessed. She followed Lucetta thus mentally—saw her
encounter Donald somewhere as if by chance—saw him wear his special
look when meeting women, with an added intensity because this one was
Lucetta. (131)

Ny H LTy =T LOBMREEM LT PRA -V — 3T T ANE
STWVWAETEEBT S, 2 ZTiEY Tid “seer” (131) [BIEH/THS#H
LDV PRA -V 2=V EBR L BELOER~TENREREEZD D, L
DL, FARHIZT 7 =7 LA~OBON S 20 &5 e flg &4 < 4 41X “This
discerning silent witch” (131), %) & bEEIND, N—T 11X, the
ORBELEE N DLHRBM LIk Z b % Tk EBRELTELY, =Y
PRA—V 2= b 2D LD 2 MEHAZFRARD Z LILWEETEA S,

Her lodgings being nearly opposite her stepfather’s former residence, now
Farfrae’s, she could see Donald and Lucetta speeding in and out of their
door with all the bounding enthusiasm of their situation. She avoided
looking that way as much as possible, but it was hardly in human nature to
keep the eyes averted when the door slammed. (172-3)

FEERDIBHBLY LY P2 =V o= OITHIOKBEMTH IR, Ly
BLT77—TLOREEE, TV PRA-Vz—iF, TNV TF X — RO
ThHho77—7LVORDOELIIBYEDL, BHEXOHEOENGIT - AD
FHEEDZENTE, HARVIHIZEDTUINTDH, “it was hardly in
human nature to keep the eyes averted when the door slammed” (173) [ Af#]

OHEESWHTLEI DRI EFEV FNPLEY S EWVHHANRZ AN D,
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FETCOPEEBMT D200 TR, ML oBENRFF O & Loyl ¢
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3
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Hardy is undoubtedly one of the most scopophilic novelists in the
nineteenth century, and his vivid visualizations of figures as well as
landscapes contribute to his reputation as a representative of high realism
[...]. Mitchell 174)

RUEIE MR Lz ) R =Y = — %, %13 (scopophilic)

LY RMEEA—T 4 OB RBEE L LTHANALTWSY, =
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Architecture and Morality
in Tess of the d’Urbervilles

YOSHIKO ITO

Hardy began his career as an architect, and was engaged in the restoration
work of churches as a Gothic draughtsman in his youth. His earlier novels like
Desperate Remedies and A Pair of Blue Eyes have architects as their hero, and
church restoration is his favourite motif. Not a few critics have remarked upon
his metaphorical use of architectural terms. Judging from these facts, it seems
reasonable to suppose that his architectural experience is more or less reflected
in his work.

There appear a great variety of buildings in Tess of the d’Urbervilles. They
are Tess’s Marlott house, The Slopes, the vicarage in Emminster, The Herons,
Stonehenge, and so on. A careful examination of each building, however, reveals
that the buildings which have an intimate connection with Alec such as The
Slopes and The Herons, and their locations such as Trantridge and Sandbourne,
are elaborately depicted, compared with the others, and that there is a tinge of
“mockery” (Hugman 38) in the depictions. Why is this? This essay aims to
explore, by focussing on the characterization of Alec, what lies behind these

discourses.

I
One of the biggest tragedies in the life of Tess is an incident in The Chase.
How does it befall her? Tess, feeling guilty about the death of Prince, agrees to

visit The Slopes, Mrs d'Urberville’s seat, in Trantridge to ask for help. Let us
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take a look at the description of her estate:

The crimson brick lodge came first in sight, up to its eaves in dense
evergreens. Tess thought this was the mansion itself till, passing through
the side-wicket with some trepidation, and onward to a point at which the
drive took a turn, the house proper stood in full view. It was of recent
erection, indeed almost new, and of the same rich red colour that formed
such a contrast with the evergreens of the lodge. Far behind the corner of
the house—which rose like a geranium bloom against the subdued colours
around—stretched the soft azure landscape of The Chase—a truly
venerable tract of forest land; one of the few remaining woodlands in
England of undoubted primaeval date, wherein Druidical mistletoe was still
found on aged oaks, and where enormous yew-trees, not planted by the
hand of man, grew as they had grown when they were pollarded for bows.
All this sylvan antiquity, however, though visible from The Slopes, was
outside the immediate boundaries of the estate.

Everything on this snug property was bright, thriving, and well-kept:
acres of glass houses stretched down the inclines to the copses at their
feet. Everything looked like money—Ilike the last coin issued from the
Mint. The stables, partly screened by Austrian pines and Evergreen Oaks
and fitted with every late appliance were as dignified as chapels-of-ease. On

the extensive lawn stood an ornamental tent, its door being towards her.”

At the first sight of The Slopes Tess is very much impressed with its newness.
It is critical to note that The Slopes lies adjacent to The Chase, “the oldest
wood in England” (55), because the setting seems to have symbolic meanings,
as will be discussed later on. The vulgarity of building is implicit in the garish
colours of the newly-built house which form a striking contrast with “the
subdued colours around.” The Druid was a member of the priesthood that had
absolute authority before the coming of Christianity, so that the reference to

“Druidical mistletoe,” indicating the great antiquity of the wood, enhances

contrast to the vulgar newness of the recently-built house.
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Mr Simon Stoke, Alec’s father, decides to set out afresh “as a county man in
the South of England” (27) after retirement from business as a merchant in the
North. To escape identification he adopts the name of d'Urberville which has
associations of an old family. He is shrewd enough to select a distant country
and to use a false name for some sort of disguise.

Moreover, the symbolic significance of The Slopes is notable, because the
word “slope” connotes “cheat, trick, or defraud (a person)” (New Shorter OED).
The metaphor “the last coin issued from the Mint,” carrying with it a tinge of
mockery, implies that the Stoke-d'Urbervilles are “arriviste bourgeois who have
bought their way into the gentry and appropriated the name” (Howe 114) of the
ruined family in the countryside. In other words, they are an affluent urban
intruder on the countryside, and the falsity of their name is an outward
manifestation of their inward degradation.

On the other hand, that this country-house was built “for enjoyment pure
and simple” (26) indicates that their relationship with the land is “hedonistic”
(M. Williams 178). Besides, Alec himself can be said to be a hedonist, as is
obvious from his looks. He has “an almost swarthy complexion, with full lips,
badly moulded, though red and smooth, above which [is] a well-groomed black
moustache with curled points” (28). The suggestion is that he is a libertine and
of sensual character. His reputation as “a reckless gallant and heartbreaker” (65)
is spreading beyond Trantridge.

The strawberries Alec makes Tess eat on her first visit to The Slopes are
out of season, and the roses with which he decorates her are in full bloom for
“early June” (31) there. The artificial nature of his estate reveals itself in such
early vegetation. Alec is so arrogant as to ignore the natural rhythms of life

simply for pleasure, which is later illustrated by his plot to pluck off the young

life of Tess who is “a mere vessel of emotion untinctured by experience” (8).
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Tess, receiving a letter from Trantridge asking her to tend the poultry-farm,
expresses her anxiety about going there. The main reason for her reluctance is
that she does not quite like “Mr d’Urberville being there!” (34). Furthermore,
Mrs d’Urberville’s handwriting makes her more anxious, because it seems
“rather masculine” (35). To be sure, she had to go to work to help her
poverty-stricken family. But, without Alec, or, if he had not looked upon her as
a sex object, her life must have been a different one. The narrator’s remark that
Alec is “the wrong man” (30) for her is suggestive, as we shall see later.

Let us focus now on the Trantridge ethos. The opening passage of chapter
10 invokes a reality of rural life: “Every village has its idiosyncrasy, its
constitution, often its own code of morality. The levity of some of the younger
women in and about Trantridge was marked, and was perhaps symptomatic of
the choice spirit who ruled The Slopes in that vicinity” (46). The quotation
suggests that Alec, “the choice spirit who rule[s] The Slopes,” is the
embodiment of the Trantridge ethos. The agricultural community has also “a
more abiding defect” (46), like heavy drinking. The common topic of
conversation among the inhabitants is “the uselessness of saving money” (47).
One of their greatest pleasures lies in going to Chaseborough, a market-town
near by, every weekend to drink hard, and in “spend[ing] Sunday in sleeping
off” (47) the aftereffects of overnight drink. Tess, in the meantime, participates
in their weekend journeys over and over again, “the hilariousness of the others
being quite contagious” (47) after her monotonous work on the poultry-farm.

It is significant that Tess is seduced by Alec on the evening of the
licentiousness in drinking and dancing. Among the participants in the revel are
Car Darch who was “till lately a favourite of d’Urberville’s” (50) and Nancy, her
sister, who has stood in “the relations to d'Urberville that Car had also been

suspected of” (52). This provides eloquent proof that Alec’s relationships with
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women are in utter disorder. In a windowless storehouse of Chaseborough the
workfolk dance in a wild frenzy in a cloud of dust of hay and peat stirred up by
their stamping feet. The drunken revel is symbolically delineated: “They
coughed as they danced, and laughed as they coughed. Of the rushing couples
there could barely be discerned more than the high lights—the indistinctness
shaping them to satyrs clasping nymphs—a multiplicity of Pans whirling a
multiplicity of Syrinxes; Lotis attempting to elude Priapus, and always failing”
(48).

The Chaseborough dance is the most important emblematic scene that
comes before the incident in The Chase. A thick cloud of dust lit by candles is
associated with a heavy fog over the wood. “The shift from plural to singular”
(Springer 126), and the references to Syrinxes and Lotis who are nymphs, the
sensual Pan, and Priapus who is “an obscene little deity, a daemon of fertility,
represented as a more or less grotesquely misshapen man, with a huge and

erect phallus” (Rose 175) seem to forebode an impending catastrophe of the

heroine. The dance scene is clearly meant to anticipate what is to come next.

On their way home a quarrel arises out of a sense of rivalry among the girls
around Alec, who suddenly appears on his horse and deceives Tess into
thinking that he is taking her home. When they see her carried off, the women
say laughing: “Out of the frying-pan into the fire!” (53). The proverb means
“from a bad situation to one that is worse” (Oxford Advanced Learner’s
Dictionary). It is by now clear that they foresee what is lying in wait for her.
There is little doubt about their involvement in Alec’s wrong, because in a
sense the rural community itself delivers her into his hands. Considering the
Trantridge ethos, we may assume that it would be almost impossible for Tess to
escape her misfortune.

As stated earlier, Alec has the arrogance to press strawberries on Tess at
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their first meeting. Likewise, he has the arrogance to change his sex partners
one after another and to do what he pleases in relations with women. In fact, his
behaviour is not a disgraceful secret kept from rural folk. On the contrary, he
proudly shows it off by taking away Tess in their presence. It can safely be said

that both Trantridge and The Slopes have such loose morals as to allow sexual

levity.

I

The main purpose of this section is, by focussing on Sandbourne (Hardy's
fictional name for Bournemouth), to examine the similarities between the
seaside town and The Slopes. When Tess is called home at the news that her
mother is seriously ill, the deconverted Alec unexpectedly turns up again before
her, saying: “You are Eve, and I am the old other one, come to tempt you in the
disguise of an inferior animal” (275). The important thing is that he is given the
Satan imagery. Moreover, Alec, taking advantage of the desperate financial
condition of Tess’s family after her father’s death, persuades her to give up her
husband who has deserted her, and takes her to Sandbourne. The repentant

Angel meanwhile returns home from Brazil to find Tess. The newly popular

resort he starts for is delineated as follows:

This fashionable watering-place, with its eastern and its western
stations, its piers, its groves of pines, its promenades, and its covered
gardens, was to Angel Clare like a fairy place suddenly created by the
stroke of a wand, and allowed to get a little dusty. An outlying, eastern
tract of the enormous Egdon Waste was close at hand, yet on the very
verge of that tawny piece of antiquity such a glittering novelty as this
pleasure-city had chosen to spring up. Within the space of a mile from its
outskirts every irregularity of the soil was prehistoric, every channel an
undisturbed British trackway; not a sod having been turned there since the
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days of the Caesars. Yet the exotic had grown here, suddenly as the

prophet's gourd; and had drawn hither Tess.

By the midnight lamps he went up and down the winding ways of this
new world in an old one, and could discern between the trees and against
the stars the lofty roofs, chimneys, gazebos, and towers, of the numerous
fanciful residences of which the place was composed. It was a city of
detached mansions; a Mediterranean lounging-place on the English
Channel; and as seen now by night it seemed even more imposing than it

was. (296)

Certain recurring features can be observed here as in the depiction of The
Slopes. First, Egdon Waste is a vast expanse of moorland whose history can be
traced back to prehistoric ages, whereas Sandbourne is a newly-risen
pleasure-city that modern civilization has produced. The portrayal of the resort
town is strongly reminiscent of that of The Slopes. That is, both are an affluent
alien intruder into the pastoral world. Secondly, compared with a long history of
Egdon, this garish, modern city was created in a flash just as the name of the
Stoke-d’Urbervilles was coined soon after Alec’s father searched for extinct and
ruined families “for an hour in the British Museum” (27). The ephemeral nature
of Sandbourne implicit in the metaphor “a fairy place suddenly created by the
stroke of a wand” is also associated with Alec, because his conversion as quick

as his later renunciation of religious faith is transient. In short, Sandbourne

bears a striking resemblance to The Slopes and its master.

In the coastal town “amidst all this wealth and fashion” (296), “[t]here’s
visitors coming and going every day” (297). This indicates the mobility of the
population. It is “a city of detached mansions” (296) and it is “all lodging-houses
here” (297). The suggestion is that Sandbourne, without communal bonds, is the
exact opposite of the traditional rural communities like Marlott. It is “the

perfect place for the modern, deracinated Alec” (Tanner 19) who has no
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intimate relation with the soil. In this connection, it is to be noted that in
Hardy’s fiction those whose lives are not deeply rooted in the land like Mrs
Charmond and Fitzpiers in The Woodlanders are often portrayed as morally
dubious characters.

More important still, the setting of both The Slopes and Sandbourne seems
to be emblematic of the relationship between Tess and her seducer. Tess comes
from an old but decayed family of aristocratic lineage in the countryside,
whereas Alec comes from nouveaux riches. Therefore, his sexual aggression
towards Tess can be regarded as symbolic of the socio-economic reality of the
later nineteenth-century rural England—the invasion of the agricultural society
by the new urban classes enriched by industrialization. In view of the
characterization of Alec, we may assume that Hardy saw these alien forces as a
threat to the stability of the rural world.

These considerations of The Slopes and Sandbourne lead us to believe that
Hardy is strongly conscious of the relation between architecture and morality.
This is further demonstrated by the following examples from his other novels,
in which the styles of building are referred to in connection with its occupants.
In Far from the Madding Crowd, Bathsheba, who vacillates in her relationships
with three men—Oak, Boldwood and Troy—lives in a manor of “the early stage
of Classic Renaissance” (102). Lucetta in The Mayor of Casterbridge is a woman
of moral ambiguity, because she shifts her affection to Farfrae, a young Scot,
after her first encounter with him, though she is pressing Henchard, her former
lover in Jersey, for a legal marriage. Her residence, High-Place Hall, is
Palladian. The style dominant in England in the former half of the eighteenth
century pertains to Neoclassicism. Curiously enough, one of the doors which
stands open in the lofty wall of the back court of High-Place Hall leads to “one
of the little-used alleys of the town” (160). The narrator says: “The position of
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the queer old door and the odd presence of the leering mask suggested one
thing above all others as appertaining to the mansion’s past history—intrigue”
(160). The point is that the house as well as its mistress has a guilty secret. It
seems clear from these instances that it is no mere coincidence that both
Bathsheba and Lucetta occupy classical buildings. Why, then, does the classical

style provide indications of the moral dubiousness of dwellers? We shall discuss

the matter in the next section.

m

In the Victorian age architectural theorists like A. W. N. Pugin and John
Ruskin seem to stand out as the most important in arguing that architecture
should be judged by the highest standards of morality. Gothic enthusiasm
generated by their writings reached its height in the 1850s, though its style was
beginning to decline when Hardy left for London “to pursue the art and science
of architecture on more advanced lines” (Life 35). It is natural, however, to
assume that Hardy was familiar with its theories.

Significantly enough, J. B. Bullen observes the relation between art and

society:

This notion of an intimate connection between society and building
style was common in the nineteenth century. Carlyle's view that
architecture is ‘the visible embodiment of Thought’ has its roots in the
eighteenth century, but was developed to a considerable degree by
architectural writers like Ruskin and Pugin. For Pugin the cathedrals and
abbeys of England and France represent the superiority of the medieval
over the modern way of life, while for Ruskin it was the churches and
palaces of Venice which spoke of spiritual greatness and subsequent decay.
Hardy's notebook entries and the various remarks he made both suggest

that he was in sympathy with this view, [. . .]. (161-62)
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Here Bullen suggests that Hardy shared the view of the Gothic theorists, which

we shall take a brief look at.

In the opening passage of Conmtrasts (1836) Pugin contends: “It will be
readily admitted, that the great test of Architectural beauty is the fitness of the
design to the purpose for which it is intended” (1). Here is shown his
functionalism. It is in order to prove his hypothesis that Gothic is an
architectural style that embodies the Christian faith that Pugin lays stress on
the functional fitness of Gothic work (Suzuki 99). Gothic architecture whose
pointed arches are projecting towards heaven tries to achieve great height,
denying the weight of material (Worringer 104), and to raise the human heart a
step nearer to heaven. It is because the pointed arch which gives us an
impression of soaring verticality is easier to gain greater height than the round
arch of classical architecture that Pugin asserted the superiority of Gothic art.
Furthermore, he showed in illustrations the contrast between the architecture
of 1440 and that of 1840, comparing “medieval buildings, the product of a
society at peace with itself and God,” with “scenes in the modern city, whose
ugly buildings were emblematic of dehumanization and wage slavery” (Altick
105-6), and discussed the relation between art and its period. By so doing he

argued that architecture is an accurate reflection of the social conditions in

which it was produced.

In this connection it is noteworthy that Ruskin shared the concept of
architecture as the direct expression of society. Ruskin, maintaining that “the
sense of the Beautiful arises from Familiarity with the object” (67), considered
that an ideal art or society is one in which beauty arising from a familiar
relationship with the object lasts in harmony with a way of life. What he meant
can be called an organic being. He found such an organic society in the Middle

Ages which he thought had an intimate connection between man and the object.
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His concept of “organic,” with its emphasis on “interrelation and
interdependence” (R. Williams 140), is the very opposite of that of
“mechanical.” The word “mechanical” seems to mean not only machine
production, but also there being no familiarity with the object, as is seen in the
mechanical regularity of the classical style. For Ruskin architecture was the
expression of a whole way of life. One of the reasons he thought of classical
architecture as mechanical is that it applies strict regulation of the Five Orders
to all forms, regardless of the qualities of material (Suzuki 131), and that it does
not allow the individual workman to exercise his creative freedom in achieving
artistic fulfillment. In short, Pugin and Ruskin shared the view that architecture
and morality are inseparable, despite the difference in matters of religious
faith—Pugin’s advocacy of Gothic for Catholicism as opposed to Ruskin’s for
Protestantism.

Let us turn our attention to the connection between Hardy and Gothic. In
the previous section we have seen his allegorical use of contrasting architectural
styles in his work. His notebook entry 262 runs: “Architecture is the expression
of morals” (Bjork 27). Moreover, Norman Page argues that “Hardy’s
architectural training affected his respect for function” (17), whose importance
Pugin emphasized, as previously stated. In this light we may assume that the
Gothic influence upon Hardy cannot be ignored. How, then, did he regard
Gothic enthusiasm of his own day? Significantly, Sir John Betjeman says that
The Architectural Notebook of Thomas Hardy reveals that Hardy received “a wide
training in architecture” (152), and that he was not “a rigid Gothicist” (153). It
is well known that the passion for Gothic art seemed to know no bounds in
those days, and that the widespread adoption of the Gothic mode transformed
the landscape of towns and cities all over the country. Hardy comments on

Gothic enthusiasm in the 1895 Preface to A Pair of Blue Eyes:

- 122 -



The following chapters were written at a time when the craze for
indiscriminate church-restoration had just reached the remotest nooks of
western England, where the wild and tragic features of the coast had long
combined in perfect harmony with the crude Gothic Art of the ecclesiastical
buildings scattered along it, throwing into extraordinary discord all

architectural attempts at newness there. (Orel 7)

Here Hardy expresses reservations about church restoration. In a similar way,
Hardy, looking back over the past years, remarks how extensively vandalism
went on in the name of restoration in a speech entitled “Memories of Church

Restoration” (1906), and bitterly regrets the damage done to ancient buildings in

the name of preservation. Obviously, he was critical of restoration.
On the other hand, Hardy, having learned a lot as a Gothic apprentice, came

to the awareness that there is an intimate relation between architecture and

poetry:

He [Hardy] had fortified himself in his opinion by thinking of the
analogy of architecture, between which art and that of poetry he had
discovered, to use his own words, that there existed a close and curious
parallel, both arts, unlike some others, having to carry a rational content
inside their artistic form. He knew that in architecture cunning irregularity
is of enormous worth, and it is obvious that he carried on into his verse,
perhaps in part unconsciously, the Gothic art-principle in which he had
been trained—the principle of spontaneity, found in mouldings, tracery, and
such like—resulting in the ‘unforeseen’ (as it has been called) character of
his metres and stanzas, that of stress rather than of syllable, poetic texture

rather than poetic veneer; [. . .]. (Life 301)

The above shows how Hardy applied by analogy the Gothic art-principle to

poem-making, though his emphasis was almost entirely on technique. Some hint
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about how deeply Hardy responded to Gothic art, however, can be detected in
Jude’s response to the Gothic relics of the colleges of Christminster on the
following morning after his first arrival there: “The condition of several moved
him as he would have been moved by maimed sentient beings” (Jude 68). In this
light we are safe in assuming that Hardy, distancing himself from Gothic

enthusiasm, aesthetically appreciated Gothic architecture and was deeply

influenced by its theories.

As discussed in the earlier sections, we have seen that in the descriptions of
The Slopes and Sandbourne Hardy is fully conscious of the moral nature of their
inhabitants. Pugin and Ruskin, to whom Hardy owed something, insisted that art
depends upon the quality of the society which has produced it. In conclusion I

would like to mention that the Gothic theories form the background to Hardy’s

view that architecture and morality are deeply interfused.

Notes
1) Thomas Hardy, Tess of the d’Urbervilles (New York: Norton, 1965) 26-27. All further

quotations from this work will be identified by page number of this edition.
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Contrast and Supplementarity:
The Spatial Rhetoric of Jude the Obscure*

SATOSHI NISHIMURA

In Beyond the Pleasure Principle Sigmund Freud describes the phenomena of
life as “détours” made “before reaching [the] aim of death,” or as “circuitous
paths to death” (46). This is an example of the use of spatial terms or images
to illuminate the nature of human existence, and itself no surprising matter.
But the question is the fact that the use of figurative language in this case is not
a strategy that could have been done without but rather suggests a range of
referents for which there is no literal language. This also has to do with the
importance of literature as a system of tropes. As Paul de Man says, “it is very
difficult not to conceive the pattern of one’s past and future existence as in
accordance with temporal and spatial schemes that belong to fictional narratives
and not to the world” (11). In other words, part of the epistemological function
of literature lies in the way it constitutes a catachrestic figure for the general
abstraction of human experience. Literature, then, tends to facilitate what de
Man calls “ideology,” that is, “the confusion of linguistic with natural reality, of
reference with phenomenalism” (11). If many twentieth-century writers are
more or less conscious of the problematic of this confusion, the work of the late
Victorian Thomas Hardy is symptomatic of such consciousness.

A good place in Hardy’s work to explore the issues involved is his last major
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novel, Jude the Obscure. One of the striking features of Jude the Obscure is that
it is a self-conscious work, drawing as much attention to its own artistic or
artificial status as to the events it describes. The novel as such, its language
being simultaneously a transparent medium and an opaque texture, implies at
least two things. One is the implication that, as David Lodge notes (x), Jude the
Obscure, like Hardy’s novels in general, is a novelistic instance of Roman
Jakobson’s aesthetic view that “The poetic function projects the principle of
equivalence from the axis of selection into the axis of combination” (358). The
logic of its composition lies not just in what it represents but, in the words of
Patricia Waugh, in its “internal verbal relationships” (23). In fact its
fundamental or pervasive trope is contrast. Related to this tropological aspect
of the novel is the implication that what Jacques Derrida called the logic of
supplementarity is at work here, figuring as a theme of vacillation or vagrancy.
In this essay I shall explore these implications of Jude the Obscure, suggesting
that narrative fiction for Hardy is a linguistic structure whose spatiality functions
as a figure for human fate.

While there exists among critics of Jude the Obscure a wide range of
disagreement over its interpretation, most of them would agree that, as A.
Alvarez puts it, “the tragedy of Jude is not one of missed chances but of missed
fulfillment, of frustration” (113). What is obvious about Jude's story is that
whatever the objects of his desire, or whatever the obstacles to his aspirations,
he is not allowed to attain happiness but fated to wander throughout his life

painfully and hopelessly like a hapless drifter. This inexorable determinism or
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fatalism of Jude the Obscure provides a handle not only for historicist
interpretation but also for formalist or rhetorical reading. As Lodge observes,
the reader of the novel, as well as Jude and Sue, “cannot avoid the challenge of
Hardy’s pessimism because of the form of the novel” (113). In fact Hardy’s
notion of fate is a formal problem to the extent that it cannot be dissociated
from the creative force of what he called the “Immanent Will.” J. Hillis Miller,
describing the Immanent Will as “a sleeping craftsman,” says that “Hardy’s
stories, when viewed from a distance, as a spatialized form, reveal themselves
to be constructed like a well-designed building” (Thomas Hardy 206, 205). Not
only does such craftsmanship manifest itself in particular in Jude the Obscure, but
Hardy himself speaks of the novel in spatial or architectural terms. He says
that “the plot is almost geometrically constructed” (F. E. Hardy 271). In a way
related to this, he also comments, “Of course the book is all contrasts—or was
meant to be in its original conception” (F. E. Hardy 272). This means that
many of the narrative elements in Jude the Obscure are bound together on the
basis of similarity or opposition, constituting, as Lodge points out, so
complicated a web of cross-references that the reader has “the sense of an
inevitable destiny underlying the apparently gratuitous particularity of the
stream of experience” (109).

A good place in Jude the Obscure to illustrate its strategic use of contrast is
the well-known scene in which Jude first meets Arabella (26-27). Of this scene
Hardy observes: “The ‘grimy’ features of the story go to show the contrast

between the ideal life a man wished to lead, and the squalid real life he was
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fated to lead. The throwing of the pizzle, at the supreme moment of his young
dream, is to sharply initiate this contrast” (F. E. Hardy 272). What echoes
through Jude the Obscure is the conflict between real and ideal, which Hardy also
describes in his preface to the first edition as “a deadly war waged between
flesh and spirit” (xxii), and this conflict or war as a general theme of the novel
is first articulated by a shocking incident, Arabella’s throwing of a pig’s pizzle to
break in on Jude’s daydreaming about classics. This incident, constituting a
contrast between pig and book, not only introduces the general theme of the
novel but also functions as a salient emblem of what it initiates. This function
is also supported by some other episodes in the novel which include
juxtaposition of the same order: Vilbert, a quack physician, whom Jude has seen
“selling a pot of coloured lard” (18), does not fulfill his promise to bring Jude
“the Latin and Greek grammars” (19); on the day following his first encounter
with Arabella, despite his resolve “to set this afternoon apart for a special
purpose,—the re-reading of his Greek Testament” (31), Jude comes to her
house, where he perceives “[a] smell of piggeries [coming] from the back, and
the grunting of the originators of that smell” (32-33); one day after their
marriage, Arabella, “[s]eeing the book sticking out of his pocket” while she is
“busy melting down lard from fat of the deceased pig” (52), complains to Jude
about low wages; next morning, quarreling with him, Arabella flings “some of
Jude’s dear ancient classics” on the floor, with her hands “smeared with the hot
grease, and her fingers consequently [leave] very perceptible imprints on the

book-covers” (53); disgusted with his amorous affairs, Jude burns “all the

- 129 -

theological and ethical works that he possess[es],” the flames illuminating “the
pigsty” (182). These instances, taken together, indicate that there is an
incidental or coincidental incompatibility between pig and book, which, as
context recedes, begins to stand for Jude’s inner conflict. The juxtaposition of
pig and book is thus metonymic as well as metaphoric. Their combination
happens, while its literal meaning is weakened or suspended by the process
whereby it becomes symbolic.

The process in question, as I have suggested by citing some examples of the
same contrast, lies in the complexity of cross-references which characterizes
Jude the Obscure. In the novel there are repetitions of a particular contrast as
well as versions of it, all of which converge in one way or another toward the
same point. What underlies such a chain of interrelations in the novel is
Hardy’s spatial view of existence, which is neatly expressed in his use of the
metaphor of a kaleidoscopic carpet to describe the complexity and intricacy of
life: “As, in looking at a carpet, by following one colour a certain pattern is
suggested, by following another colour, another; so in life the seer should watch
that pattern among general things which his idiosyncrasy moves him to observe,
and describe that alone” (F. E. Hardy 153). By implication, a novel for Hardy
makes it possible to follow out a certain pattern or another in its complicated
constructions that form an image of life. From this perspective, an appropriate
critical term for Hardy’s fiction would be “spatial form,” the term which Joseph
Frank used to indicate that modernist literature, more or less governed by

spatial principles, tends toward something poetic or at least tends to blur the
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distinction between poetry and fiction. Yet to say that spatial form is primarily
a literary historical or generic phenomenon would be misleading. It would also
be important to note that spatiality in literature is a question of more general
interest because it is an aspect of language. Literature is spatial at least to the
extent that, as Gérard Genette observes in an essay entitled “Espace et
langage,” “Tout notre langage est tissé d’espace” (Figures I 107).1)

Genette elaborates on the implications of this proposition for the study of
literature in another essay, “La littérature et ’espace.” Here he argues that
the mode of existence of a work of literature, though it is in essence temporal,
partakes of spatial form not just because “la littérature, entre autres ‘sujets,’
parle aussi de I'espace, décrit des lieux, des demeures, des paysages” (Figures
I 43),2) but rather because literature is made of words. The basic question in
this essay is: “Y a-t-il . . . quelque chose comme une spatialité littéraire active
et non passive, signifiante et non signifiée, propre a la littérature, spécifique a la
littérature, une spatialité représentative et non représentée?” (Figures II 44).3)
In an attempt to answer this question, Genette explores the relation between
language and spatiality on some levels of its manifestation in literature. The
most fundamental of all is that “le langage semblait comme naturellement plus
apte a ‘exprimer’ les relations spatiales que toute autre espéce de relation (et
donc de réalité), ce qui le conduit a utiliser les premiéres comme symboles ou
métaphores des secondes, donc 2 traiter de toutes choses en termes d’espace,
et donc encore a spatialiser toutes choses” (Figures II 44).4) Another way of

putting this would be to say that our language, as Miller points out, is “rich in
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spatial terms and poor in temporal terms” (Victorian Subjects 92), so much so
that non-spatial thematic conceptions, such as time, self, or mind, once they are
verbalized, tend to be spatialized. This spatiality, together with the fact that, as
structural linguistics has demonstrated, language exists as a system of signs and
differences, finds positive expression in the use of writing as opposed to speech,
that is, in the existence of a written text as a spatial or visual configuration of
words. This suggests not only that “la spatialité manifeste de I'écriture peut
étre prise pour symbole de la spatialité profonde du langage,”S) but also that
literature for us should be a brilliant example of verbal spatiality since it has
established itself as a written art (Figures II 45). Besides all this, there is also
a stylistic or rhetorical dimension to the question at issue. From this point of
view, literary spatiality reveals itself as a “figure,” or as a semantic space
opened up between literal and figurative. As Genette puts it, “la figure, c’est a
la fois la forme que prend 'espace et celle que se donne le langage, et cC’est le
symbole méme de la spatialité du langage littéraire dans son rapport au sens”
(Figures II 47)."

These modes of spatiality, none of which can be entirely separated from the
others, are all implicit in Jude the Obscure, and this implication is in one way or
another brought out into the open when critics attempt to articulate its
deterministic vision of life. One of the best examples is Lodge’s essay on Jude
the Obscure, which has as its key sentences “Jude and Sue are trapped in a maze
of unhappiness, from which there is no escape—except death,” or “life is a

closed system of disappointment from which only death offers an escape” (107,
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108). The language used here and elsewhere in the essay in an attempt to
articulate Hardy’s view of life is strikingly spatial and more or less typical of
structuralist terminology. As the responsiveness of Jude the Obscure to such
terminology suggests, Jude’s life is structured like a language, so as to be
displaced to the linguistic structure of the novel. The inevitability of Jude’s
destiny, according to Lodge, corresponds to the “elaborate patterning” of the
novel, in which apparently unrelated incidents converge toward the construction
of Jude’s life as “a series of moments of disillusionment” (109).

Although this correspondence seems crucial to an understanding of Jude the
Obscure, it is problematic to treat it descriptively rather than dialectically,
without putting in question the idea that structure is a closed system, always at
work in a stable state. In fact such a static conception of structure is
undermined by the fundamental aspect of Jude’s life, that is, his tendency
toward vacillation. Moreover, while attention to the “elaborate patterning” of
the novel can facilitate recognition of the way Jude is deprived of freedom
through his life, such recognition is not enough to explain why he is doomed to
disappointment and frustration rather than attaining happiness and satisfaction.
The question still remains what are the implications of Jude’s life as “a series of
moments of disillusionment” for an understanding of the linguistic or
tropological structure of the novel.

The key to this question is another type of spatiality which Genette only
hints at in talking about the spatial potentiality of language as a “figure.” Itis a

boundless space in literature that would never be filled up, one that arises from
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the nature of literary discourse as “une chaine de signifiants présents ‘tenant
liew’ d’'une chaine de signifiés absents” (Figures II 46).7) This space between
presence and absence, along with the other modes of spatiality mentioned
above, is embodied in Jude’s wanderings through his life, his movement from
person to person or from place to place. From this perspective, Jude’s life is
something more than “a closed system of disappointment.” It reveals itself as a
fathomless abyss, as Jude suggests in thinking about first two failures in his life:
“He thought of that previous abyss into which he had fallen . . . the deepest
deep he had supposed it then; but it was not so deep as this. That had been
the breaking in of the outer bulwarks of his hope: this was of his second line”
(102).

As a miniature example of what is at stake in Jude's life as such, Hardy has
included in his novel an apparently irrelevant episode at Melchester, Jude’s
“chimerical expedition to Kennetbridge” (164). Enthralled by a hymn entitled
“The Foot of the Cross,” Jude goes to Kennetbridge to meet its composer,
whose materialism disappoints him bitterly. This excursion also turns out to be
even infuriating, since the result of it is that he misses an invitation from Sue,
who is here associated with the hymn but opposed to the musician. This
episode, clearly a version of the general theme of the novel, has some
implications for a reading of the novel as a whole. One is the implication that
two things which stand as opposites, though apparently excluding each other,
are inseparable. Just as the hymn’s holiness and its composer’s materialism,

which are opposed to each other, come from the same source, so such opposites
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as the ideal and the real in Jude the Obscure are not so much two different
things as two parts of a whole. More important still is the implication that
there is a relation set up in the novel between the use of contrast and Jude’s
destiny. This relation lies in the ironic possibility that whenever Jude desires
or seeks something, he finds its opposite counterpart. In the novel an
alternation such as the movement from the hymn to the composer to Sue not
only constitutes a set of contrasts but also serves to pattern Jude's life as if a
“special intervention of Providence” were at work “to keep him away from
temptation” (164). This patterning is all the more problematic because of the
implication that Jude's desire is inflamed or stimulated by the existence or
appearance of a substitute for what he desires. The hymn attracts him by
substituting for something that he seeks, something which he vainly hopes to
find in its composer and which can also be replaced by Sue.

To see Jude’s life in this way would be to suggest that Jude the Obscure
cannot be dissociated from Derrida’s conception of the logic of supplementarity,
a rhetorical operation implicit in human activity. Jude the Obscure too involves
the logic insofar as attention is called throughout the novel not only to the way
what seems surplus to Jude’s aspirations tends to substitute for his supposed
ideal of human life but also to the way whatever he does or can attain turns out
to be something marked by absence, a supplement to or a substitute for what he
desires. On the basis of such an unstable state of existence it is possible to say
that Jude desires what always frustrates and evades him. By the same token it

is less true to say that what Jude desires is too ambitious to achieve than to say
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that throughout his life he does not know exactly what he really desires. The
point about Jude the Obscure as a story of frustrated desire, then, is not that
some natural or social forces prevent Jude from reaching his goal as a given, but
rather that his supposed goal or ideal is always threatened by the process of
supplementarity at work on the tropological level of the novel.

This is suggested quite early in the novel by the way Jude becomes involved
with Arabella. As I have mentioned, Jude's first meeting with Arabella has the
effect of awakening him to the conflict between flesh and spirit. What is
problematic about this conflict is that it seems interminable because his
experience of it implies that while the superiority of the spirit is not
self-evident, the triumph of the flesh is still embarrassing. Yet, partly because
of the order of events in the story, we may fail to notice what is at stake here.
After having elevated Christminster to his ideal Jude gets acquainted with
Arabella, and thus the conflict begins. This narrative sequence is not so simple
or innocuous as it might seem. It helps to establish a hierarchical relationship
between Christminster and Arabella, which is also reinforced by such social and
cultural conditions as “a religion in which sexual love [is] regarded as at its best
a frailty, and at its worst damnation” (182), or the way the University in
Christminster tends to exclude working-class people to cut itself off from
earthly affairs. This means that if Jude’s intimacy with Arabella is shameful or
regrettable, it is so not in itself but in relation to a hierarchical view of human
life that is part of the ideological structure of society.

But at the same time the episode of Jude’s involvement with Arabella, while
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it rests on the distinction between flesh and spirit, also suggests that this
distinction cannot constitute a stable hierarchy. As such, the episode
dramatizes a basic deconstructive process whereby a given hierarchy is
reversed or undone. It begins with the way Arabella is a stranger to Jude when
Christminster means everything to him. At first he sees her not only as “a
woman for whom he [has] no respect, and whose life [has] nothing in common

with his own except locality” (32), but also as his temporary or inessential

companion:

“Well, it’s only a bit of fun,” he said to himself, faintly conscious that to
common-sense there was something lacking, and still more obviously
something redundant, in the nature of this girl who had drawn him to her,
which made it necessary that he should assert mere sportiveness on his
part as his reason in seeking her—something in her quite antipathetic to
that side of him which had been occupied with literary study and the

magnificent Christminster dream. (30)

” &«

This passage, in which such words as “lacking,” “redundant,” or “antipathetic”
are used to describe Arabella, characterizes her as a mere supplement to “the
magnificent Christminster dream.” This order of priorities, if kept intact
throughout his life, might justifiably characterize Jude’s involvement with
Arabella as a failure of his lofty scheme. In fact this is not the case. Jude soon

forgets “his former fervid desires to behold Christminster,” placing Arabella on

an equal footing with Christminster:
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He talked the commonest local twaddle to Arabella with greater zest than
he would have felt in discussing all the philosophies with all the Dons in

the recently adored University. . . . (33)

This is followed by a more positive recognition of Arabella as an object of Jude’s

desire that can readily replace Christminster:

. . . Arabella soon reasserted her sway in his soul. He walked as if he felt
himself to be another man from the Jude of yesterday. What were his
books to him? what were his intentions, hitherto adhered to so strictly, as
to not wasting a single minute of time day by day? “Wasting!” It
depended on your point of view to define that: he was just living for the
first time: not wasting life. It was better to love a woman than to be a

graduate, or a parson; ay, or a pope! (36)

This passage makes it clear that Arabella’s seduction marks the initial crucial
turning point in Jude’s life not by hampering his academic ambitions but by
bringing about a shift in his attitude to Christminster. Arabella, whom Jude
once found external or foreign to Christminster as his ideal, herself becomes his
ideal now. Arabella is thus both a supplement and a substitution. But at the
same time it should also be noted that Christminster for Jude is itself already a
supplement, something added to his sexual desire. “He was getting so
romantically attached to Christminster,” says the narrator, “that, like a young
lover alluding to his mistress, he felt bashful at mentioning its name again” (15).

As H. M. Daleski points out in quoting this example, Christminster always
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exists for Jude as “a receptive female substitute,” assuming “a female allure”
(184). The possibility of the replacement of Christminster by an actual woman,
then, is implicit even before Jude meets Arabella. This warns us against seeing
Jude’s involvement with Arabella as a case of filthy sexual degeneration. This
involvement is not a disgraceful or lamentable deviation but rather a part of his
pursuit of his ideal insofar as it is the case that his admiration for Christminster
is just a special case of his generalized sexuality.

A further clue to what is at stake in Jude’s story is provided by Part 2 of the
novel, “At Christminster.” After parting company with Arabella, Jude renews
his intellectual ambitions and comes to Christminster, which, as he realizes, is
divided into two parts, the University and the other area, “as if he [were] at the

antipodes”:

Only a wall divided him from those happy young contemporaries of his with
whom he shared a common mental life; men who had nothing to do from
morning till night but to read, mark, learn, and inwardly digest. Only a
wall—but what a wall! (69)

This “wall” has two implications. One is the implication that it is not an easy
matter for a poor working-class person like Jude to enter the University. This
comes to the surface when Jude receives a letter from the Head of a College,
which leads Jude to abandon his academic plans and thus marks a climactic
moment in his story at Christminster. At the same time, however, it is

important to note that what the Head’s letter says or implies does not so much
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lie at the bottom of the hopelessness of Jude’s attempt to enter the University
as provide a plausible justification for the consequence of his story at
Christminster. While the letter suggests that the University is not open to the
poor or the working-class, this difficulty, as a matter of fact, is not the main
point here insofar as Jude makes no further attempt to test it. “And I don’t
regret,” says Jude, “the collapse of my University hopes one jot. I wouldn’t
begin again if I were sure to succeed” (103). What accounts for this
renunciation lies in the other implication of the wall that stands between the
two parts of Christminster. It is the implication that the University exists for
Jude both as a complete ideal and as an incomplete reality because of its
separation from the other part of Christminster. This is also suggested by
Jude’s initial double impression of the University: “What at night had been
perfect and ideal was by day the more or less defective real” (67). This
recognition of appearance and reality, “perfect and ideal” and “the more or less
defective real,” is followed by Jude’s insight into the paradoxical existence of the
University in Christminster, an insight which anticipates his disappointment
with intellectual life there, whether his academic plans are really hopeless or
not.

A first example of such an insight occurs when Jude visits the worksite of a

stonemason in Christminster:

For a moment there fell on Jude a true illumination; that here in the stone
yard was a centre of effort as worthy as that dignified by the name of

scholarly study within the noblest of the colleges. But he lost it under
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stress of his old idea. He would accept any employment which might be
offered him on the strength of his late employer’s recommendation; but he
would accept it as a provisional thing only. This was his form of the

modern vice of unrest. (68)

For Jude, what is in the stone yard is “a centre” as well as “a provisional thing”
in relation to the University. This unstable view of existence, which is called
here “his form of the modern vice of unrest,” serves as a paradigm for the
relation between the two parts of Christminster, as a parallel passage later in

the novel confirms:

He saw that his destiny lay not with [the Colleges], but among the manual
toilers in the shabby purlieu which he himself occupied, unrecognized as
part of the city at all by its visitors and panegyrists, yet without whose

denizens the hard readers could not read nor the high thinkers live. (95)

Jude, as a “manual toiler,” feels isolated from the University, but at the same
time he perceives the coexistence of the “manual toilers” and the “readers” and
“thinkers,” thus seeing his present status not only as a supplement to the
University but also as an essential condition for what it supplements. This way
of seeing, moreover, prepares the way for the scene in which Jude gives up his
academic ambitions after his receipt of the Head’s letter mentioned above. The
significance of the letter for this climactic scene lies in the way it serves as a

decisive reminder of what Jude has already noticed:
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He began to see that the town life was a book of humanity infinitely more
palpitating, varied, and compendious than the gown life. These struggling
men and women before him were the reality of Christminster, though they
knew little of Christ or Minster. That was one of the humours of things.

The floating population of students and teachers, who did know both in a

way, were not Christminster in a local sense at all. (97)

Jude’s academic plans are thus frustrated in such a way that the hierarchical
relationship between the two aspects of Christminster is reversed. This does
not mean that it is “the town life” that can really satisfy Jude. Just as Arabella
repels Jude once they are married, so the “town life” of Christminster, once he
is involved in it, easily depresses him. Yet, again like Arabella, it is powerful
enough to undercut the supposed ideal, substituting for it if temporarily.

The final key in Jude the Obscure to the question of what Jude is fated to
suffer is his involvement with Sue. While his relationship with Arabella is
characterized by the conflict between flesh and spirit, his relationship with Sue
is characterized primarily by another crucial conflict in the novel, the one
between religious faith and skepticism. Having given up his University plans,
Jude wishes to enter the Church and starts to study theology in the hope that
he will “preach and do good to his fellow-creatures without taking double-firsts
in the schools of Christminster” (107). Then Sue comes in, undermining Jude’s
religious belief so as to convert him to paganism. Yet it does not make much
difference to him what he believes in. As he implies, he would be satisfied “if
[he] had any kind of hope to support [him]” (103). As a matter of fact, from the

beginning he needs “something to anchor on, to cling to” (17), whatever it is.
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He seeks it not only in Christminster, in each of its two aspects, or in Arabella,
but also in Sue, in her existence as opposed to flesh and conventionality. From
this perspective, the real misfortune which befalls Jude in his involvement with
Sue after she left her husband, Phillotson, is not poverty or social persecution,
or even Little Father Time’s double murder and suicide. What throws Jude
into despair is Sue’s radical conversion to Christianity caused by the deaths of
their children, since as a result of this conversion his view of life, which has
been reoriented by her, is about to be emasculated again. “My good
heavens—how we are changing places!” Jude desperately tells Sue (295). If
Jude’s conversion revolves around the logic of supplementarity, so does Sue’s.
As Terry Eagleton puts it, “[Sue] is still under the influence of idols: it is
merely that statues of Greek deities replace statues of Christian saints on her
mantelpiece” (xv). As such, Sue’s conversion is a superficial reversal, just as
Jude’s conversion is a shift from one substitute for what he desires to another.
Yet the irony here is that their conversions constitute a chiasmus, bringing
them into irreconcilable conflict with each other. Sue questions what Jude
presupposes to begin with. She tells him that he cannot understand her
“because you are like a totally deaf man observing people listening to music.”
She goes on, “You say ‘What are they regarding? Nothing is there.’ But
something is” (299).

In this chiasmus Jude the Obscure comes full circle, when it turns out that
whatever the sequence of events in the novel, its structure as a system of

contrasts is itself preserved after all. This irreconcilability confirms that some
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of the most important assumptions which underlie the novel are embodied in its
tropological operations. One is the assumption that dualism is a pivot of human
reality. Hardy’s basic vision in this novel sees human life as a matter of real
and ideal, or of flesh and spirit. At issue also is the accompanying assumption
that there is something arbitrary and violent about any attempt to divide the
world into two sets and make a clear distinction between them. This is
illustrated by the use of martial terms or images to describe such divisions or
distinctions. Jude’s life is not simply characterized as an oscillation between
flesh and spirit but referred to as “a deadly war waged” between them, which is
initiated by Arabella’s “missile” chosen “for opening her attack on him” (30).
Such a war, moreover, is presented as an endless process that is only
terminated by death. This interminability points to the assumption that such
concepts as center or felos are all illusions. As the story of “a deadly war
waged between flesh and spirit,” Jude the Obscure suggests that there is a
radical lack in such a centering or teleological conception as the “ideal” or
“supreme” insofar as it is set against the “grimy” or “squalid” according to the
logic of supplementarity. Through such a lack Jude's desire comes into play
and sets his story in motion, while he can never attain final satisfaction because
the logic of supplementarity at work through his story prevents any object of his
desire from becoming the basis on which to structure his life.

As Daleski observes, Jude repeats through his life the same rhythm of hope
and defeat and then new hope, along with the spatial movement from place to

place in which “each new place represents a new start, and so renewed hope.”
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The rhythm of his inner life, thus spatialized in his vagrancy, “generates an
overwhelming sense of frustration” because “these all come to nothing; in the
end the ultimate effect of Jude’s wanderings is to bring him back to where he
started” (182-83). Jude’s life, in other words, turns out to be not progressive
but regressive, but in fact the regression is implicit from the beginning because
for him each new hope, each new place, or each new start is a supplement
which functions as a substitute for an old or previous one which is itself already
a supplement. Jude is thus helplessly caught in an endless series of
substitutions, which is structured in the novel as a system of contrasts in which
anything he sees as a final pivot of his life may always be supplemented and
replaced by the apparently surplus or inessential opposite in such a way that
there exists for him no goal or center that is not provisional. For Hardy,
contrast is a spatial figure for irreducibility and undecidability, thus for
frustration, and Jude’s life itself is lived as such a figure.

This would not confirm, however, such a critical view as sees Jude the
Obscure as a typical product of fin-de-siécle pessimism or nihilism. It should be
emphasized here that unlike Little Father Time’s “wish not to live” (287),
Jude’s permanent frustration or vacillation puts in question not the value of life
itself but the status of a certain type of life as a centering principle. It is still
the case that life for Hardy’s characters is, in the words of the narrator of The
Mayor of Casterbridge, “a general drama of pain” (286), but rather than
pessimistically suggesting that death is the only sure way to escape from the

agony of life, Jude the Obscure draws attention to the implications of literary
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space for an exploration of the possibility of a variety of forms of human life.

Notes

*An early version of this essay, since extensively revised, appeared in my doctoral dissertation,
“Thomas Hardy and the Epistemology of Rhetoric” (University of California, Irvine, 2003).

1) “All of our language is interwoven with space” (my translation).

2) “literature, among other ‘subjects,” speaks of space, describing places, residences, landscapes”
(my translation).

3) “Is there . . . anything like a literary space as active and not passive, signifying and not
signified, proper to literature, specific to literature, a space as representative and not represented?”
(my translation).

4) “language seems naturally more apt to ‘express’ spatial relations than any other kind of
relation (and so of reality), which allows language to use spatial relations as symbols or metaphors of
other relations, hence to deal with everything in spatial terms, and hence, moreover, to spatialize
everything” (my translation).

5) “the manifest spatiality of writing can be taken as a symbol of the profound spatiality of
language” (my translation).

6) “a figure is at once a form that space takes and one that language gives to itself, and it is even
a symbol of the spatiality of literary language in its relation to meaning” (my translation). Genette
goes on to argue that a final mode of spatiality is that of literature as a whole, of which the library is a
symbol (Figures II 47-48).

7) “a chain of existing signifiers ‘taking the place’ of a chain of absent signifieds” (my translation).
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SYNOPSES OF THE ARTICLES WRITTEN
IN JAPANESE

Hankering for ‘a Congenial Channel’

— Tricks of “Time’ in Two on a Tower —

TAKAYOSHI MIYAZAKI

In the preface to Two on a Tower (1895) Thomas Hardy says that this
‘romance’ was ‘the outcome of a wish to set the emotional history of two
infinitesimal lives against the stupendous background of the stellar universe.’
His emphasis on the contrast seems to make us aware of the different Time
scales. This then further conjures up the consciousness of Past and Present.
When viewed with this awareness in mind, this ‘romance’ seems to present
interesting aspects concerning Time.

Lady Constantine is ‘a walking weariness’ because of her weird and jealous
husband, Sir Blount, who is far away in Africa. She happens to meet Swithin St
Cleeve at the top of the tower of ‘Rings-Hill Speer,” which is a substantial
memory of a dead person in the Past in spite of its whole aspect implying
forgetfulness. Her romantic and slightly voluptuous temperament, which has
been kept suppressed in her widow-like life, is to be roused by Swithin, an
astronomer, ten years younger than she. She unconsciously comes to hanker
for ‘a congenial channel’ which has not been attained with her husband, who is
after all found to be dead in Africa. Her attempt to ensure her love for Swithin
through the social and religious convention of marriage is to be disturbed

ironically by the Past submerged and hidden in the Present like a sneering trick
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of Time. This novel, ‘a slightly-built romance,” focuses on the development of
their feelings towards each other into a sublime love, a love soaring into heaven
like the ‘Rings-Hill Speer,” ‘the aspiring piece of masonry’ with a spiral hollow
in it.

This paper attempts to analyze certain phases of their feelings towards each
other with the viewpoint of hankering for ‘a congenial channel,” while taking into

consideration Past and Present.

The Warp of Time and Space:
What do Egdon Heath and Eustacia symbolize?

YUKINOBU SATAKE

Egdon Heath in The Return of the Native seems to have been treated as a
“substance”. But it is not a “substance”. It is a universe including black holes,
where physical substantiality is negated and even Time is relativized by human
emotions or sensibilities.

Egdon Heath shows the topography grounded on the balance between
morals and human emotions. Furze bushes grow or not depending on fields, but
the major characters, such as Clym and Eustacia, express their feelings or
emotions directly and freely on the field where the furze bushes grow (that is,
the field around Mistover), and they tend to suppress them on the field where
the furze bushes don’t (that is, Blooms-End). Furthermore, Mrs Yeobright,
respecting laws and morals more than human emotions, lives in Blooms-End,
where there are no human emotions. In short, Blooms-End is the symbol of
laws and morals. The “white palings” of the Yeobrights’ house, which Eustacia

can go through only when she disguises herself as a male person, have the
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function of defending the male field, Blooms-End (which symbolizes laws or
morals), and forbidding the femininity (which symbolizes human emotions or
sensibilities) prevailing outside them to invade Blooms-End.

Julia Kristeva names what establishes a system and what has the potentiality
for breaking it up le symbolique and le semiotique respectively. Although Eustacia,
whose nature is in its femininity (le semiotique), has affinities with Egdon Heath,
she hates herself existentialistically buried in Egdon Heath and desires le
symbolique helping her to hold her own identity. But on the other hand she
depends on her femininity (le semiotique) for her own identity, and therefore her
nature is in the ambivalence between masculinity and femininity.

In any case, Egdon Heath, where every system and even Time are
invalidated or relativized by human emotions or sensibilities, should never be

reduced to one idea or system, for instance, “Immanent Will”.

Sexuality as “Disease” in ‘Barbara of the House of Grebe’

IKuYO YOSHIDA
‘Barbara of the House of Grebe’, the second story of A Group of Noble
Dames, is concerned with issues of the class system and female sexuality, as
well as revealing vivid depictions of Gothic horrors and abuse. Although Hardy
was required to change several parts of the story prior to publication so that it
would be more suitable for Victorian ladies, he was still severely criticized by
contemporary reviewers. From the story, we come to know not only Hardy’s
resistance towards the pruderies of Victorian censorship, but also the psychiatric

discourse of female sexuality and insanity in late-nineteenth-century England.

In describing her transgressive actions such as the “misalliance” and the
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rejection of her disfigured husbhand Willowes, the old surgeon, the narrator of
the story suggests that Barbara remains immature both physically and mentally
owing to her sex. After she remarries Uplandtowers, Barbara passionately loves
the statue of Willowes, a scene which was criticized by a reviewer in The
Spectator as “a sort of ghastly love-making”. Such criticism seems to be deeply
connected with a typically Victorian attitude to psychiatry which fears female
sexuality and regards a surfeit of passion as a “disease”. It is in the late
Victorian period that sexual differences came to be ambiguous and the existence
of female sexuality was recognized, and thus, a clear definition of “abnormal”
female sexuality—and thus of its “normal” opposite—became necessary.

The narrator considers Uplandtowers as a doctor and Barbara a patient, as
he is greatly interested in Barbara’s sexuality as a “disease” and calls
Uplandtowers’s abuse of her a “treatment”. As Uplandtowers is gradually
fascinated by Barbara’s reaction, the narrator gains pleasure through his analysis
of the female body and mind. Obviously, the voyeuristic narrator shares the
pleasure of knowing the “nature” of woman with members of the Club, though

he shows his antipathy towards that “nature” itself.

“Barbara of the House of Grebe” as a Gothic Parody

KoicHr SUGATA
The Gothic novel is a literary genre which depicts taboos such as death,
sexuality, violence and so on, stimulating a reader’s five senses by aesthetic
expressions of the sublime and the grotesque.
Thomas Hardy’s “Barbara of the House of Grebe” can be read as a gothic

parody because it discloses and criticises the taboo of the tyranny of the
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landowning class by the technique of intertwining the sublime with the
grotesque in an ironical way.

The classical notion of the sublime held ethical implications by stimulating a
reader’s religious feelings toward such transcendent notions as that of a
providence that would elevate humanity. In “Barbara of the House of Grebe,”
however, the transcendent feature of the tale is not represented by God but by
the awful destiny of blood by which the misalliance between Barbara and
Willowes collapses and Barbara and Uplandtowers, both belonging to the
landowning class, get married.

“Barbara of the House of Grebe” also ironically uses the vertical image of
the classical sublime. Willowes survives the fire in Italy by “the blessing of
Providence,” but he is dreadfully disfigured and then rejected by Barbara.
Thus he is dragged down from his social height as a member of the landowning

family, although he once was elevated by the natural sublime through his

experiences in passing over the Alps.

Barbara and Uplandtowers are a gothic couple who not only embody the
dreadful tyranny of the ruling class but also favour the gothic aesthetic. The
impressive scene of the third night of Uplandtowers’s “treatment” of Barbara
depicts not only his domestic violence toward his wife but also Barbara’s
dramatic awakening to the gothic aesthetic.

Moreover, “Barbara of the House of Grebe” parodies the carnival grotesque.
The carnival grotesque invokes in a reader a fertile image of birth, but
“Barbara of the House of Grebe” carries within it images of death in its
descriptions of Barbara’s childbirth, the unearthed fragments of Willowes’s

statue, and so on.
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A Study of The Woodlanders
—— The Conflict between Mind and Soul ——

Pyo JEONG HAENG

In The Woodlanders, Hardy experiments a new method of describing by
using spectres. His anthropocentric interest is in describing a trade-off between
the mind and soul of a young woman in a two-tiered rural society, with some
children apt to be just the labour force, and others likely to bring a good return
on educational investment.

Grace Melbury is so trained socially, and educated intellectually in town, as
to outgrow the rural life. So when she returns home, in spite of being betrothed
to the countrified Giles Winterborne, she marries a town-bred physician.
Unfortunately, she and her husband are totally incompatible; she wants a
mind-oriented life through subtle psychological intercourse, while, seeking for a
soul mate, he has a passionate affair and elopes with another woman. As the
jilted Grace realizes her marriage is disrupted, a yearning for sylvan life
reasserts itself in her and it takes the shape of the passion for Giles.

Informed of her unfaithful husband’s return, the fastidious Grace begins to
be distressed by the conflict between ‘modern nerves’ and ‘primitive feelings’,
that is, mind and soul; she eventually decides to escape. She drops by on the
sick Giles for help. During her several-day stay in his hut, she is too correct in
the proprieties which cultivation has implanted in her mind, and selfishly drives
and exposes him to the wind and rain. It makes his illness irretrievably serious.
In the course of time, when she realizes what she has done to him, her soul
loses control of feelings completely. Faced with his death, she turns apathetic
with her mind living but her soul dead. Hardy tries to take advantage of

spectres to describe how she is at this critical moment.
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Dynamics of Little Hintock:

The Women in its Exclusive Homosociality

YUKI TSUCHIYA
The Woodlanders is set in a little village called Little Hintock, which is

described as self-contained and secluded. However, its seclusion is now being

challenged by such intruders as Dr. Fitzpiers and Mrs. Charmond.

They seem to be socially and economically superior to the natives, but Mrs.
Charmond once confesses vehemently that she feels Little Hintock has “the
curious effect of bottling up the emotions.” This effect may arise from the
homo-social sphere of the villagers’, or more precisely, the rustics’ community.
If we read their conversations minutely, we will notice that the rustics form a
patriarchal, homosocial community, which regards women as capital, and that it
is their community that forms the system of values of Little Hintock. Thus

Mrs. Charmond is deemed to be excluded, for her sexuality is too redundant to

the community.

On the other hand, Grace, a returned native, oscillates between the
community of the natives and that of outsiders. It is in the very end, when she
reunites with Fitzpiers, that the community accepts her as one of its members.
One of the reasons of this acceptance may be that finally she turns out to be

valuable capital who is well husbanded to Fitzpiers, who has obtained a large

partnership.

However, partly because of Marty’s manoeuvre and partly because of Tim
Tang’s man-trap, she leaves Little Hintock with Fitzpiers. Marty will give us a
key to the reason of her departure. Marty seems to be an ungendered figure,
who can be associated with the wood itself. Taking what she has done into

account, it can be said that both the homo-socialistic rustics’ community and
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Marty, who, to some extent, represents the wood, collaborated together, though

unconsciously, to banish the intruders.
Little Hintock has been an arena where various kinds of power are
exercised on the delicate balance. However, its balance now seems to be

collapsing.

The Formation of the Eyes in The Mayor of Casterbridge

—Concerning a ‘Seer’ Elizabeth-Jane as a Heroine.

Mar OsADA

Thomas Hardy was interested in the eyes and visualizations and gave
various expressions to the interests in his works. Elizabeth-Jane Newson, the
heroine in The Mayor of Casterbridge (MC)(1886), observes other characters on
many occasions in her own way. This essay reveals Elizabeth-Jane’s peculiarity
as a heroine through consideration of the formation of the eyes and a unique
characteristic of her observation.

Elizabeth-Jane observes the other main characters from a distance. She is
described as a quiet, intelligent, thoughtful person so impressively that she
seems to watch others calmly and objectively. But her observation is based on
her strong affection for Donald Farfrae. In MC, she moves several times to
watch him. She is clearly different from other observers in Hardy’s novels such
as Gabriel Oak, Digagory Venn, and Jocelyn Pierston. They peep at their
admirers from a dark garden or corners. They are represented as a scopophilic.
It is clear that the narrator intends to delete such an abnormal aspect from
Elizabeth-Jane and represent her as a normal, rational and legitimate ‘seer’.

Ironically, Elizabeth-Jane cannot accomplish her role as a ‘seer’, because

- 1565 -

she becomes a seen object herself in turn after Lucetta Templeman dies. MC
ends with marriage between Elizabeth-Jane and Farfrae, which is conformed to
the Victorian convention in morality as well as novel-writing. It was difficult that
the Victorian novelists represented a heroine with sexual desire. Hardy is
known as a pioneer to describe female characters, not as conventional ideal, but
as a physical woman. Obviously, Elizabeth-Jane as a seeing subject has an eager
desire to see Farfrae as a sexual object, just as other male observers do.
Elizabeth-Jane was created, however, as a ‘seer’ shaven off feminine charm to
arrest male attention, because it was difficult even for Hardy to depict
straightforwardly a heroine who deviates from the Victorian convention by

undermining the Victorian sexual politics of the eyes.
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