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Vav - T=Fr A AR—- VR T AN =L HIZ1950ER 0K D ) 2 560
R Z U CHRE TR D & FHl SN BERDO— AT, FEME  Sergent Mus-
grave's Danceld KA FERAEDAL X)L OFEME L 72 5 TV A1, 2000412
l3Royal National Theatre %83 L 722014l 2 £ T A /EM D) A b OHT19574ED
EfRFE LTETFoNTwSE, 7—F 21, JRTA 99—, JR7I9 Y, =74
YeXR) Y, BE=F— - Ty 7 % HEHBIOHE PRI E RIS L, 19654
WZi3a Yy Uo7+ A vy 50EORERDOI-00 = HE L L2 KES M
ZIBEDERTH D SHIZN, TNHPEEE Lo THZ T ¥ F AR OHLIC
Pz HZEERol1956EDBBCEME Z D LT 5% { OHBIHE S HERL TV
b0 GTHRERT T Y ZAOKFERRADA(EVHBI 7 773 —) O X9 RifBF
BTREEEEOPTHICHAZRET AMERO—AL LTIDY RiF 6 hTna,

COEHNCELDEHBOEME»LFREOONLEDVLEH, &9 —hT, Hid—
BBIE DS A M S N ho 22V HARCRWTIE, AHIBESKIZE T
Sergeant Musgrave’s Dance * & Armstrong’s Last Goodnight ® ® —{EHXFIR I T2
boOD, 1ZTEALEMAHITEL, T OB OHE MR R I FOMTEE LIHIIZ
FIR-DNEC AR

a7 —7 Y OfFmd RV EEETH REINLZ L13dRL, 4T
HMROMTRE SN A2 S, — AP SEARETIZENEAPT TR D"
LA L, EOEMOBREIIEIFFITENEHBIBGR A H 0, SRS, M
HOP TR UIELIREAIMES 2@ BERHATIHIN, b TWIONRENS,
L7235 T, PofEmid#Ee Shbh, AARATED- T, HOWEHBIMGmEFEL
CHBZLIIREREROSH L L THDH L, 20HAER, FFIZ20H o w B
DB RPE LRV ETo THB/E TIE RV,

CNEEEETH Y 20’5, ZHIEEARNATHLERZLZ S DANLDHESH L
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L, COMBEERY K- 72mLbEO0H 505 R, RUOEETOFKEMHIC
FE-TwZAV, LILEERNE LTETFONL DM EmPERETHL L) 2k
Thbo NPT, UBDOFAE—, Ery—IRESNLO Y FUEHBIROER
2B EE LTHBHERBOLETH Y, HED, R¥IVDH, HAOEKIEHO
HhSHHIZOFTTWZDIIHL, 7—F 1, IRV ZAOWMHET, N7 v 7.

27—W%¥%L,7/7U77k%1%ktﬂ%AT,Wm@¢K%,Eﬁ#

HBE>THRICEL T TODHN EHOWLHROLFEN SO R, dkE, X
LICBT 2 32 S0 D 1IZO 5N TBY, TORTIIMEIICHELVWESZ R
ZVord L, LaL, FEX7—7 Y OEmOBIEIC S 5 00 M 2 HE§
5 EZOEMOBRITEICHIIC R S, L2 > T, RRETIE, 7—7 v O g

Rt LSBT %

I. 7T Mg s

T=FT ko T, HEANCRDEELRERISFILTH D, DT HICBBICEAL
THBHLELDELTEL T—T Y RZLOBRIIZDOZIE 2RI L TVwDH, 7T—
7 V1% “Ritual” LW ) SR AT, UL, HAFEICTRIEESHL, 2w LIEY
EL T b bERNEE) TEDTE S,

Bl bk EL Bl Sh, 20L0CICBEICENNLRIGZRE S5
EWVWAHAZDOZEZFTY, TTICEBE—2084L, LR, 2Fh)Fa7
VO ThbHEVRD, LML, ZOWE, HEZET)F2T7VEEEbRITN
X% 6%l b, SSTRVWHENLEDORIZ)ANT 77— - A FAPBRIZROF
¥TH5b,

unfortunately, such syllogistic thinking is far too commonly accepted, so that terms like
‘ritual’ have become almost meaningless as critical clichés describing anything and

everything non-naturalistic.”

L7zAoT, STTHEICLRS>TLDADWE, [VFaTh] Lw)FHEE2EDX
ACRETEHhE V) 2L TH D,

HRHEZIIBNTY) F 27 VERWADZLTENR-TL LT L, HDHWVITHE
FEOBBENEH LI LR EERN LD, 2F), ZOMOFHAELMHERIZTZ720
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WCEDfibIze TOZEEZEFFT - FY AT —DPRDODEIBEETE-E) &
WBRTWVW5,

They represent the mechanism whereby, at a primitive level, society seeks periodically

to renew its vitality and thus ensure its continuance®

2FD, VFaT7 VOB EITHLEPNDRrNFE CEE L), DR
ERIZL T, 2L T, 2OHME, HEOEOHE L FHORETH %,
HEAREDIFIENET—FVICE>T, ZOREOTHDOFA L FRI 23R
EELZBETH), BB ZOEMORKICZOL ) RV FaT7VERZIZDOIFT S
WCBRDOZETHDLEFT R Do

T=T VIOV TOZEELZTIRENTEL 20O, WOERNEDEPTO
KELREATH L, 7—T Y OEMICIEWO 0 LBUATE DN H > 7-DIXHETH 5
25, RS, WHPZZOBERTER M RTINS T, ERTERZHH2H S TITH
RBEIN o/l e ThHE, FIIEDIVTL =5 - F—Z 1 —LDLMEITA
TH B OIEIFAgitprop TH 5 &5 ) DIFHFROM TOLBRRTH 5, Lo
L, BOEROWRAKIZHZ ) F 27 VIO 2 HED > TR, M, HD
ERAEDL 72 L SNTHLUBIZEHIZIOY F 27 VoG L) EEHIZ
HICKBEIND X)X 72DIXHFETH 505, M D The Waters of Babylon,
Serjeant Musgrave’s Dance, <2 ZM] D Armstrong’s Last Goodnight7s & O b X <
EREMRDEN) T 2T VBZOREGREEZ LR LTWL I EWbhrb, 7T—T

JNIdHBWEA ¥ F —7 2 —I2% 2T, “The theatre has always been a place of social
ritual. [. . . Jthe artistic principles still remain the same”” (E135 3% (24RO
BiChotz [... JZOEMWEIIEISTLRLETHL) LdRTWD L, HhoF
9 “artistic principles” D EMRT 5 & I AIXIITTAEIHE D TR L 2w O L To
Present the PretenceDWHCTHid-> X ) LFEIPN TV 5,

The art of the theatre is exceedingly ancient, and I do not believe that the principle
underlying it have been radically altered by any of the innovations in style, adjustment
to stage-practice or shifts in the make-up of audience which have occurred since the

time of Thespis..”
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TAYZADMHBI L IE, ST =T YOF ) EA» BT o 7230 ) MBI o0
BOZLTHEH, T—FYHIORIOHTLE>TWE LI, HOZ0%
ZH RO TOMEMEF 2L ED ST o LIEDOIEMOMKIZH Y, ZOFFIIME
DMz RNX B2 & D e pnb L ThH b,

WIXEFEDA o —Fa—DOHT, Bl w) &A% EE, LT,
B — k& 72> TAM ORI D % W iZikE (human condition) 122\ TR
(exploration) 34 TH 5 LbX, ZL T, b LIDERIEIITIUE, Ax1EdH
% %% (recognition) IZFEL, Z DK, “the recognition will be almost a ceremo-
nious act between audience, actors and author.”” & 3 F o TWb, 7—F Y IZ Xl
DT, TITE o THE—DFF T — <1 “the continuous cycle of birth, creation,
death and rebirth”"V T % & X, VF 27 VAFEAE LTOMICE > TRIEE
T THALHIELEERLTWVS, T—T V3N, 19654F, 7IUN—h NV ED
AV =T 2—OHRTHLF) v HBIOEFITEENCH ), BRI EFEE, 74 4 =2
VADEN) P HENTZDZERRT VL, ZLTERN)F a7 v hbAENREn
)T LRFIA=YT A= FRIYL—HELZLDOFEFEO—H L AWM TH 5,

19564E IZBBCO AL Ef I Thie MBI MG 2 b 2 B2 R L, Ko
O—XNV-a—=bMRGOTA L7 5 —, Va—J - FI 4 —=VIZEoTHEABEN, 7—
F UMD o & b %o 72The Life of Man &\ 5 ¥ F BN, B2 OFE
FHOMGE L ST T AW EEICE L Tnd, ISR Tuing, —
BT —T v DFE—EL SND ZOERIIF AT RDOMEEE T 14 O [4 5]
#EAICL, JRFAT—ICENEEREDO YV a - X3 THEBCH LD 2HoH
ORI THHL, X, vVIL - RAVOBPUCI L, Ya—rXiEFY
AMIBRZELZIZNDTH D, ZORFEIL, T7—F Y HRND SWHEOBR O ZEHEC
R E ALE WA CTELT LR L RL TS,

197148, 77— 234 ¥ FIZ ffT2 942, ZODOWE%IZThe Drama Review®
THRELLZHEDOHRT, 42 FOXRYH VI TR BERENC O W TR E RN,
KDL HIZFH TNV D,

For the first time I really understood what Greek tragedy must have been like in the
days of Thespis, when it was ceasing to be a rural ritual and was moving into the new
city theatres. The “purpose of theatre” — a vague concept continually argued about in

our professional Western journals — was entirely clear in this context. The purpose
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of theatre was to bring the gods down to earth for the space of a few hours in order to

. . 13
secure the continuance of mankind.”

MXDOPTT =T VIEZDEEPMDOTIDI LIRS W LR RT WS,
HBONY FEDA U F =T 2—TORESICORONDL X912, D%z OMIEIC
DT LRHEIIHoTLTZ 5. HEOHBEMOTHELT, ThE THROED
HIZHES72HDN, TDLE, Fo&E )R LSV TLETHAL),

COFRULEOHRT, 7T—F V& COHDIIEPHE, TOMMEDIRDAA
TLEo7A, £hTh, RAHEZEITEERS 2 EEDLNE IO O
OV TW L ZENTERERRTNS, TN, IRDAATYLDIEHHEIEND
TlE%R L, MBOLEL DAL LIRS TV, TOLI I LiZe&REbLEVE ST
Hotz bR, KO LI IFTFIMZ TV,

“it did not seem to matter. The gods were there and their power was in the village,

whether the people slept or woke.” (145)

NhEHLE, T—F UEEIC19644E, The Workhouse Donkey® ) 3L Tibh~R72 2
EEBVHEFIZIEwE NN,

I would have been happy had it been possible for The Workhouse Donkey to have lasted,
say, six or seven or thirteen hours excluding intervals), and for the audience to come

and go throughout the performance. (W.D : 113)"

bHAHA, TOFXLTHRRSLNTWS “prom-concert” ldk ¥ X—DFH & iEH
BOE)DOTIEDEDY, BY RO AEE, B CTEEZRE LT NAEH
FRCIEERD 2V E V) ZEZF BTV D, ZRICMAT, 7T—FrhZor s
A—OHi) DRBELTHIO A S, WETHHELT A A =2V AR YT A
X DBY;, RELEOEINE, BHAWOBDLE, ZLT, Iho0BH AN
VELDGEMTHDHI L, ZTLT, TNOLOBHANYOKROE X2 EL, T—7F
> % The Workhouse Donkey’ i\ 72 & ZIAEHHIZH - 72 E 2 1w E Bbih s,

15)

the theatre must be catholic.” But it never will be catholic if we do not grant pride of
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place to the old essential attributes of Dionysos:
noise,
drunkenness
nudity,
corruption
disorder
lasciviousness,
generosity,
fertility
and

ease. (WD : 113)

B O B3R O, e % 2ok LIS L, AEHOKE A8
HAKEIHE L SEERFETHIETH D, LV DRT —FT L& o THBIOR
BThHoHA, ZOFzIE 19764, The Non-Stop Connolly Show® FAE @A % 351
L7BIZid-o & ) ERBIER T,

... and if the ideas of a man like Connolly still live, though he himself has been killed
and his party fragmented, then on the stage it should be possible to resurrect him for a

few hours as a real living, speaking, acting human force, not just an imitation.'”

Db 72 & 9 T RIS E D B\ T 4 DT 2T CTh S L) E 2 X
T =7 Y OMPOIERICEEICR SN EDTH 5,

ZENTE, 7T UHPIVRTHLVIEFHESE L4, HEHVIFHEFEOMEEIX
EDEIRDBDBEDTHHH. L IE, BBT ST L THIHIEBRIHEOR O
BN DRIV T LLEL LWEETIEI 2V, TLT, RIcXiuE, BIERE L
TOWEDMHMFIIRD L H 1274 5,

I see myself as a practitioner of an art which is both Public and Exploratory: the
exploring is done in public and is therefore full of danger [ . .. ]. But if you succeed, you
will have done so by presenting, alive, on the stage, a tactile piece of human existence

which will be recognized as true and meaningful and illuminating.'”
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2F), TOERICE > THEIOHMIABOBEEOLZHEA LICHHT L2 L
THAENL, — KON, TLTHEDIDIZEBRLE LD ADPEELROTHD, 2D
Z 2 3EOEROBIRIZEICHEET 5 oD 4 XA —JIZkoTHABNT WS, £
DZDEFHYNVFY 7, WL [The Feastof Fools| &7V 2 =7 Vo [HALE
WEOEKW] LWHIRTHLD, 7T—T VIZZOMEMDOEBFECZDZODL A=V %
PWATWD, MFIZEDIITAF =2V AWKMANIET B EBBED Y F 27V, D
FYEBOBA LV LENLERITAA—TTH S,

I. YYILFUT7ELEBROER

A. £BOEXAR, YIYILFIVTOE

T—=TETIWN—=1b - N NeDA ¥ —77 2 —"TThe Workhouse DonkeylZ>
WTHEEL&AY5, FE AL, ButterthwaitelZ D\ T the old councilor is chucked out
of the town as a sort of scapegoat” & k-, EHIZKD L H ITHRTW 5D,

Having been their king, he’s then sacrificed and driven out, and will in turn be replaced
by somebody else. He's dressed up in a table-cloth with a bunch of flowers on his head
as a sort of carnival king. It's intended again to refer to the medieval character, the
Lord of Misrule. . . The Romans - and in the Middle Ages — knew exactly what they
were doing. They had this day once a year — the Romans called it the Saturnalia, in the
Middle ages it was the feast of fools — in which everything went wrong. The servants
became the master and everybody was having sex with everybody else in the streets

and everybody got drunk."”

2%, FEOButterthwaitelZ Y LV F 1) 7 ORY O ERRIIELVWEFSHIDOTH
bo YERMOHT, AL L {IHHE L2, Bl E 1L 5 Butterthwaite 2348 (27
A7T=1F) THAHZ LR T TIEZOEMDOHPLWS6»THL L, (EmDHT
Butterthwaite 25T /NIZHI 2 HNTHB Y, RERELLELALE, ®EICKHTS
e, COEARDPERTHALEI LR T—FrOHMEHEOTTL RV, L
ML, TOEMIZOWT, 5%, FIHIEICTH YV F) T EOR#EZ R XTW5E 2
EDS, HOEMERIZOVTOIBEZRERDL LN TE D, 2FNT—FT v OfE
mOBIHEANIE, MeAc BT E &) A0 HERWIZE, FIES#E T 29 v F
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VT7DOELZDTH 5B, 21X Waters of Babylon\ZB W TEEHD 2 52 2 BFEHT
FYNFVTOED L) ICHHRE F IS 728, EBOBHYWO X 12 ) 2T
LNTHEN, Live Like PigsTd, 130, FEHEDSawney?sZ OBELOED X 5
Wb N T\ 5, Armstrong’s Last Goodnight? H T3 3% D Armstrong T H
D, mEOHMITE SICEBROBRNIILZLZO6NT WS, $£72, The Island of the
MightyTix, F#HZ 7 —H—FEAPEW->TnB 2R, R 7L AT ADThe
White GoddessX>, 7 v b EIZH £ 22 15 % Crazy Sweeney D1zt R Mabinogion 7z
ERBHEE LTS 2 E3EEASY ZOEMOFEH TR TV 2 ) TH 575,
HREIZOWTEL ZBRTWE 7 LA =0 [&8E] »268%DET74—-7%
Y TnwHr I L —HERTH %,
BHNDOARLST, T—FYOEHOA M=) = LIELIEF Y VT 705
DZDHDEMODPDHTHNTVEEFRL b FYNF)TORY)IMT S LR
EOMTHLYYIVAAZRLETEHENTHLD, .G 7L A ¥ =2k hid,
Ruo—<DBORKEDOH, 12H12f7bN 72" 2080 Tk, 524 % Bl A Em L 72,
HEALDEDWGHEOH 25 Uil & TRITN, ZoLIE, Ao L L UHEFME Al
T L 72 RICE D oD D I E Nz T =T Y OERO TR BIE, R
DIZDIEBIZENDEZOF YV F) TOEIHEHELNTWDEEF R 5.
7Ty 0effmE, 0L RBENOHET AL, EOEmIZBWTHHIC
FEEANIER L LTI TV L9505, AB7Ho [BE] BBRTH-
720, KHTHL%E, LFLLFICRABRHZILEIIRS 2wy, FLAEETO
BT, Wk, HDVIERELCT, KLY 2HEo7:, H @0 L) =Y
T [#END] OTHB, 7—F ~3The Happy Haven & Serjeant Musgrave’s Dance
O NI B OB NXIE UTdh 5 & i, "with people pinned against the walls while
an appalling act takes place in the middle of the stage” &L Tw5b, ZDIRHIZ
FRIABOBEBROBGHZEDOLDTH D LV 5 BHIIRROMTREIND T —
7 UWALOMEMIEETERWIZEFA L TH L LT o THIZET 720 b 2O T
HHIENLLT, EBROHKNK, HILVIIEBROERENT —F » OO RIEIC
MNBFEETHDLEFR5. TLT, INHOAEBIBIZAESE LAETZ L0054,
ZO—BEHIFLLE FHAEDOWEREZMAET D, XAEHLI0OLZZHAEDLH Y, AN
HoHIPOLIXHEb DL, T—T YV 3Z O THI AN TE DT -7 %
ZOVEMDOT TBAOH R 2 E LB OREAL TV b, RMICERZZLHIZ, 7T—
FUZE S THBI E W) DD, EARNICHEZOHAEEZKL ) F2T7VEDTHS
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o, FBEHAED) F 27 VOHRTIIHELZLEHRKTH 2 EBPEO/EMDOFLZ 7%
TOLUBRDOZILLER %,

TAN T 2L PP RT =T Y OEMICITL 2L HAEDIERD ) F =
TIWVIE=ZDODEEE DL ERRT NS, DF VY, &—I\2The Business of Good Govern-
ment DA~\I T & L T XA, Live Like Pigs®DSawneyk ColOFRIZHA S NS X 9 L4
ZWTEEHECTED) F 27V, £ 02, Serjeant Musgrave’s Dance® Musgrave X
The Workhouse Donkey® ButterthwaitelZ R 5N AL EBD ) F27 )V, LT, H=
{2, The Hero Rises Up®DNelson & The Island of the Mighty®MerlinlZ 5, 5 1 5 40
VF 2T NTH DM, 7L YD) Z0=Z200/KRIE, T Y 0if
BlOROMARN DD TH 5,

LHL, 2O=Z20)Fa T VAHERIEAERD) F2T7 V%S 50D TH b,
DF N AELVLZLEEECEDOY F 2T VEREFEDY F 2T VI, ABD) F 2
TNVERFITHESL ZEDNTEL, BELL, HOUTRFEEVLTEZARLE L2KRIC
FERZDOTHY, WEFHED)FaTVE, LEBOELND > THOTHELD S
DTHbo HBRBVUEIEL, ELHED)F 2T NIZESTRIPTILEDTER
W, HO—D2 DD TH b,

T LA =% [4805] (The Golden Bough) Tih~X5% L 2 AIZLIE, HAF
DyxR, R -2 ORI BNT, ETOALDOFRRE LAZHT 20
WRESNTAEBOBIEIEEZ B b, ERIEITOHIEZHITEOETENY B 720
DFBTH o720 SOEBOUMND 2\ B, HE—FE, SROMHICiibh
ZOHBIERTHNIF 2D DY LD OSWLITHVH INLIWE B H 72 F
_,‘)OZU

FYNFUTOER, EREERTIETCOEZZERBLTVL, AB—4wL
BHE—IEIROLR VAT, K LHI&ETEIINSG, 2O LHIETHEITNS DI,
LALGHS, H5RESTV—TOANHTHL, 2%, WEkTHhoL, HWIEH
OFNHEEINERELLAWE, VE— - VI — Vb ZFDFE#ELe Bouc Emissaire
THBRTWDELHIZ, W, BESNIREHANOHLETH L. HIZIE, D
Rl AT, FHIET2H, THLLOL ) ZR0VE, MAREEZERZLETH
5,22, ¥ —H “signe victimaire” @ %\ & “des traits universels de sélec-
tion victimaire”® X ’ERZ N 5 DHIANZ, Ml 2 K# 2 HOFH - ETH 5. MK
BO—FTE, 2V RV DDOTH LML DI3LATH L, L
L, ok EEIZIZws2s, £bF, AEOENIILZY)IZDOTHL, Th
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%, VI—=NVDE) X 91, "plus on s'éloigne du statut social le plus commun, dans
un sens ou dans 1’ autre, plus les risque de persecution grandissent’*’ 2% V), &5 5
DHMTHN, FEZOFHEN LI PNIE S ) B, BEEZZIT LR
DTH 5o

Wh— I =VHPRET HEBDOFEHIIF Y VF I TOEOFHE RS H LD
LTWbEER5. ¥YLMFYTORYDEIETOANIZLALEEIREL LS 22
e HME S 2, WHPEANOEEZEHLE, EADPWFHOKREZNL, ZOakF
DHHRIE, ¥ T — V73 “Indifférenciation & IF5, HAFLOfEKE D253, Y T —

Wz X HUZ, " Clest le culturel qui s'éclipse en quelque sorte, en s'indifférenciant.”*

DF D, —RNICEIROBENEDONL I LIEIARE DO L, R &
W, H5VIEBROY] 2ROFEEABIIT S, ABRE L CHESNI IS
13" indifferenciateur” (£ 501L) DRI bNDEDTH B, L4k H0GEEE, 4
B LR ORIEO L TH S, L, ERIES 2HBEF T L2013 5
O [HHHEOHH] %2DOTHEH, 2%, LTHLILLIWHFHTHLILTH%,
KDY Y NVFIVTOLEDRIZE > TRD L, VT —AE 9 £ 912, "Lordre
absent ou compromise par le bouc émissaire se rétablit ou s établit par 1" entermise de
celui qui I'a d'abord troublé.”®™ 2 F 0, BFEZEIL LAFLTEFHITTHI LI
XOBEDREINLDTH S,

INHDIENDLEZLDIE, YV TOEIBMEDIED R \NE ZHBIEIC
LTWVWEREWVH)ZLERIEFISZDEHBELTVER)F 2T VORTERIZEIITON
BLVH T ETHL, NI, B, HLEKOT 2RS0T S, L
ML, F72, ABROBPITTHREIHELING E V) MEEITH TRENDLDTH
BLWVH)TLEHFERD, VI—NHEIN, MEEOREITIE, FEEIATD I FER
DEEF W LTI IR0 S 5.7 ZOERT, EAREZFYLFYTOE
25257 —7 v OEMEBROMEITB T 5 580 2 A1k 2 BUR O
ThdELFER b,

VI VOHEIZRHT AL b DD, LrL, T—T Y OfEmiE, Y7 -
PRETBANZALIEHT S WTNIILTH, 7T—FYOfEROEARTDS
FETHY IV 7 OELHBS 2 EBORHEZ MR TV 2085 ORIt am,
Wy, BN THDLE, ZLTERLEZLDIELTLE—-ADAYTIEZ L,
%) 21X, Live Like Pigs\Z 31} 5 Sawney—lED L 912, V=T DA% ThLEGH
bbb,
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T=7VOFARMILEUIERBENRERTHY, FnFe LToOWEEHOT
Who Y IVF) TOFEIIEROAEBETH L, HOET 2 LFEEROREHED 5\ id
RO 72O IR R ERE D EZ 5. LaL, Xy -u—<dhH2
WiEZFY - F) A MDEROTTIE, YV F U T OEBOWMREE L 28
5, XDdko &) LFNFEOWME RS T2 EHEN B NS,

TaRATF Y AFAMICKEG 2272012, 7 RICEHE LN, BRI,
N R AEBORNEO—2ORITH L, HIZAMEZRTR D S8 7225, s
ANMNC G- 272K, BHR AN EM»Y 252, I 2T 254 &
DEWEMDTZ. S OFE M 2 25 R TEEH LI RE] THo, otz
BT EE, T LADITEIIBTWE, TH AL, MomaIicK LT [
Bl 0FEEZEX, fIESE, FYAMTEERLIFENDREEZIL L7z, 2O
FlEshsb, LT, MIIHTA2RMOER, ¥ L vdF 7o, Hh
D 2O, LTURXTIADY TN EARLGTIEDNTEH.? Musgrave® & 9 7
NP 7a x5 AW ed%lEE 52, W U/EMOTOBargeeld ¥ Y IZhZEDH 2
LIENTE D,

PR 2 BIEORTEO L 5> L B HHRLHNIA TR - FYAMTH D, HhidkE
WCABOIREF &2 %, VA— - V7= LT0E INAOREHEOTO
—HiA TADEBRLE L TOREEZR{ORL TV,

ZITHEARLLL 7 7 VA RO AN A TR ESEREAELTE o7 [2OHIEE
COLBELEIT->TVAREITHIEI VA, TOFFICLTBITIE ErHziE
L2&912%%, LT, B—<ADRKT, bhbhofEbERIMILTLE
VD)) WHDHD—NT, ZOEDKREFETHoTNA T 7 HEo70 [
72D Ao T v, — AD ANBIABROMAD D IZFIS, EREERID 720
THOGHD, HGIEVPIIHMERZLEIZZR0Od ] ZHEAA 7 7 BETD%
AWHEELIEDTIE RV ZOEDORER TH 72O THELT, 4 ZADPERO
72D, LES7DTH b, BRDEDIENY T, LI TWAHHDT
b E—DIlEDL72DICHHREZT oD THE, COHPLMHESIFA T AZK
ZH L BAT (814, 11-47-53)

VI—=NVDZOFIHICKT BEHIET — T v OERDOL L WIEHTAI LD TE
%
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Ce que dit Caiph est la raison méme, c'est la raison politique, la raison du bouc
émissaire. Limiter la violence au maximumu mais y recourir s'il le faut a la derniére
extrémité, pour éviter une violence plus grande . . . Caiphe incarne la politique sous sa

forme la plus haut [. .. 1%

[V KRELRBDEBIZ-0] Tho 2T XL, T—FVOERDOELDEN
NBBENLIHN LD TH D, BWFlIdArmstrong’s Last Goodnight® F. N\ 23 Arm-
strongTH %

B. Xiff LRHENITH

[PEHER 2 BB L) RBUCI O 2B 2 A D500 Lewv, FENI,
FERAOHIZIE, 7T Y OVEmOHIZIL, SEERIEH LA ERRDI AL b D 5,
COZEDPRT LIS, RS OVEmIZIT I I B L v & 9 12/ R 21EmH
e Bz, T =T Y OERAIEERE R D L) 2 EZFPIT B0,
JRT7A T—13KD L H ITFHENTWE,

In all Arden’s plays the characters we meet are first and foremost just people not
concepts cast into a vaguely human mould, with built-in labels saying ‘good’ or " bad’,

‘hero’ or ‘villain' to help us into the right grooves.”’

T4 T —I& Z Z Tld Waters of Babylon @ 1|22 F TEWT WA DS, KIZ & - T,
AL b [HE] b Enw)IDThb, TDL) Rikmdid 5L E [FHE]
LRIy B I I THET 2LEN DL, T—T1d [ L) b
WHRIDB AN DL L) ThHb, ZOT L, WAT A NT ¥ FHSLES) O
Ha— ) —iZonwTlEmZE#ELTWASZ &*, The Hero Rises Upk W) 4 D
TEMZEFNTWLZERENL LGN LD, TOEMOFMmORT, k) Okl
W9 2ER T2 RNTW5D,

We live today, it is generally recognized, in an age of despair: and the search for a truly
heroic, god-like figure to lead us out of our tribulations is common tous all [. .. ] . To

understand what makes a hero is to understand, perhaps, how we in our own society
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may be able to make one for ourselves. (H. R.U. : 14)

Yl L 3D BB N R T B EFR L IIMH. BA, EHE, A&, “dif
ference from the norm™ (P & Di#\) 4D TH A I ho HHROMEEREH,
R Loy, HEHEE W) OIATERVDS, #IZ, ks hz Al 5
WIEE, HH0EMOFXETFRTHLEEZAYT, B2, AETHo7, B
ZIWEY=27 70—, NVEYR, BYa-IlE, EPLEY, ABodzl
720 HARZBWTH A /v /3 a b 20—l ER 5. WL ORNIZHR
HBITEHTHLD, NOWEf) L) ZEPRIENITHLZDTHL, TOATY
ADYtr, WEINEY ERIZ LRV, IZABICKEZ LG 2, AR Z# 4 OIE
PO 722D OREMELE S DD TRV B ANERK 722w 2 & THE
BRMEZR DI, ZDONYD, EARNDTHN, NOmER) EWIHIFTHO I
DNIFEHEE TR 5o EHELIFZHO N, Ay, HEVIIAMERTCOVWREIZ D
DEHIANDZIELTHDHEERD

The Hero Rises UpDJHLTT —F V&, #ENEHETH L v 2 LIXEE B
DERETHDHEBRRTVWBBDOTH 525, oOlEmEkKzBL TR TASLE,
BTl M EFRU X ICBILWN B EREATRIIERNTH L 2 e 0390 h 5. BlR
13X The Waters of Babylon® vf @ 5% [E# Paulld BEE % $ 9 720 1 BSERIZHE, Mus-
graveldEZHI L b F 2 2BIETPFRIO 720289 O TH 5HA, S mBERIC,
oD BIETEHILMN R BEHEITADORTHAZ L TLE 5. PaulldFigz &L,
MusgravelZ\\ 72 o Tld, R$EM & 13w 2 Sparky & AttercliffeZ L T H & DIEDJE
HWEAELIEH) Th L, HHZ RO Z K72 H OMPOESR) £ TEHHESETL T ).
WHRMPEHS E2HPHELZLLTLEIDTH S,

T—7 O EHE- B, TOFEORT, (BN ZERTORERETIE RV,
ToHRIELAT VT4 - b= =T, ZLOFSEH-ZBROEWHTH %,
WO MR MBI L, B3R, —MAR, BRI, Zf, €L T, 22FLL
THHGSL LWAEGEZTL2HM R EEZFH720I10H ) &) BRIZB W TIZREHRET
HHESZ Ao LWL, BRI L, SO IZHELQ L b RIFIE,
BERNZD W2 b v, OV OBBEFLE 22720 THhoL, ThE, ELHIEHES
REEICL, BRI TR VELE LS, LD, 10 DORIER
RZDBDIZRZTY, EHIERECHIRFCBTHFEFZ 72567, L
L, 2L O%E, ORI HEHNZDLDOTLH LD, RELROLWEODD 725 3 Al
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R X B VRIS R ) 2205 Th bo KO DIITMEILIC, B
éwu$mﬂ&%®uﬁx5_tﬁ%wo_®a%:£wf%,7—%>®£Aﬁ
LIZHROEEORBZMA TV EF R 5o

T =7 Y ORITFEIE AL R, EEZ I TwR AL IZHITFON TS, Hid
LIRERBE LA LA A, HEREHEITH L THEIVOERETHS, B2
\XThe Waters of Babylon ®F NAKrankiZfE2 2T 4 7 —DF 9 X 9 12 too contra-
dictory to be really heroic”™ T&H 50 LN\ I O NWIEFTEY I3 M5B TRk g
T, HOOFMELPRPIZZWE ) ZFCERBETH L, BB XL [FHEN] &
BEA RV, LALZOMEZZESE, HROT7T Y74 - e —u—0fHTH S
EBRBDTEZVD 7277 3BRZRET LA TH L. RIS HD [
Vv v] LA E R b

LHL, HEBRo7T 74 - e —u—Thb LRI, YHUWTHLLLE
Zho bbAA, EIUDOEHTHIIKE T A2 AW TIE RV LA2ALN. 79141
I, EHrnildikos) [7Au=—0BEE ] 12875 [WEZEHO Ry
AN TI740=—0%R ] 2B TLT IV I2H2Y, Bkl %25 2 L5l
HFohTnsd [770<az], 2FVERONWTHL.Y 754 1F740=—
RHERLEBE IR, [77v~aR] % AN EGICEIFE S 2 5EE ]
ThbHELT, KDLIIZHHT 5,

Irony isolates from the tragic situation the sense of arbitrariness, of the victim's having
been unlucky, selected at random or by lot, and no more deserving of what happens to
him than anyone else would be. If there is a reason for choosing him for catastrophe, it

. . . C . 31)
is an inadequate reason, and raises more objections than it answers.”

COHMNSTEHE, TIADFH) [77NVRIA] BYT—=NVOFHEBICH
BPLTwa, L2d, 77401250, 2618, [77v~xax] 3BROERD
KX RL TV DL UL, SOEBOBANTW LR, BT A o=y
I Tdbe [77VIR] FAEFETLRITNIMIETD L\,

He is innocent in the sense that what happens to him is far greater than anything he
has done provokes, like the mountaineer whose shout brings down an avalanche. He

is guilty in the sense that he is a member of a guilty society, or living in a world where
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such in justices are an inescapable part of existence.*

T—=F Y OVEMDELIETIAN [TA0=—DRE] EIESBICETLEE)
LN TED, [RELBFBELHL DL EEN 22 528] 227140
Z—DEROTFEEISTHY), 7T—F oD, EAROB FH-ZTREEHNL T
EBWVEVWIEEEIZTZ7IADED [TA0=—fER] LIESMERDOTETH 5,
ZLC, 77 vOEmidZl o5t 754059 [EENETA0=—] 1Zh7:
Bo [HBEIWTA0=—] 2757 4013KRD XD IZFHIT 5,

The study of tragic isolation as such . . . Its hero does not necessarily have any tragic
hamartia or pathetic obsession: he is only somebody who gets isolated from his

society.*

7 — 7 v OVEE % 727 driving out the pharmakos from the point of view of soci-
ety VLT IANERTH [BEHWTA0=—] ITBTHELER D, [HHMT
4 1 =—] ®PFTix"murderous violence is less an attack on a virtuous society by a
malignant individual than a symptom of that society’s own viciousness.”*® Z ® & 9 7
2ENL, T=TYOEMIII7IADE), T[RRI T A u=—] & [ERKT
Au=—| RAELTVDEEFR b,

2512, 77 41% “Trony [. .. ] begins in realism and dispassionate observation.
But as it does so, it moves steadily towards myth, and dim outlines of sacrifial rituals
and dying gods begin to reappear in it.”*” £ BTV B2, ThIZFF X1, 7—F
COER DR TRETWSZ & TH D, Sergeant Musgrave’s Dance® |5 75 D W T,
7 — 1% “This is a realistic but not a naturalistic play.”*” & #F\WTWwW5 %5, L7
JALEHRFEFZREZXTHHT, HIEHLOHIET & Z A% ] draw a clear line
between realism and naturalism. The latter means a representation of the surface of
life, the former a presentation of the life itself.” " & B L T\ %, izt > TiE, H
RERTEMAN, SN T, WHEOXKEZHITHE R WA, LTYXaEbok
WL, WM, MFRORYEZBERT L. #iR, L7 XALBMEEICETLED A
Ko BERLT =T VIZEoTOLT Y ALFBFEZRSEZEL, Hm it
HfEL, BRZBRAZAMZHE< 2L THL, 2F ) 7 —7 > OEMIIMTIEZ <
ANz &, BDH 5 \WIZEE Eo BRI 2 o TIIWT D, MEei 2%
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HBaffoTWwhelERAhA, TODLHLBEKRTY, 7T—7yOrEmidBHR oM, 7
A=y 7 MR THILEV)TENTEDL, 7941, A"V ) — - TV LRI
DWVTIKD L HIZHBRT W5,

If we were to judge, for example the story called The Altar of the Dead purely by
low mimetic standards, we should have to call it a tissue of improbable coincidence,
inadequate motivation, and inconclusive resolution. When we look at it as ironic myth,
a story of how the god of one person is the pharmakos of another, its structure becomes

simple and logical."”

T—=7 DM HERT 52 ETI07 54 DEEERTIDTERLDL L, ZLT,
WDVERmDBTA O =y 7 GMEETH L E/ET L, WOTEmITRED ) T G
MR bDL %%,

T=7 oM, 74y 2 MEETHY, EAXIBHAOLEBRORHET
HbEFZ 5o Live Like PigsO¥ 13 ENRIE— AN TIE % \W2%, Sawney — ki 7
FYTIHEMLZT VT4 e -0 —Th b, MOELEMIBNTD, HITE
BORERLERTLILEDTEIEHANMDPERTH L. ETOMEMTH S LK
BICAKRND 2 VIZHMN 2EEZANZ 5 2 L28IE Lo b #EGITF bR TW S,
ZLT, CMIZABROEGLZOTHL, VA — ¥ T7—VIZENE, “Lavictime
est condamnée d'avance, sans doute, elle ne peut se défendre, son process et toujours
déja fait.”*

EBIZE 5 TEOEGOVANBTH 2 L) FEE, 7T—Frofifiod 5—o
DIEA A X =Y, TV 2= LD [H—=7 7 VEREOER W] OhizhFEh
TWb,

M. A—ZJ 7V EFBDOEHN
T —F UL, FDFHEETo Present the Pretence®D T, 75 ¥ FIVOWFNR—F — -
T 2 =TI X BI5PEDVERA, HRIOARHZVARICRSEL TV LR E )

CERFFLLABRTVEAY, ZoRZIUE, BRLTWS Y 4 — v EEMEHOE
mENIZH HFIZET 5T %o
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THE FIGHT BETWEEN CARNIVAL AND LENT Pieter Bruegel the Elder
(1525/30-1569 Brussels)
1559

The title of this painting refers to the focal scene in the centre of the foreground which
depicts the fight between Carnival and Lent as a jousting tournament between Prince
Carnival and Lent with their respective retinues. It had been performed as folk drama
since the late Middle ages, especially in the Shrove Tuesday processions of the Carnival
brotherhoods. Bruegel further depicts various Flemish folk customs from the seasons
between Twelfth Night and Easter, including pantomime and masquerade together
with religious customs as the sum of numerous individual scenes in the market-place
bound on two sides by the church and the inn. Thus, he vividly conveys the temporal

sequences of the episodes by their spatial continuity."”

T—TVYHEDLBS->TWA L), ZORIMEOIERMOBRIEIZH 2 O3t
TE5EZERCELTVLORED, ZOEMENORBIZEDOF E T —7 ¥ OfEH
OHBICBDIHT LI ENTE D, T—FT YD OEOWIEITDH 205 7% ) O BN
M 2% 2 230 LT\ 5E#To Present the PretencelX, 19774, 1523% DBUA
BERFHANL LTOBELXEZLBRICERINTVILOED, BRINTWELIEZ
&, WARDDSHEOIEMOHPTHIRL TWcHZ BRIRLTW A,



BRI 5 K Rt 55357 (2008)

AR & 2 R IOR T C Oz I3 bk 4 2RISR B R 2 i &, Zodui
T, MIBE A —=T 7 VOBRWATHLE SN Tw5b, MEZEMEL72REM - 724
ERSBIDREDH—=7 7 VBZNEIPRIZINE SN T > T b, ZOH
Wid, ZooOHLHT -3 ThY), NHOEZIET L7200V ERLTWLHD
7h, TNZET =T Y OHBIORERIZH LT - TH b,

EM. 2—>r7%—FIZXhiX, k4 7% F =27 Vi, "death of the old year and
the birth or accession of the new, the decay and suspension of life in the frosts of win-
ter and its release and renouveau in spring” 72 &, WM EFLDOHRNE R L, [E
DB EAay0E A ("expulsion of death and induction of life”) | 122223 - Tw
ZPLLTVEAY, VF a7 VIIEOBROFE, S2F ) GOMlRERIET 2. h
CET =T UL o TOME—DFNT —<BDThH b,

BWIZ) F 27 MIZE > TERICEELZERTH Y, HEOERTHLY) F27
VOBEFZZRIZFEL T LRONLEA REBIOTIZO L LD TE S, Bl
X, EEDOTY =X TVUADPZDORITH L, v<v - X - TLAIZEED) F 2
TV EBAETHDSEESIND 2L 2 HASBIFICH 5 EE 2 5T w5 KRR
BITH 205 W2, TORLICECYEH L, HF) vy HWY) F27 1
POHHEBIRELIZEEZONLD, ZTOHIZHHEIZHY, Zwl, TITryPAshn
Lo RIS, F) T xEBBIORTY, TIVIIEELREREZ LT, 7I71F, vk
LL)VFaTVOHOBNTH o720 SOIEWEE 77—V Y50 Rd{#HE
WTWwa,

In general, the ritual had its agon, or sacred combat, between the old King, or god or
hero, and the new, corresponding to the agons in the tragedies, and the clear “purpose”

moment of the tragic rhythm."”

bHLAHA, BOWOBHEH D5 E VST, HAEMEENIZTTYFaT7 V72
ERPLTLIER RV BlEWIOLDRAMOEREETLIOTH L, HI &
WS FTNEIDTHL, COZLIEIT—FyAGLBRTNAS,

The basic theme of theatre is conflict. A struggle between persons becomes interesting
to an audience by reason of the passions and inner emotions it gives rise to, and the

skill of the dramatist is traditionally shown in the way he or she relates the action of the
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struggle to the portrayal of the personal passions."”

NI LDIIERVBHELTHb. BMIMIAHOEREZHDDOTH S,
ZLTC, BWERIICOERZ SN2 L OB O E LTHi<, L2»L, 7—7
DYpE, HEZOWRNEFEANRNE LTAIVHLTWS, 2o Lid, #Hr7

) 2= VOREHEOEBORKNER THLLRRTVWDLILPLEFELLDT
DY, SHET =TI, HMERRIEHENZAE | 28 21FmIERICE - T
BEMZ 2T T7IVEZFATVDEE ). Wi, SOTITVEWRNFHILEZHD
“emblematic battles” & X, ROMOTEREZ B & LTHEIFTw5b, “Carnival v.
Lent, Sacred v. Profane Love, Idleness v. Industry et cetera” Z L C, Z51xMkEA
"war between Evil and Good or Darkness and Light, Winter and Summer”*® & 4,515
BHITH L CRIBBIRICH 2 £ 590 TNHDOHRVIE, Th. ¥y 25— {53
SEAMENEFELL, ZORTHRD —HWEOD, A LB LIVE LLDHW
THbho “bTLELFEOHRVIIHEDEROPTHIRIEELLDOTHEY
2, 7T YOMEROBEIZIIFICZOT =32 Y, HBZOT—< &2 HLIcT
ZTVREV)HEIE S, HOEMPMENTHY, VF 2TV THB I L
DFAMTDH % o

H—==7 7 VEREOENIVIRIICH — =T 7 VDI L > THD SV A —
TVI=VHE) L)L, BEBRINODPORESTHEDTHL, T—T IO
HEXRD L HIZHRRTW 5,

The whole thing is an emblem of death in the midst of life: or to put it another way,

carnal life continuing despite the imminence of death.””’

COH—=F 7 VI Y VT ) TOEIPTVLE, T—TUHE) EHIT, H—
ZHTNEED b B EDRRT o TVAIEDOXRZM & 25| EMES V%)
%35, LaL, HBYo#kbhilid, BraEZldtl, £5%20hE%o%w, 4
WF)TOEBFEL L) CHREOKILARE > TVD, 7LAF—EHYVFY T
DEDBH—=T 7 VOEBRLTHLHLEL, KDL IR,

Carnival is a burlesque figure personifying the festive season, which after a short career

of glory and dissipation is publicly shot, burnt, or otherwise destroyed,to the feigned
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grief or genuine delight of the populace.”

ZLT, dLIDOA—=T 7 VOEDHES T ZRIFIUE, Zor7arA sz
WEH Y V) 7 OHCEDORKE DIHOMETE e LT,
RPNV F I T OER S — = 7 MIZH L M EB OB F 252 <
Hbo TLAF—IE, TOXHIIEEICSINAABIE, Il T, —Fof%
Y, HHNVEY—ATORDYIZ, ROFLWEDLVIEY—A 2B ANSD
oD ENTEBROBADPSLIRELTWDE EEZ, RO LX) IHERTWVES,

The King of the Bean on Twelfth Night and the mediaeval bishop of Fools, Abbot of
Unreason, or Lord of Misrule are figures of the same sort and may perhaps have had a

similar origin.*”

A== T 7 VDYV F )T T =T Y BHBICIEATREEZERZ DT 4 4
=2V A%, "drunkenness, lasciviousness, fertility” 2% %, LH»L, TD L9
IR 3 < DITIZIEATAT, L, AR LERASFEELET L) &5
%o, FORIWIHEIRZTIE SRS v, ABROHENE, #2225
TOTH 5,

=7, A== 7 VEHRL, BFEELLLTHEIT A A =2V ANERED S
WIENITHPT 27 R0 Y INEF L FE R 5. TART YINEFITHWT, BYEMN, Al
WTEAE L, BFERDLIITHL, H—=T 7 VERBEORNIT A =2y
AMERL T AU VHEZEDOEOP ) FEVER LTI ENTE L, 2ODOD)],
B afR L L) 367 u WhE, HCEZMIRLE D ETAHT 44 =2V A
I ORAE, ANEEZHEIRT L EOHROMOMNITr 6 HOEZ ML L9 &d
BMEANEDHVER LT T =T DEZZRLTVDLEER D, HOEGHOH DI
WIEHICZO LX) BT R YA E T4 A =2 A A O E LTHidrh
5o

T=TYOEMDT A A =2y AU BEERICL 5T, £ Oifam
RICEoTHHRBEINTWEZIETH LA, EIX, 7—7YHEH, “Dionysus
alone is exciting but ephemeral”®’ & IR T7 KOV IWEZEOLEMEZ IR L TV 5
CEEENTIELZLR WV, ENRZITEDLAL LTS Z LI, ThemisDFHH]. /N
VY YBIEDIFET, FEDLE, TAFZ 2V AMERZHERL TELDITEL



Tav .- T7—FrOmEEGE 1

BWEB-TWAHIZ LIZHHEL S,

I ought never to have forgotten that humanity needs not only the intoxication of
Dionysos the daimon, but also and perhaps even more, that ‘appeasement in form’

which is Apollo the Olympian.”

FHLA VT IVTHYARATH LT =TV H, ENET A A =2y AWEEER
DEZEZWAL I ) &b, HOEMOBTIIFIZT Ko YIWERZEMEL Tw5
DIFFETH b, EMEZDZODEEDNTG Y AD LKL THDTH b, Miht
L Ry 7 & O3k H T Really successful plays come out of a fusion of the imagina-
tion and the intellect.”*® & B2, AT DO DOEHEOWLOEENEZ 13- X
DEHRLTVWLILEIIATHZ, 7—7 Y OEGMOTTIRFEICZ OO0 Tj0%t
VSR ONDDS, MG TE, EOEMIE, EWEMAIZ O oD )AL TH)
DT TEIELEER LTS, T—TVIidE-2ED SR LTIV, =—
F 8 [ARROFAE] OFCTRERATLIHMEFEELTVLESF > ThELELRI RV,
ELICKBED —EOMTH DT A F =2V AL TR VIFLEDICEHETH b,
T ARG VI DI, T4 4+ =2 AlE “ the changing part of the unchanging
Apolle” " TH BT A+ =2V RAEHALERTT RO DT TV THY, WHED
CHATHHI LB I TRATBIREZILETHAS ),

7 —7 i LIE LI curvilinear” & "rectilinear” &\ S¥ Ao THO/EmM
DOHDZODHEIJOWTHIT %, HiHEZTA A=V AW, BEZT RN
LEEMWZ AT LEDTELOEY, 7—7 VIZLNUT, "rectilinear” 7% 77135
THATIHON T, & THEYNS, L P rbhs 2 L2 ERT2REH 725,
ou—< AN, ONT, ZNIHPT 5 DAY curvilinear” 7)), LW TIERNFRZ 7
VEANDITH %

ZOZODFEIIIR 7L A Y AHME S "matrilinear” & " patrilinear”® % B i =
SED, FLATRAIZE D E, AR, #iiph )i b3 —a v sHiiIE, 1%4% the
language of true poetry” &I, FFRIMGEEIN S 5 CRROFEHIWEAICHES 5
BEEOBEEFEHTANA DIRIER TH o720 HIZE L, ZoFHERHRT V7%
LR o TRIERBHEIZL - TEDLN, MEHEFLEI NIz, TOHBTY ¥ v OEF
Frzbid, oo Ly [F#8] Thomlz B T HEOFICHR Lzs Th
SOWFEHOFEDOT, WHOFH#EMT KT &2z 5720124 Hili i (classic) &
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IHEN A BN LFEFEOBEMEY LT bz, 2L T, ZOFEIREMITHFIC
LTSN TH 5,07 —F U H7 LA % A2 all his works— particu-
larly The White Goddess —has always been of immense importance to me ever since I
first read I Claudius when I was a school boy” LB RTWALZ ENHEo5ThH,
BT VATADREEBRSZTTOLDOEH S, TH %"

T=TrET VAT A THUERN] 2SI 2 - XN §2 L ER T,
7 — 7 EH YN R BIFE MY 72 J) % 7 aggressive strength, the domination of the will,
the arrogant rational assertivenss of scientific rectitude, straight lines, as it were, in
contrast to curved”™ & FHI L TV 2 2%, MIZ & > TEZ OB 2 IIRAR I
W %o LA 5T, TOZODNIORIEFEMER & 2Ot E#Iz o0 &
VETHNEDBRNTHDLEFTRD L LTT—TYIlloT, HOHMII[I 2—
AEMETHIL] THY, TOI2—XE, SHOMFRCTIELEE & S5 L vk
NERNTE B, FREIZE 72, EORENENSTH L, LHL—FTHL, HH
b6 K%, LeLBAEZTRICLESEZIREZERT S, REPDHL0H
CEHEDHLDTHE, D) DI 2= R EFHAEDIWHRDEE T D TH
5o

The White GoddessOW T, 7L A JAZEOFHOT —< 3L L L FEDOM
7%, % 1) "birth, life, death and resurrection of the god of the Waxing year” T® 5%
LR RTWBHS, FADME;DH.LERS X" God of the Waxing year” " God of the
Waning year” & O\ 2T 5 At TdH 5% Waxing year & 13 H TW  4E, D
E V) AEZNSERTCTOMH, HPEL %5 —HED2F4 T, Waning year& 13 5xf

BLTOLAE, HEPLAETTOEEH, HOEL 225 —H 0 5T, Wax-
ing year@*ﬂﬂiw CHAEZENL ) EHEE->TYH, A TIER > THK A Waning year
OMIZHSL O ZES R ITINE R 5% b, T OWaxing year & Waning yearZ
NENDMDE L, H—=7 7 VEMADENIZEL V. 7L A 7 2 HWaxing
yearOM & FFEAN LA —HL TWE I ERHd, TORKEBNEHTVDEFR %,
T=T YW, TAFT =2V ANRIERREBGEN I EHAN L o THETH L &
BOBLEBRTWLZEDRLD, T—F VIl ThH—oT 7 VI EFHADOG Y
ThbE %i, ZOEKED? 5D, God of the Waxing yearld 77 — =7 7 VLA LT
HHLLWULTZENTELDOTHS, 2%, God of the Waxing year & God of the
Waning year®#\»C, God of the Waxing year2s¥: 3 % o T¥ % God of the Waning
veariZAb T A0 LR L L HIZ, A== 7N d, TR TRAMEICHKILT S
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DTHb, 2F D ZOWNIE, FAD, REEZL L-HMFREBEGENE, 20
BREEAMEIZDOTF LI ETR2NEDOHUTHY, RIZhBRIZT A F =2V AWk
N7 RO e NEDOHVERUE B RLTIENTEL, A—=T7ViE, #
JRIZBEICHIT 2D TH 205, ZOMALITHEEN R TIE RV, e R 5005
F 2R, BAETEINLTHLS, TLTEZROENDDH B DTH L7,
T—=TUIEoTIE ZOX) BRTODHBTIOEOD ) GV ORI AEMDB TR,
HPEENDLIDOTH D,

T =7 Y OEMOR TS, TOH—=T 7 VEWRE, 7%\ LGod of the Wax-
ing year %t God of the Waning year, 5V I 74 + =2V AT ARG X DN Ik
ZHRAHZEDTED, HNHMEY HHTHBRZAY, H5ViEAcE, TOh%E
W22, BREDLZ)ETIANND LI LD LEEENAONS,
WeDVER OB PR DARBHTHH LD TH 5o

p=

1) BIZIEFHFRERDOT & & « ¥ 4 F ¥ (Kenneth Tynan) %, /NE )V K - 5k 7 ~ (Harold
Hobson) %, —fD ¥ v —+ ) XA DRFROPIZIEEZEIF L-ESH Y, BHOA
DHEL, FATICEIAARTH > 720 (7272 LHobsonld BRI DFES 2 51E L 720)

2) John Arden, Sergeant Musgrave’s Dance: An Unhistorical Parable, London, Methuen,
1961. /MHISHERGER, [ A7 L—yHEOHY |, [FHOIKEF] 3, KR, 1968,

3) Arden, Armstrong’s Last Goodnight, London, Methuen,1965.
ANHIEHEER, [7T—2AMa Y 7 OREOBRT AL BUHFEER9, FkHt, 1971,

4) ZThzxtL, BBRENZ &I, 7T Y ATHE, BIRELFELZEY, RTL2A40
HTIZETH 2R RKOEEHAERO—ANE LTROH LN, SFHiENTWw5,

5) Cristopher Innes, Holy Theatre: Ritual and the Avant Garde, Cambridge, Cambridge
University Press, 1981, 4.

6) Theodore H. Gaster, Thespis: Ritual, Myth and drama in the Ancient Near East, New
York, Harper & Row Publishers, 1961, 23.

7 ) Arden “Building the Play: an Interview”, Encore, July-Aug. 1961, 41.

8) Arden, To Present the Pretence: Essays on the Theatre and its Public, London, Eyre
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