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ɹδϣϯɾΞʔσϯ͸ΦζϘʔϯ΍΢ΤεΧʔ౳ͱ1950ʹڞ೥୅ͷऴΘΓ͔Β60

೥୅Λ௨ͯ͡ӳࠃͰ࠷΋͘ߴධՁ͞Εͨܶ࡞ՈͷҰਓͰɼ୅ද࡞ɹSergent Mus-

graveʟs Dance͸େֶೖֶݧࢼ֨ࢿͷAϨϕϧͷ՝୊ਤॻͱͳ͍ͬͯΔଞɼ2000೥ʹ

͸Royal National Theatre͕ൃදͨ͠20ੈلΛ୅ද͢Δ࡞඼ͷϦετͷதͰ1957೥ͷ

ΒΕ͍ͯΔɻΞʔσϯ͸ɼJ.R.ςΠϥʔɼJ.R.ϒϥ΢ϯɼϚʔςΟ͛ڍ୅දͱͯ͠࡞

ϯɾΤεϦϯɼϐʔλʔɾϒϧοΫͳͲԋܶͷઐ໳Ոʹಛʹ͘ߴධՁ͞Εɼ1965೥

ʹ͸ϩϯυϯࢢͷϚάφΧϧλ750प೥ͷه೦ࡇͷͨΊͷܶΛॻ͘͜ͱΛґཔ͞Ε

ͨ΄Ͳͷ࡞ՈͰ͋Δɻ͞ΒʹຢɼͦΕ͕ػܖͱͳͬͯ൴Λϩϯυϯԋܶքͷத৺ʹ

ਾ͑Δ͜ͱͱͳͬͨ1956೥ͷBBC࡞඼৆ΛॳΊͱ͢Δଟ͘ͷԋܶ৆΋֫ಘ͍ͯ͠

ΔɻࠓͰ΋ӳࠃ΍ϑϥϯεͷେֶ΍RADAʢԦཱԋܶΞΧσϛʔʣͷΑ͏ͳԋֶܶ

ՈͷҰਓͱͯ͠औΓ্͛ΒΕ͍ͯΔɻ࡞୅Λ୅ද͢ΔݱʹͷதͰৗۀͰ͸तߍ

ɹ͜ͷΑ͏ʹଟ͘ͷԋܶͷઐ໳Ո͔Β͸ೝΊΒΕͳ͕Β΋ɼ΋͏ҰํͰɼ൴͸Ұ

ൠ͔ऀܶ؍Β͸༨Γཧղ͞Εͳ͔ͬͨɻ1ʣ೔ຊʹԙ͍ͯ͸ɼখాౢ༤ࢯࢤʹΑͬͯ
Sergeant Musgrave’s Dance 2ʣͱArmstrong’s Last Goodnight 3ʣͷೋ͕࡞຋༁͞Ε͍ͯΔ

΋ͷͷɼ΄ͱΜͲແ໊ʹۙ͘ɼ͘͝Ұ෦ͷԋܶͷઐ໳Ո΍ӳจֶͷऀڀݚҎ֎ʹ͸

஌Δਓ͸গͳ͍ɻ

ɹ࢒೦ͳ͕ΒΞʔσϯͷ࡞඼͸௕͍͜ͱӳࠃͰ΋্ԋ͞ΕΔ͜ͱ͸গͳ͘ɼࠓͰ΋

ઐ໳ՈͷؒͰ͘ߴධՁ͞Εͳ͕ΒɼҰൠਓ͔Β͸ຊࠃͰ͑͞๨ΕڈΕ͔͚͍ͯΔɻ4ʣ

͔͠͠ɼ൴ͷ࡞඼ͷࠜఈʹ͸ඇৗʹ༏Εͨԋܶཧ࿦͕͋Γɼԋܶ༻ࣙޠయ΍ɼઐ໳

ॻͷதͰ͸͠͹͠͹൴͕ͨͬ࡞ఆٛ΍આ͕Ҿ༻͞Εɼ࢖ΘΕ͍ͯΔͷ͕ݟΒΕΔɻ

͕ͨͬͯ͠ɼ൴ͷ࡞඼͸೉ղͱݴΘΕɼෆਓؾͰ͸͋ͬͯ΋ɼ൴ͷԋܶཧ࿦Λৄ͠

࡞൒ͷԋܶޙلԋܶɼಛʹ20ੈلΔ͜ͱ͸େมҙຯͷ͋Δ͜ͱͰ͋Δ͠ɼ20ੈݟ͘

඼ͷཧղʹ͸͔ܽͤͳ͍ͱͯͬߦ΋աݴͰ͸ͳ͍ɻ

ɹ͜Ε΄ͲॏཁͰ͋Γͳ͕Βɼ͜Ε΄ͲෆਓؾͰ͋ΔݪҼΛଟ͘ͷਓʑ͕୳Ζ͏ͱ
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͠ɼ͜ͷ໰୊ΛऔΓѻͬͨ࿦จ΋͔͋ͭزΔ͕ɼ݁ہɼຊ౰ͷҙຯͰͷݪҼղ໌ʹ

͸͍ͯͬࢸͳ͍ɻ͠͹͠͹ݪҼͱͯ͛͠ڍΒΕΔͷ͸࡞඼͕೉ղͰ͋Δͱ͍͏͜ͱ

Ͱ͋Δɻ͔֬ʹɼ౰࣌ͷΦζϘʔϯɼϐϯλʔʹ୅ද͞ΕΔϩϯυϯԋܶքͷ࡞Ո

͕ͨͪओͱͯ͠࿑ಇऀ֊ڃͷग़਎Ͱ͋Γɼڭҭ΋ɼେֶΑΓ΋ɼԋܶͷ࣮ફ׆ಈͷ

த͔Β਎ʹ͚͍ͭͯͨͷʹର͠ɼΞʔσϯ͸ɼϛυϧΫϥεͷग़਎ͰɼύϒϦοΫɾ

εΫʔϧΛଔ͠ۀɼέϯϒϦοδେֶʹֶΜͩ஌ࣝਓͰɼ࡞඼ͷதʹ΋ɼݹ୅͔Β

དྷྺɼจࣄނΔ·Ͱͷ͋Γͱ͋ΒΏΔ࣌୅ͷจֶ͔ΒͷҾ༻΍ɼࢸʹ୅ݱͯͬ·࢝

Խʹؔ͢Δ஌ࣝͳͲ͕ࢄΓ͹ΊΒΕ͓ͯΓɼͦͷ఺Ͱ͸͔֬ʹ೉͍͠ͱ͑ݴͳ͘΋

ͳ͍ͷ͔΋͠Εͳ͍ɻ͔͠͠ɼ࣮͸Ξʔσϯͷ࡞඼ͷࠜఈʹ͋Δ൴ͷཧ࿦Λཧղ͢

Δͱͦͷ࡞඼ͷҙຯ͸࣮ʹ໌շʹͳΔɻ͕ͨͬͯ͠ɼຊߘͰ͸ɼΞʔσϯͷԋܶཧ

࿦Λৄ͘͠આ໌͢Δɻ

ᶗɽΞʔσϯͱਆ࿩ͱྱࡇ

ɹΞʔσϯʹͱͬͯɼԋܶʹ࠷΋ॏཁͳཁૉ͸ྱࡇͰ͋Γɼ൴͸ৗʹܶ৔಺ʹྱࡇ

Λ͠ݱ࠶Α͏ͱ͖ͯͨ͠ɻΞʔσϯ͸ଟ͘ͷػձʹ͜ͷ͜ͱΛද໌͍ͯ͠ΔɻΞʔ

σϯ͸ʠRitualʡͱ͍͏ݴ༿Λ͕͏࢖ɼ͜Ε͸ɼ೔ຊޠʹ͢Ε͹ྱࡇɼͳ͍͠׳श

ͱͯ͠ߦͳΘΕΔّࣜͱ͜͏ݴͱ͕Ͱ͖Δɻ

ɹܶͱ͍͏΋ͷ͸܁Γฦ্͠ԋ͞Εɼͦͷͨͼʹ٬؍ʹूஂతͳ൓ԠΛͤ͜͞ىΔ

ͱ͍͏͜ͷ͜ͱ͚ͩͰ΋ɼ͢Ͱʹܶ৔͸Ұͭͷྱࡇɼͳّ͍ࣜ͠ɼͭ·ΓϦνϡΞ

ϧͷ৔Ͱ͋Δͱ͍͑Δɻ͔͠͠ɼ͜ͷ৔߹ɼԋܶ͸શͯϦνϡΞϧͩͱݴΘͳ͚Ε

͹ͳΒͳ͘ͳΔɻ͜͜Ͱ͍ࢥग़͞ΕΔͷ͕ΫϦετϑΝʔɾΠωε͕ड़΂ͨ࣍ͷݴ

༿Ͱ͋Δɻ

unfortunately, such syllogistic thinking is far too commonly accepted, so that terms like 

ʞritualʟ have become almost meaningless as critical clichés describing anything and 

everything non-naturalistic.
5ʣ

ɹ͕ͨͬͯ͠ɼ͜͜Ͱॏཁʹͳͬͯ͘Δͷ͸ɼʮϦνϡΞϧʯͱ͍͏ݴ༿ΛͲͷΑ

ఆ͢Δ͔ͱ͍͏͜ͱͰ͋Δɻݶʹ͏

ɹݹ୅ࣾձʹ͓͍ͯϦνϡΞϧ͸௕͍ౙͷޙඞͣय़͕΍ͬͯ͘Δ͜ͱɼ͋Δ͍͸ס

ੜΛ࣮֬ʹ͢ΔͨΊ࠶ΔͨΊʹɼͭ·Γɼ͜ͷੈͷفӍ͕͋Δ͜ͱͳͲΛ߱ޙͷق
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ʹࣥΓߦΘΕͨɻ͜ͷ͜ͱ͸ηΦυΞɾΪϟελʔ͕࣍ͷΑ͏ͳݴ༿Ͱ͸͖ͬΓͱ

ड़΂͍ͯΔɻ

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

to renew its vitality and thus ensure its continuance
6ʣ

ɹͭ·ΓɼϦνϡΞϧͷّࣜ͸Ͳ͜Ͱ΋ଟ͔Εগͳ͔Εಉ͡ܗΛͱΓɼ໌֬ͳػೳ

ΛՌ͍ͨͯͨ͠ɻͦͯ͠ɼͦͷ໨త͸ɼࣾձͷྗ׆ͷ࠶ੜͱ࣋ଓͷอোͰ͋Δɻ

ɹࣾձ೿ͱ΋ݺ͹ΕΔΞʔσϯʹͱͬͯɼ͜ͷࣾձͷྗ׆ͷ࠶ੜͱ࣋ଓͦ͜͸࠷΋

ॏཁͳ՝୊Ͱ͋Γɼ൴͕ͦͷ࡞඼ͷࠜఈʹ͜ͷΑ͏ͳϦνϡΞϧΛਾ͑ͨͷ͸·͞

ʹ౰વͷ͜ͱͰ͋Δͱ͑ݴΔɻ

ɹΞʔσϯʹ͍ͭͯͷ࡯ߟΛ࣌͏ߦ๨ΕͯͳΒͳ͍ͷ͸ɼ൴ͷ࡞Ոਓੜͷ్தͰͷ

େ͖ͳมԽͰ͋ΔɻΞʔσϯͷ࡞඼ʹ͸ॳΊ͔Β੓࣏ੑ͕͋ͬͨͷ͸࣮ࣄͰ͋Δ

͕ɼ్த͔Βɼ໌Β͔ʹͦͷ੓࣏ੑΛ͘ڧલ໘ʹཱͯɼओٛओுΛ͔͋Β͞·ʹड़

΂ΔΑ͏ʹͳͬͨ͜ͱͰ͋Δɻಛʹ࠺ͷϚϧΨϨʔλɾμʔεΟʔͱͷ࡞ڞʹೖͬ

͔ͯΒͷ࡞඼͸Agit-prop Ͱ͋Δͱ͏ݴͷ͸൷ධՈͷؒͰͷڞ௨ೝࣝͰ͋Δɻ͔͠

͠ɼ൴ͷ࡞඼ͷࠜຊʹ͋ΔϦνϡΞϧੑ͸ॳΊ͔ΒมΘ͍ͬͯͳ͍ɻ͔֬ʹɼ൴ͷ

͸͞Βʹ͜ͷϦνϡΞϧͷ෦෼͕ΑΓ઱໌ʹɼޙ඼͕มΘͬͨͱ͞Ε͔ͯΒҎ࡞

 ,ͷThe Waters of BabylonظͰ͋Δ͕ɼॳ࣮ࣄΕΔΑ͏ʹͳͬͨͷ͸͞ݱදʹྗڧ

Serjeant Musgrave’s Danceɼ΍ԁख़ظͷArmstrong’s Last GoodnightͳͲͷ࡞඼΋Α͘

ΛՃ͑ΔͱϦνϡΞϧ͕ͦͷॏཁͳࠜఈΛͳ͍ͯ͠Δ͜ͱ͕Θ͔ΔɻΞʔσ࡯ߟ

ϯ͸͋Δ࣌Πϯλʔϰϡʔʹ౴͑ͯɼʠThe theatre has always been a place of social 

ritual. [. . . ]the artistic principles still remain the sameʡ7ʣ
 ʢܶ৔͸ৗʹࣾձతّࣜͷ

৔Ͱ͋ͬͨɻňɽɽɽŉͦͷܳज़తݪཧ͸ࠓͰ΋ಉ͡Ͱ͋Δʣͱड़΂͍ͯΔ͠ɼ൴ͷݴ

͏ʠartistic principlesʡͷҙຯ͢Δͱ͜Ζ͸1977೥ʹ൴͕ൃදͨ͠࠷ॳͷ࿦จूTo 

Present the PretenceͷதͰ΋͸͖ͬΓͱॻ͔Ε͍ͯΔɻ

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..
8ʣ
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ɹςεϐεͷԋܶͱ͸ɼ·͞ʹΞʔσϯͷ͔ྱࡇ͏ݴΒ࢝·ͬͨ͹͔Γͷॳظͷԋ

ܶͷ͜ͱͰ͋Δ9ʣ͕ɼΞʔσϯ͕͜ͷ࿦จͷதͰ΋͍ͯͬݴΔΑ͏ʹɼ൴ͷ͜ͷߟ

͑ํ͸ॳΊͯͷ࡞඼Λॻ͍ͨͱ͖͔Βͣͬͱ൴ͷ࡞඼ͷࠜఈʹ͋Γɼ͜ͷ࣮ࣄ͸൴

ͷ࡞඼ΛݟΕ͹͸͖ͬΓͱ෼͔Δ͜ͱͰ͋Δɻ

ɹ൴͸ຢ্هͷΠϯλʔϰϡʔͷதͰɼܶ৔ͱ͍͏ͱ͜Ζ͸٬؍ͱആ༏ɼͦͯ͠ɼ

ࡧΔ͍͸ঢ়ଶʢhuman conditionʣʹ͍ͭͯ୳͋گҰମͱͳͬͯਓؒͷঢ়͕ऀ࡞

(exploration)͢Δ৔Ͱ͋Δͱड़΂ɼͦͯ͠ɼ΋͜͠ͷ୳͕ࡧ੒ޭ͢Ε͹ɼਓʑ͸͋

Δೝࣝʢrecognitionʣʹ౸ୡ͠ɼͦͷ࣌ɼʠthe recognition will be almost a ceremo-

nious act between audience, actors and author.ʡ10ʣͱ΋͍ͯͬݴΔɻΞʔσϯ͸ຢଞ

ͷ࿦จͰɼ൴ʹͱͬͯ།ҰͷࢻతςʔϚ͸ʠthe continuous cycle of birth, creation, 

death and rebirthʡ11ʣͰ͋Δͱ΋ड़΂ɼϦνϡΞϧ͕ࢻਓͱͯ͠ͷ൴ʹͱͬͯ࠷ॏཁ

ςʔϚͰ͋Δ͜ͱΛ͍ࣔͯ͠ΔɻΞʔσϯ͸ຢɼ1965೥ɼΞϧόʔτɾϋϯτͱͷ

ΠϯλʔϰϡʔͷதͰ΋ΪϦγϟԋܶͷݯى͸ܶتʹ͋Γɼ൵ܶͱಉ༷ɼσΟΦχϡ

ιεͷࡇΓ͔ΒੜΕͨͷͩͱड़΂͍ͯΔɻ͕ͦͯܶ͠تϦνϡΞϧ͔ΒੜΕͨͱ͍

͏͜ͱ͸ίʔϯϑΥʔυ΍ϚϨʔ౳ଟ͘ͷֶऀͷҰகͨ͠ݟղͰ͋Δɻ

ɹ1956೥ʹBBCͷ๺෦஍ҬͰ࠷΋ಠ૑తͳ࡞඼ʹ༩͑ΒΕΔ৆Λ֫ಘ͠ɼ౰࣌ͷ

ϩʔϠϧɾίʔτܶ৔ͷσΟϨΫλʔɼδϣʔδɾυϰΟʔϯʹΑͬͯ஫໨͞ΕɼΞʔ

σϯ͕ੈʹग़Δ͖͔͚ͬͱ΋ͳͬͨThe Life of Man ͱ͍͏ϥδΦܶ͸ɼطʹ͜ͷ࡞

ऀͷਆ࿩ͱྱࡇʹର͢Δ͍ؔڧ৺Λ໌֬ʹද͍ͯ͠Δɻग़൛͸͞Ε͍ͯͳ͍͕ɼҰ

ൠతʹΞʔσϯͷୈҰ࡞ͱ͞ΕΔ͜ͷ࡞඼͸ϗϝϩεͷਆ࿩ͱΦϰΟυͷʰม਎ʱ

Λ౔୆ʹ͠ɼJ.R.ςΠϥʔʹΑΕ͹ओ໾ͷδϣʔϯζ͸ʮੜᩴʹกͨ͋͠Δछͷ෮

़ͷఱ࢖ʯ12ʣͰ͋Δ͠ɼຢɼϚϧίϜɾϖΠδͷղऍʹΑΕ͹ɼδϣʔϯζ͸ΩϦ

ετʹͳͧΒ͑ͨਓ෺Ͱ͋Δɻ͜ͷ࣮ࣄ͸ɼΞʔσϯ͕࠷ॳ͔Β൴ͷԋܶͷૅجʹ

ਆ࿩ͱྱࡇΛਾ͖͑ͯͨ͜ͱΛΑ͍ࣔͯ͘͠Δɻ

ɹ1971೥ɼΞʔσϯ͸Πϯυʹ ཱྀߦΛ͢Δ͕ɼͦͷ௚ޙʹThe Drama Reviewͷத

Ͱൃදͨ͠ਵචͷதͰɼΠϯυͷϕϯΨϧ஍ํͰͨݟ෣౿ܶʹ͍ͭͯײ૝Λड़΂ɼ

࣍ͷΑ͏ʹॻ͍͍ͯΔɻ

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 ʠpurpose of theatreʡ – 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 

secure the continuance of mankind.
13ʣ

ɹ͜ͷ࿦จͷதͰΞʔσϯ͸͜ͷͱ͖ॳΊͯ͜ͷ͜ͱʹؾ෇͍ͨͱड़΂͍ͯΔ͕ɼ

લड़ͷϋϯτͱͷΠϯλʔϰϡʔͰͷൃݴʹ΋ݟΒΕΔΑ͏ʹɼ൴ͷ͑ߟͷࠜఈʹ

͸͜ͷ͜ͱ͸ৗʹ͋ͬͨͱ͑ݴΔɻ౦༸ͷԋܶͱॳΊͯ઀ͯ͠ɼͦΕ·Ͱ൴ͷ಄ͷ

தʹ༗ͬͨ΋ͷ͕ɼ͜ͷͱ͖ɼ͸͖ͬΓܗΛͱͬͨͱ͍͏͜ͱͰ͋Ζ͏ɻ

ɹ͜ͷಉ͡จষͷதͰɼΞʔσϯ͸ɼ͜ͷགྷΓ͸໷தଓ͖ɼͦͷؒԿ౓΋຾ΓࠐΜ

Ͱ͠·͕ͬͨɼͦΕͰ΋ɼ࣌ʑ໨Λ֮·͢ͱݶࡍ΋ͳ͘ଓ͘ͱࢥΘΕΔ͜ͷགྷΓͷ

ΜͰ͍Δͷ͸൴͹͔ΓࠐΏ͘͜ͱ͕Ͱ͖ͨͱड़΂͍ͯΔɻͦΕʹɼ຾Γ͍ͯͭʹے

Ͱ͸ͳ͘ɼଞͷଟ͘ͷਓʑ΋຾͍͕ͬͯͨɼͦͷΑ͏ͳ͜ͱ͸શવߏΘͳ͍Α͏Ͱ

͋ͬͨͱड़΂ɼ࣍ͷΑ͏ʹ෇͚Ճ͍͑ͯΔɻ

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

whether the people slept or woke.ʡ ʢ145ʣ

ɹ͜ΕΛಡΉͱɼΞʔσϯ͕1964ʹط೥ɼThe Workhouse DonkeyͷংจͰड़΂ͨ͜

ͱΛ͍ࢥग़ͣ͞ʹ͸͍ΒΕͳ͍ɻ

I would have been happy had it been possible for The Workhouse Donkey to have lasted, 

say, six or seven or thirteen hours excluding intervalsʣ, and for the audience to come 

and go throughout the performance. ʢW.Dɿ113ʣ14ʣ

ɹ΋ͪΖΜɼ͜ͷংจͰड़΂ΒΕ͍ͯΔʠprom-concertʡ͸ώϯζʔͷགྷΓͱ͸͔

ͳΓҧ͏ͷͰ͸͋Δ͕ɼݶΓͳ͘ଓ͘௕͍ެԋͱɼ్தͰܶ؍Λதஅͯ͠΋಺༰ཧ

ղʹ͸ࢧো͕ͳ͍ͱ͍͏͑ߟ͸Α͍ͯ͘ࣅΔɻͦΕʹՃ͑ͯɼΞʔσϯ͕͜ͷώϯ

ζʔͷགྷΓͷಛ௃ͱͯ͠ัΒ͑Δɼ͍ͨͣΒ͖޷ͳσΟΦχϡιεʹྑͨ͘ࣅΨω

γϟͷొ৔ɼେ͖ͳԻͷॏཁੑɼొ৔ਓ෺ͷ਺ͷଟ͞ɼͦͯ͠ɼ͜ΕΒͷొ৔ਓ෺

͕ଟ͘ͷ৔߹ਆͰ͋Δ͜ͱɼͦͯ͠ɼͦΕΒͷొ৔ਓ෺ͷମͷಈ͖ͳͲ͸ɼΞʔσ

ϯ͕ The Workhouse DonkeyΛॻ͍ͨͱ͖ʹ೥಄ʹ͋ͬͨ͑ߟʹ͍ۙͱࢥΘΕΔɻ

the theatre must be catholic.
15ʣ

 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:

ɹɹɹɹɹɹnoise,

ɹɹɹɹɹɹdrunkenness

ɹɹɹɹɹɹnudity,

ɹɹɹɹɹɹcorruption

ɹɹɹɹɹɹdisorder

ɹɹɹɹɹɹlasciviousness,

ɹɹɹɹɹɹgenerosity,

ɹɹɹɹɹɹfertility

ɹɹɹɹɹɹand 

ɹɹɹɹɹɹease.ɹɹɹɹɹɹɹɹɹɹɹɹɹɹɹɹɹɹʢW.Dɿ113ʣ

ɹňԋܶͷ໨త͸਺࣌ؒͷؒɼਆʑΛ͜ͷ஍ݺʹ্ٿͼԼΖ͠ɼਓྨͷӬଓɼਓྨ

͕Ӭԕʹଓ͘͜ͱΛอূ͢Δ͜ͱͰ͋Δɻŉͱ͍͏ͷ͕Ξʔσϯʹͱͬͯԋܶͷຊ

࣭Ͱ͋Δ͕ɼ͜ͷ͑ߟ͸ɼ1976೥ɼThe Non-Stop Connolly Showͷ੡࡞աఔΛઆ໌

͸͖ͬΓͱද໌͞Ε͍ͯΔɻʹࡍͨ͠

. . . 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.
16ʣ

ɹҎ্ड़΂ͨΑ͏ʹňܶ৔͸ӳ༤͋Δ͍͸ਆʑ͕࠶ੜ͢Δ৔ॴͰ͋Δŉͱ͍͏͑ߟ͸

Ξʔσϯͷॳظͷ࡞඼ʹݟʹطΒΕΔͷͰ͋Δɻ

ɹͦΕͰ͸ɼΞʔσϯ͕ݺͼ໭͋͢Δ͍͸࠶ੜͤ͞Δਆʑɼ͋Δ͍͸ӳ༤ͷੑ࣭͸

ͲͷΑ͏ͳ΋ͷͳͷͰ͋Ζ͏ɻৄ͘͠͸ɼޙड़͢Δ͜ͱͰ͋Δ͕࣮ࡍʹ൴ͷܶͷத

Ոͱ͠࡞ΕΔӳ༤͸ඞͣ͠΋՚ʑ͍͠ӳ༤Ͱ͸ͳ͍ɻͦͯ͠ɼ൴ʹΑΕ͹ɼܶݱʹ

ͯͷ൴ͷ໋࢖͸࣍ͷΑ͏ʹͳΔɻ

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.
17ʣ
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ɹͭ·Γɼ͜ͷ࡞Ոʹͱͬͯԋܶͷ໨త͸ਓؒͷਅ࣮ͷ࢟Λ෣୆্ʹ͢ݱ࠶Δ͜ͱ

Ͱ͋Δ͔ΒɼҰൠͷਓɼͦͯࣾ͠ձͷͨΊʹੜᩴͱͳΔਓ͕ӳ༤ͳͷͰ͋Δɻ͜ͷ

ΒΕ͍ͯΔɻͦ͑ࢧΔೋͭͷΠϝʔδʹΑͬͯ͢ࡏ඼ͷࠜఈʹৗʹଘ࡞͸൴ͷ͑ߟ

ͷೋͭ͸απϧφϦΞɼͳ͍͠ʮThe Feast of FoolsʯͱϒϦϡʔήϧͷʰँ೑ࡇͱ

அ৯ͷઓ͍ʱͱ͍͏ֆͰ͋ΔɻΞʔσϯ͸ͦͷ࡞඼ͷૅجʹ͜ͷೋͭͷΠϝʔδΛ

ਾ͍͑ͯΔɻ྆ऀ͸ͱ΋ʹσΟΦχϡιεతਫ਼ਆ͕಺͢ࡏΔ๛য়ͷϦνϡΞϧɼͭ

·Γ๛য়ͷّࣜͳ͍͠ྱࡇΛද͢ΠϝʔδͰ͋Δɻ

ᶘɽαπϧφϦΞͱੜᩴͷّࣜ 

̖ɽੜᩴͷओਓެɼαπϧφϦΞͷԦ

ɹΞʔσϯ͸ΞϧόʔτɾϋϯτͱͷΠϯλʔϰϡʔͰThe Workhouse Donkeyʹͭ

͍ͯ࿩͠ͳ͕ΒɼओਓެɼButterthwaiteʹ͍ͭͯʡthe old councilor is chucked out 

of the town as a sort of scapegoatʡͱड़΂ɼ͞Βʹ࣍ͷΑ͏ʹड़΂͍ͯΔɻ

Having been their king, heʟs then sacrificed and driven out, and will in turn be replaced 

by somebody else.  Heʟs dressed up in a table-cloth with a bunch of flowers on his head 

as a sort of carnival king. Itʟs 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.
18ʣ

ɹͭ·Γɼओ໾ͷButterthwaite͸απϧφϦΞͷࡇΓͷԦ༷ʹ౳͍͠ͱ͏ݴͷͰ͋

Δɻ࡞඼ͷதͰɼ՚ʑ͘͠׆༂ͨ͠ޙʹɼ௥์͞ΕΔButterthwaite ͕ੜᩴʢεέ

ΠϓΰʔτʣͰ͋Δ͜ͱ͸͢Ͱʹ͜ͷ࡞඼ͷ͔ےΒ໌Β͔Ͱ͋Δ͠ɼ࡞඼ͷதͰ

Butterthwaite ͕ϩόʹྫ͑ΒΕ͓ͯΓɼӫ༾ӫ՚Λָ͠Μͩޙɼ͢٭ࣦʹޙ࠷Δ

͜ͱ͔Β΋ɼ͜ͷओਓެ͕ੜᩴͰ͋Δ͜ͱ͸Ξʔσϯͷઆ໌Λ଴ͭ·Ͱ΋ͳ͍ɻ͠

͔͠ɼ͜ͷ࡞඼ʹ͍ͭͯɼ൴͕ɼ࣮ʹ໌֬ʹαπϧφϦΞͱͷؔ࿈Λड़΂͍ͯΔ͜

ͱ͔Βɼ൴ͷ࡞඼શମʹ͍ͭͯͷཧղΛਂΊΔ͜ͱ͕Ͱ͖Δɻͭ·ΓΞʔσϯͷ࡞

඼ͷొ৔ਓ෺͸ɼ༷ʑͳܗΛͱΓͳ͕Β΋جຊతʹ͸ɼৗʹ൴͕ඳࣸ͢Δαπϧφ
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ϦΞͷԦͳͷͰ͋Δɻྫ͑͹Waters of Babylonʹ͓͍ͯ͸ओ໾ͷΫϥϯΫ͕·ΔͰ

απϧφϦΞͷԦͷΑ͏ʹࣗ༝ؾ··ʹৼ෣ͬͨޙɼੜᩴͷಈ෺ͷΑ͏ʹ০Γཱͯ

ΒΕͯ͞ࡴΕɼLive Like PigsͰ΋ɼ΍͸Γɼओ໾ͷSawney͕͜ͷಓԽͷԦͷΑ͏

ʹѻΘΕ͍ͯΔɻArmstrong’s Last GoodnightͷதͰ͸ओ໾ͷArmstrong͕ੜᩴͰ͋

Γɼޙ࠷ͷ৔໘͸·͞ʹੜᩴͷّࣜʹͳͧΒ͑ΒΕ͍ͯΔɻ·ͨɼThe Island of the 

MightyͰ͸ɼओ୊ΛΞʔαʔԦ఻આ͔Βऔ͍ͬͯΔ͜ͱ΍ɼR. άϨΠϰεͷThe 

White Goddess΍ɼέϧτ଒ʹ͔͘ݹΒ఻ΘΔCrazy Sweeneyͷ఻આ΍Mabinogionͳ

ͲΛݯࡒͱ͍ͯ͠Δ͜ͱ͸ࣗऀ࡞਎͕͜ͷ࡞඼ͷংઆͰड़΂͍ͯΔ௨ΓͰ͋Δ͕ɼ

ੜᩴʹ͍ͭͯଟ͘Λड़΂͍ͯΔϑϨΠβʔͷʰۚࢬรʱ͔Β΋ଟ͘ͷϞςΟʔϑΛ

आΓ͍ͯΔ͜ͱ͸Ұ໨ྎવͰ͋Δɻ

ɹొ৔ਓ෺ͷΈͳΒͣɼΞʔσϯͷ࡞඼ͷετʔϦʔ͸͠͹͠͹απϧφϦΞͷࡇ

Γͦͷ΋ͷΛԿΒ͔ͷܗͰඳ͍͍ͯΔͱ͑ݴΔɻαπϧφϦΞͷࡇΓ͸छ·͖ͱ೶

ݹΓͰ͋Δ͕ɼJ. G. ϑϨΠβʔʹΑΕ͹ɼࡇ೦͢ΔهͷਆͰ͋ΔαπϧψεΛۀ

୅ϩʔϚͷྐྵͷޙ࠷ͷ݄ɼ12݄ʹߦΘΕͨɻ19ʣ͜ͷࡇΓͰ͸ɼ׬શͳࣗ༝͕ࢧ഑ͨ͠ɻ

ಓԽͷԦౕ͕ྴͷத͔Β͘͡Ҿ͖Ͱબ͹Εɼ͜ͷԦ͸ɼຊ෺ͷԦͱಉ͡ݖརͱࣗ༝

ΛᨳՎͨ͠ࡇʹޙΓͷऴΘΓʹ͸ॲ͞ܐΕͨɻΞʔσϯͷ࡞඼ͷओ໾ͨͪ͸ɼࣾձ

ͷͨΊʹੜᩴʹ͞ΕΔ͜ͷαπϧφϦΞͷԦʹٖͤΒΕ͍ͯΔͱ͑ݴΔɻ

ɹΞʔσϯͷશ࡞඼Λɼ͜ͷΑ͏ͳ؍఺͔Β͢ڀݚΔͱɼͲͷ࡞඼ʹ͓͍ͯ΋ৗʹ

ॏཁਓ෺͸ੜᩴͱͯ͠ඳ͔Ε͍ͯΔ͜ͱ͕෼͔Δɻੜᩴͨͪͷʮࢮʯ͸௥์Ͱ͋ͬ

ͨΓɼࣦ٭Ͱ͋ΔͳͲɼඞͣ͠΋ৗʹ೑ମతͳࢮͱ͸ݶΒͳ͍͕ɼ΄ͱΜͲશͯͷ

Γّ͔ࣜͷΑ͏ͳ৔໘ࡇͰɼՎ΍གྷΓΛ൐ͬͨɼۙ͘ޙ࠷ɼ͋Δ͍͸ޙ࠷඼Ͱɼ࡞

Ͱʮ͞ࡴΕΔʯͷͰ͋ΔɻΞʔσϯ͸The Happy HavenͱSerjeant Musgrave’s Dance

ͷೋ࡞ͷޙ࠷ͷ৔໘͸ಉ͡Ͱ͋Δͱड़΂ɼʡwith people pinned against the walls while 

an appalling act takes place in the middle of the stageʡͱઆ໌͍ͯ͠Δɻ͜ͷঢ়گ͸

·͞ʹੜᩴͷّࣜͷ৔໘ͦͷ΋ͷͰ͋Δͱ͍͑Δɻ٘ ਜ਼͸େऺͷલͰ͞ࡴΕΔɻΞʔ

σϯ͕ࣗΒͷ࡞඼͸શͯجຊతʹ͸ಉ͡Ͱ͋Δͱͨ͛ڍʹྫͯͬݴͷ΋͜ͷ৔໘Ͱ

͋Δ͜ͱ͔Βͯ͠ɼੜᩴͷّࣜɼ͋Δ͍͸ੜᩴͷӳ༤͕Ξʔσϯͷશ࡞඼ͷࠜఈʹ

ྲྀΕΔओ୊Ͱ͋Δͱ͑ݴΔɻͦ ͯ͠ɼ͜ ΕΒͷੜᩴͨͪ͸ੜ͖ͱ͠ੜ͚Δ΋ͷ͕օɼ

ͦͷҰ؀Λ୲͏ࢮͱ࠶ੜͷ॥؀Λਪਐ͢Δɻ͕͋ࢮΔ͔Βͦ͜࠶ੜ΋͋Γɼੜᩴ͕

͋Δ͔Βͦ͜෮׆΋͋ΔɻΞʔσϯ͸ଟ͘ͷਆ࿩ͰޠΓ͕ܧΕ͖ͯͨ͜ͷςʔϚΛ

ͦͷ࡞඼ͷதͰݱ୅ͷࣾձΛඳ͖ͳ͕Βల։͍ͯ͠Δɻ࠷ॳʹड़΂ͨΑ͏ʹɼΞʔ

σϯʹͱͬͯԋܶͱ͍͏΋ͷ͸ɼجຊతʹࣾձͷ࠶ੜΛਤΔϦνϡΞϧͳͷͰ͋Δ
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͔Βɼࢮͱ࠶ੜͷϦνϡΞϧͷதͰ͸ॏཁͳཁૉͰ͋Δੜᩴ͕൴ͷ࡞඼ͷத৺Λͳ

͢ͷ΋౰વͷ͜ͱͱ͑ݴΔɻ

ɹϑΟϦοϓɾΫϨΠτϯ͸Ξʔσϯͷ࡞඼ʹग़ͯ͘Δࢮͱ࠶ੜͷ॥؀ͷϦνϡ

Ξϧ͸ͭࡾͷܗΛͱΔͱड़΂͍ͯΔɻͭ·ΓɼୈҰʹThe Business of Good Govern-

ment ͷϔϩσͱΠΤζεɼLive Like PigsͷSawneyͱColͷؔݟʹ܎ΒΕΔΑ͏ͳ೥

࿝͍ͨԦͱए͍ԦͷϦνϡΞϧɼୈೋʹɼSerjeant Musgrave’s DanceͷMusgrave΍
The Workhouse DonkeyͷButterthwaiteʹݟΒΕΔੜᩴͷϦνϡΞϧɼͦͯ͠ɼୈࡾ

ʹɼThe Hero Rises UpͷNelsonͱThe Island of the MightyͷMerlinʹݟΒΕΔ࠶ੜͷ

ϦνϡΞϧͰ͋Δɻ20ʣ͔֬ʹɼΫϨΠτϯͷ͜͏ݴͷͭࡾͷّࣜ͸ɼΞʔσϯͷԋ

ܶͷ࠷΋ࠜຊతͳ΋ͷͰ͋Δɻ

ɹ͔͠͠ɼ͜ ͷͭࡾͷϦνϡΞϧ΋݁ہ͸ੜᩴͷϦνϡΞϧʹଞͳΒͳ͍ͷͰ͋Δɻ

ͭ·Γɼ೥࿝͍ͨԦͱए͍ԦͷϦνϡΞϧͱࢮͱ࠶ੜͷϦνϡΞϧ͸ɼੜᩴͷϦνϡ

ΞϧͱಉྻͰޠΔ͜ͱ͕Ͱ͖ΔɻͳͥͳΒɼए͍Ԧ͸೥࿝͍ͨԦΛੜᩴͱͨ͠ޙʹ

ԦͱͳΔͷͰ͋Γɼࢮͱ࠶ੜͷϦνϡΞϧ΋ɼੜᩴͷ͕ͯͬ͋ࢮॳΊͯ࠶ੜ͕͋Δ

ͷͰ͋Δɻੜᩴͳ͍٘͠ਜ਼͸ɼੜͱ࠶ੜͷϦνϡΞϧʹͱ͔ͬͯܽ͢͜ͱͷͰ͖ͳ

͍ɼ࠯ͷҰͭͷྠͳͷͰ͋Δɻ

ɹϑϨΠβʔ͕ʰۚࢬร ʢɦThe Golden BoughʣͰड़΂Δͱ͜ΖʹΑΕ͹ɼݹ୅Ϊ

Ϧγϟ΍ɼݹ୅ϩʔϚͳͲݹ୅ࣾձʹ͓͍ͯɼશͯͷਓʑͷࡑ΍ۤ͠ΈΛফͨ͢Ί

Εͨੜᩴͷྫ͸਺ଟ͋͘Δɻੜᩴ͸ͦͷࣾձΛԚ͢ѱͷશͯΛऔΓআͨ͘Ί͞ࡴʹ

ͷखஈͰ͋ͬͨɻ͜ ͷੜᩴͷॲ͋ܐΔ͍͸௥์͸ɼຖ೥Ұ౓ɼެ ऺͷ໘લͰߦΘΕɼ

ͦͷલޙʹී௨Ͱ͋Ε͹േΛ൐͏͋Γͱ͋ΒΏΔߦಈ͕͞ڐΕΔ͕ͨͬ͋ؒظͱݴ

͏ɻ21ʣ

ɹαπϧφϦΞͷԦ͸ɼੜᩴΛఆٛ͢ΔશͯͷཁૉΛମ͍ͯ͠ݱΔɻੜᩴʕͳ͍͠

٘ਜ਼ऀʕ͸શ͘ࡑͷͳ͍ਓͰɼ͘ ͡Ҿ͖Ͱબ͹ΕΔɻ͜ ͷ͘͡Ҿ͖Ͱબ͹ΕΔͷ͸ɼ

͔͠͠ͳ͕Βɼ͋Δܾ·ͬͨάϧʔϓͷਓؒͰ͋Δɻͭ·ΓɼౕྴͰ͋Δɻ٘ਜ਼ऀ

ͭ·Γഭ͞֐ΕੜᩴͱͳΔਓ෺͸ɼϧωʔɾδϥʔϧ΋ͦͷஶॻLe Bouc Emissaire

Ͱ΋ड़΂͍ͯΔΑ͏ʹɼৗʹɼഭ͞֐ΕΔ΂͖ࠁҹͷ͋ΔऀͰ͋Δɻྫ͑͹ɼ͋Δ

ಛผͷਓछɼफڭʹଐ͢Δऀɼڙࢠ΍ঁͷΑ͏ͳऑ͍ऀɼපਓ΍োऀ֐ͳͲͰ͋

Δɻ22ʣ͜ͷɼδϥʔϧ͕ʠsigne victimaireʡ͋Δ͍͸ ʠdes traits universels de sélec-

tion victimaireʡ23ʣͱݺͿ͜ΕΒͷࠁҹ͸ɼۃ୺ͳಛ௃Λ࣋ͭऀͨͪͰ͋Δɻࣾձ֊

૚ͷҰ൪Լ૚ɼͭ·Γ࠷΋ऑ͍΋ͷͰ͋Δౕྴ͕٘ਜ਼ʹͳΔͷ͸ඞવͰ͋Δɻ͔͠

͠ɼ֊૚ͷ্࠷૚ʹ͸͍Δ͕ɼԦ΋·ͨɼഭ֐ͷඪతʹͳΓ͏ΔͷͰ͋ΔɻͦΕ
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͸ɼδϥʔϧͷ͏ݴΑ͏ʹɼʡplus on sʟéloigne du statut social le plus commun, dans 

un sens ou dans lʟautre, plus les risque de persecution grandissentʡ24ʣͭ·ΓɼͲͪΒ

ͷํ޲Ͱ͋Εɼࣾ ձͷඪ४͔Βԕ͔͟Ε͹ԕ͔͟Δఔɼഭ֐Λड͚Δੑݥة͸૿͢

ͷͰ͋Δɻ

ɹϧωʔɾδϥʔϧ͕ఏҊ͢Δੜᩴͷݪཧ͸απϧφϦΞͷԦͷಛ௃Λྑ͋͘ΒΘ

͍ͯ͠Δͱ͑ݴΔɻαπϧφϦΞͷࡇΓ͸શͯͷਓʹ΄ͱΜͲແ๏ঢ়ଶͱ΋͑ݴΔ

શͳࣗ༝Λ༩͑ɼౕྴ͕ओਓͷ໾Λԋ͡ɼओਓౕ͕ྴͷ໾ΛऔΔɻ͜ͷࣾձடং׬

ͷٯస͸ɼδϥʔϧ ʠ͕Indifférenciation ʠͱݺͿɼແࠩผԽͷػةΛ΋ͨΒ͢ɻδϥʔ

ϧʹΑΕ͹ɼʡC'est le culturel qui sʟéclipse en quelque sorte, en sʟindifférenciant.ʡ25ʣ

ͭ·ΓɼҰ࣌తʹͤΑࣾձͷࣦ͕ൣنΘΕΔ͜ͱ͸ෆ҆Λ΋ͨΒ͠ɼऺ܈͸ʮ٘

ਜ਼ऀɼ͋Δ͍͸ੜᩴͷࠁҹʯΛ࣋ͭऀΛੜᩴʹ͢Δɻੜᩴͱͯ͠ഭ͞֐ΕΔ٘ਜ਼ऀ

͸ʡindifferenciateurʡʢແࠩผԽʣͷࡑʹ໰ΘΕΔͷͰ͋ΔɻԦʹͳΔౕྴ͸ɼࣾձ

டংͱࣾձ֊૚ͷഁյͷ৅௃Ͱ͋Δɻ͔͠͠ɼ࣮͸൴ΒΛ٘ਜ਼ऀʹ͢Δͷ͸൴Β

ͷʮ٘ਜ਼ऀͷࠁҹʯͳͷͰ͋Δɻͭ·ΓɼԦͰ͋Δ͜ͱͱౕྴͰ͋Δ͜ͱͰ͋Δɻ

 Α͏ʹɼʡLʟordre͏ݴΑͬͯऴΘΔɻδϥʔϧ͕ʹࢮΓ͸απϧφϦΞͷԦͷࡇ

absent ou compromise par le bouc émissaire se rétablit ou sʟétablit par lʟentermise de 

celui qui lʟa dʟabord troublé.ʡ26ʣͭ·ΓɼடংΛऀͨ͘͠͏ةΛ๢͖ऀʹ͢Δ͜ͱʹ

ΑΓடং͕ճ෮͞ΕΔͷͰ͋Δɻ

ɹ͜ΕΒͷ͜ͱ͔Β͑ݴΔͷ͸ɼαπϧφϦΞͷԦ͸ࢀՃऀ͕ࡑͷͳ͍ऀΛ٘ਜ਼ʹ

͍ͯ͠Δͱ͍͏͜ͱΛ͸͖ͬΓͱཧղ͍ͯ͠ΔϦνϡΞϧͷதͰੜᩴʹ͛͞͞ΒΕ

Δͱ͍͏͜ͱͰ͋Δɻ͜ͷّࣜ͸ɼຖ೥ɼڞಉମͷடংΛอͭͨΊʹߦΘΕΔɻ͠

͔͠ɼ·ͨɼੜᩴͷ͓͔͛Ͱடংཱ͕֬͞ΕΔͱ͍͏ਆ࿩͕ߦಈͰࣔ͞ΕΔͷͰ͋

Δͱ͍͏͜ͱ΋͑ݴΔɻδϥʔϧ΋͕͏ݴɼਆ࿩ͷࠜఈʹ͸ɼ࣮ߦʹࡍΘΕ࣮ͨࡍ

ͷ٘ਜ਼ऀʹରͯ͠ߦΘΕͨ๫ྗ͕͋Δɻ27ʣ͜ͷҙຯͰɼओਓެΛαπϧφϦΞͷԦ

ʹͳͧΒ͑ΔΞʔσϯͷ࡞඼͸ݱ୅ͷࣾձʹ͓͚Δ๫ྗΛ෣୆ʹ৐ͤΔݱ୅ͷਆ࿩

Ͱ͋Δͱ΋͑ݴΔɻ

ɹδϥʔϧͷཧ࿦ʹ͸൓ର͢Δਓʑ΋͋Δɻ͔͠͠ɼΞʔσϯͷ࡞඼͸ɼδϥʔϧ

͕ఏҊ͢ΔϝΧχζϜʹ߹க͢Δɻ͍ͣΕʹͯ͠΋ɼΞʔσϯͷ࡞඼ͷओਓެͨͪ

͸શͯαπϧφϦΞͷԦͱྨ͢ࣅΔੜᩴͷಛ௃Λඋ͍͑ͯΔɻ൴Βͷޙ࠷͸ࣾձతɼ

ਫ਼ਆతɼಓಙతࢮͰऴΘΔɻͦͯ͠ੜᩴͱͳΔͷ͸ඞͣ͠΋Ұਓͷਓ෺Ͱ͸ͳ͘ɼ

ྫ͑͹ɼLive Like Pigsʹ͓͚ΔSawneyҰ଒ͷΑ͏ʹɼάϧʔϓͷਓʑͰ͋Δ৔߹

΋͋Δɻ
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ɹΞʔσϯͷओਓެ͸͠͹͠͹ӳ༤తͳੜᩴͰ͋Γɼ͍ٹओͱͯ͠ͷੑ֨Λଳͼͯ

͍ΔɻαπϧφϦΞͷԦ͸٘ਜ਼ͷੜᩴͰ͋Δ͕ɼ൴ͷଐ͢Δڞಉମͷ෱͋ࢱΔ͍͸

ฏ࿨ͷͨΊʹࢮ͵ӳ༤తͳੜᩴͱ΋͑ݴΔɻ͔͠͠ɼଞʹ΋ΪϦγϟɾϩʔϚ͋Δ

͍͸ϢμϠɾΩϦετڭͷ఻౷ͷதͰ͸ɼαπϧφϦΞͷੜᩴͷੑ֨Λอ࣋͠ͳ͕

ΒɼΑΓ͸͖ͬΓͱ͍ٹओͷੑ֨Λ͍࣋ͬͯΔӳ༤తͳ٘ਜ਼ͷਓ෺͕͍Δɻ

ɹϓϩϝς΢ε͸ਓؒʹՐΛ༩͑ͨͨΊʹɼθ΢εʹേͤΒΕɼ௥์͞ΕΔ͕ɼ൴

͸ӳ༤తͳੜᩴͷ͍ٹओͷҰͭͷయܕͰ͋Δɻ൴͸ਓؒΛ҉ҋ͔Β͕ͨͬٹɼ൴͕

ਓؒʹ༩͑ͨՐ͸ɼແྗͳਓؒʹྗͱ໌͔ΓΛ༩͑ɼྗͱ໌͔ΓΛॴ࣋͢Δਆʑͱ

ͷҧ͍ΛॖΊͨɻ͜ͷߦҝ͸ਆʑ͔ΒݟΕ͹ʮແࠩผԽͷࡑʯͰ͋Δɻ͜ͷਆʑʹ

ର͢Δֵ໋తߦҝ͸ɼΞμϜͷߦҝʹ͍ͯࣅΔɻΞμϜ΋ɼਆͷ໋ྩʹ൓ͯ͠ʮ஌

Λ൜ͨ͠ɻͦͷ݁ࡑ͹ΕΔݺͱࡑݪͰ͸ڭʯͷ࣮Λ৯΂ɼਆʹ͖ۙͮɼΩϦετܙ

Ռ௥์͞ΕΔɻͦͯ͠ɼਆʹର͢Δ࠷ॳͷ൓ऀٯɼαλϯͳ͍͠ϧΩϑΣϧɼ໌͔

ΓΛ࣋ͭऀɼ΋ϓϩϝς΢εͷμϒϧͱΈͳ͢͜ͱ͕Ͱ͖Δɻ28ʣ
 MusgraveͷΑ͏ͳ

ਓ෺͸ϓϩϝς΢εతͳӳ༤ͱ͑ݴɼಉ͡࡞඼ͷதͷBargee͸αλϯʹͳͧΒ͑

Δ͜ͱ͕Ͱ͖Δɻ

ɹӳ༤తͳ٘ਜ਼ͷ͍ٹओͷ΋ͬͱ΋༗໊ͳྫ͸ΠΤεɾΩϦετͰ͋Δɻ൴͸Ӭԕ

ʹਓؒͷࡑΛҾ͖ड͚Δɻϧωʔɾδϥʔϧ͕Ҿ༻͍ͯ͠ΔϤϋωͷ෱Իॻͷதͷ

Ұઅ͕ΠΤεͷੜᩴͱͯ͠ͷಛ࣭Λྑ͍ࣔͯ͘͠Δɻ

ͦ͜Ͱ࢘ࡇ௕ͨͪͱϑΝϦαΠ೿ͷਓʑ͸ߴ࠷๏ӃΛঌूͯͨͬ͠ݴɻʮ͜ͷஉ͸ଟ

͘ͷ͠Δ͠Λ͍ͯͬߦΔ͕Ͳ͏͢Ε͹Α͍͔ɻ͜ͷ··ʹ͓͚ͯ͠͹ɼօ͕൴Λ৴

͡ΔΑ͏ʹͳΔɻͦͯ͠ɼϩʔϚਓ͕དྷͯɼΘΕΘΕͷਆ఼΋ࠃຽ΋໓΅ͯ͠͠·

͏ͩΖ͏ɻʯ൴ΒͷதͷҰਓͰɼͦͷ೥ͷେ࢘ࡇͰ͋ͬͨΧΠϑΝ͕ͨͬݴɻʮ͋ͳ

ͨํ͸Կ΋෼͔͍ͬͯͳ͍ɻҰਓͷਓ͕ؒຽͷ୅ΘΓʹࢮʹɼࠃຽશମ͕໓ͼͳ͍

ͰࡁΉํ͕ɼ͋ͳ͕ͨͨʹ޷౎߹ͩͱ͸͑ߟͳ͍ͷ͔ɻʯ͜Ε͸ΧΠϑΝ͕ࣗ෼ͷߟ

͔͑Β࿩ͨ͠ͷͰ͸ͳ͍ɻͦͷ೥ͷେ࢘ࡇͰ͋ͬͨͷͰ༬ͯ͠ݴɼΠΤε͕ࠃຽͷ

ͨΊʹࢮ͵ɼͱͨͬݴͷͰ͋ΔɻࠃຽͷͨΊ͹͔ΓͰͳ͘ɼࢄΒ͞Ε͍ͯΔਆͷࢠ

ͨͪΛҰͭʹूΊΔͨΊʹ΋ࢮ͵ͱͨͬݴͷͰ͋Δɻ͜ͷ೔͔Β൴Β͸ΠΤεΛࡴ

ͦ͏ͱͨ͘ΒΜͩɻɹɹɹɹʢϤϋωɼ11ʵ̐̓ʵ̑̏ʣ

ɹδϥʔϧͷ͜ͷҾ༻ʹର͢Δղઆ͸Ξʔσϯͷ࡞඼ͷଟ͘ʹԠ༻͢Δ͜ͱ͕Ͱ͖

Δɻ
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Ce que dit Caiph est la raison même, cʟest la raison politique, la raison du bouc 

émissaire.  Limiter la violence au maximumu mais y recourir sʟil le faut ă la derni⒔re 

extrémité, pour éviter une violence plus grande . . . Caiphe incarne la politique sous sa 

forme la plus haut [. . . ]
29ʣ

ɹʮΑΓେ͖ͳ๫ྗΛආ͚ΔͨΊʯ͜Εͦ͜·͞ʹɼΞʔσϯͷ࡞඼ͷଟ͘ͷओਓ

-ΕΔཧ༝ͳͷͰ͋Δɻྑ͍ྫ͕Armstrong’s Last GoodnightͷओਓެArm͞ࡴ͕ެ

strongͰ͋Δɻ

̗ɽӳ༤ͱӳ༤తߦҝ

ɹʮӳ༤తͳੜᩴʯͱ͍͏දݱʹ͸൓ରΛএ͑Δਓ΋͋Δ͔΋͠Εͳ͍ɻ͔֬ʹɼ

ධ࿦Ոͷதʹ͸ɼΞʔσϯͷ࡞඼ͷதʹ͸ɼӳ༤͸ొ৔͠ͳ͍ͱड़΂Δਓʑ΋͋Δɻ

͜ͷ͜ͱ͕ࣔ͢Α͏ʹɼಛʹॳظͷ࡞඼ʹ͸ӳ༤͸ొ৔͠ͳ͍Α͏ʹ͑ݟΔ࡞඼͕

ଟ͍ɻྫ͑͹ɼΞʔσϯͷ࡞඼͕Կނ೉ղͳͷ͔ͱ͍͏͜ͱΛઆ໌͢ΔͨΊʹɼ

J.R.ςΠϥʔ͸࣍ͷΑ͏ʹॻ͍͍ͯΔɻ

In all Ardenʟs plays the characters we meet are first and foremost just people not 

concepts cast into a vaguely human mould, with built-in labels saying ʞgoodʟ or ʟbadʟ, 

ʞheroʟ or ʞvillainʟ to help us into the right grooves.
30ʣ

ɹςΠϥʔ͸͜͜Ͱ͸Waters of BabylonΛྫʹͯ͛ڍॻ͍͍ͯΔ͕ɼ൴ʹ ͱͬͯ͸ɼ

ʮѱਓʯ΋ʮӳ༤ʯ΋͍ͳ͍ͱ͍͏ͷͰ͋Δɻ͜ͷΑ͏ͳٞ࿦͕͋ΔҎ্ʮӳ༤ʯ

ͱ͸Կ͔ͱ͍͏͜ͱΛ͜͜Ͱنఆ͢Δඞཁ͕͋ΔɻΞʔσϯ͸ʮӳ༤ʯͱ͍͏΋ͷ

ʹಛผͷ͍ࢥೖΕ͕͋ΔΑ͏Ͱ͋Δɻͦͷ͜ͱ͸ɼ൴͕ΞΠϧϥϯυಠཱӡಈͷӳ

༤ίʔϊϦʔʹ͍ͭͯ࡞඼Λද͍ͯ͠Δ͜ͱ΍ɼThe Hero Rises Upͱ͍͏୊໊ͷ

඼ͷং࿦ͷதͰɼ൴ͳΓͷӳ༤࡞඼Λॻ͍͍ͯΔ͜ͱͳͲ͔Β΋෼͔Δ͕ɼͦͷ࡞

ʹର͢Δํ͑ߟΛड़΂͍ͯΔɻ

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 to us 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. ʢH. R.U. : 14ʣ

ɹӳ༤ͱ͸Կ͔ɻ͋Δਓ෺Λӳ༤ʹ͢Δཁૉͱ͸Կ͔ɻ༐ؾɼਖ਼௚ɼ͞ߴؾɼʠdif-

ference from the normʡ31ʣʢฏۉͱͷҧ͍ʣ౳ͳͷͰ͋Ζ͏͔ɻݹ୅ͷਆ࿩΍఻આɼ

ຽ࿩ͳͲͷதͰ͸ɼӳ༤ͱ͍͏ͷ͸ਆͰ͸ͳ͍͕ɼৗʹɼਆ֨Խ͞Εͨਓؒɼ͋Δ

͍͸Ԧɼ͋Δ͍͸ਆͷࢠຢ͸ࢠଙͰ͋Δوߴͳਓ෺Ͱɼৗʹɼ͍ٹओͰ͋ͬͨɻྫ

͑͹δʔΫϑϦʔτɼϖϧη΢εɼ੟δϣʔδͳͲ͸ɼո෺ͱઓ͍ɼਓؒͷ໋Λॿ

͚ͨɻ೔ຊʹ͓͍ͯ΋εαϊ΢ϊϛίτ΋ͦͷҰྫͱ͑ݴΔɻո෺ͱͷઓ͍͸༐ؾ

͋ΔߦҝͰ͋Δ͕ɼਓͷ໋Λ͏ٹͱ͍͏͜ͱ͕ӳ༤తߦҝͳͷͰ͋Δɻϓϩϝς΢

εͷ৔߹ɼ෺ཧతʹո෺ͱઓ͍͸͠ͳ͍͕ɼ൴͸ਓؒʹՐΛ༩͑ɼਓؒΛਆʑͷѹ

੍͔Βͨͬ͜ٹͱ͔Βӳ༤ͱ͑ݴΔͷͰ͸ͳ͍͔ɻ൴͕ਓΛͨͬٹͱ͍͏͜ͱͰ൴

͸ӳ༤ͳͷͩɻͦͷਓ෺͕ɼͲΜͳਓ෺Ͱ͋Εɼਓͷ໋Λ͏ٹͱ͍͏ߦҝΏ͑ʹͦ

ͷਓ͸ӳ༤ͱ͑ݴΔɻӳ༤ͱ͸͏ٹਓɼਓ໋ɼ͋Δ͍͸ਓ໋ͱಉ͙͡Β͍େ੾ͳ΋

ͷΛ͏ٹਓͷ͜ͱͰ͋Δͱ͑ݴΔ

ɹThe Hero Rises UpͷংจͰΞʔσϯ͸ɼ୭͕ӳ༤Ͱ͋Δ͔ͱ͍͏͜ͱ͸٬͕ܾ؍

ΊΔ΂͖Ͱ͋Δͱड़΂͍ͯΔᾕͷͰ͋Δ͕ɼ൴ͷ࡞඼શମΛ௨ͯͯ͠ݟΈΔͱɼ൴

͕ϒϨώτͱಉ͡Α͏ʹ೤ڰతͳӳ༤తߦҝʹ͸൓ରͰ͋Δ͜ͱ͕෼͔Δɻྫ͑

͹The Waters of BabylonͷதͷѪऀࠃPaul͸฼ࠃΛͨ͏ٹΊʹ೤ڰతʹઓ͍ɼMus-

grave͸फڭతͱ΋͑ݴΔ೤ڰͰฏ࿨ͷͨΊʹઓ͏ͷͰ͋Δ͕ɼ൴Β͸࠷ऴతʹɼ

൴Βͷ໨͢ࢦ೤ڰతͳӳ༤ߦҝͷ͍ͤͰࢮਓΛग़ͯ͠͠·͏ɻPaul͸ಉ๔Λ͠ࡴɼ

Musgraveʹ͍ͨͬͯ͸ɼؒ઀తͱ͸͍͑SparkyͱAttercliffeͦͯ͠൴ࣗ਎ͷࢮͷݪ

ҼΛ࡞Δ͹͔ΓͰͳ͘ɼࣗ ༝ΛٻΊΔ୸߭෉ͨͪͷղ์ӡಈ·Ͱ಴ͯͤ͠͞࠳·͏ɻ

൴Β͸Կ͔Λ͏ٹͲ͜Ζ͔ࢮΛ΋ͨΒͯ͠͠·͏ͷͰ͋Δɻ

ɹΞʔσϯͷඳ͘ӳ༤ͨͪ͸ɼ͜ͷݴ༿ͷࣔ͢ɼ఻౷తͳҙຯͰͷӳ༤Ͱ͸ͳ͍ɻ

൴Β͸Ή͠ΖΞϯςΟɾώʔϩʔͰɼଟ͘ͷऑ͞Λ࣋ͬͨݱ୅ͷӳ༤ͨͪͰ͋Δɻ

൴Β͸ྗݖ΍ແཧղʹର͠߅ɼਖ਼ٛɼҰൠਓຽɼฏ࿨ɼܳज़ɼͦͯ͠ɼͭͭ·͘͠

ͯ΋ࣗ෼Β͍͠ੜ׆Λ͢Δࣗ༝ͳͲΛकΔͨΊʹઓ͏ͱ͍͏ҙຯʹ͓͍ͯ͸ӳ༤Ͱ

͋Δͱ͑ݴΔɻ͔͠͠ɼ఻౷తͳӳ༤ʹର͠ɼ൴Βͷઓ͍͸ً͔͘͠΋ͳ͚Ε͹ɼ

উརʹ΋͍ͨΒͳ͍ɻ൴Β͸ઓ͍ͷ٘ਜ਼ऀͱͳΔ͚ͩͰ͋Δɻ͚ΕͲɼ൴Β͸ࣗΒ

Λ٘ਜ਼ʹ͠ɼੜᩴͱͳΔ͜ͱʹΑ͍ͬͯٹओͱͳΔɻগͳ͘ͱ΋ɼ൴Βͷ͕ࢮແҙ

ຯͳ΋ͷʹͯ͑ݟ΋ɼ൴Β͸ੜᩴͱ͍͏໾ׂʹ͓͍ͯடংͱฏ࿨Λ΋ͨΒ͢ɻ͔͠

͠ɼଟ͘ͷ৔߹ɼ൴Βͷࢮ͸ٯઆతͳ΋ͷͰ΋͋ΔɻͳͥͳΒ൴Β͕΋ͨΒ͢ฏ࿨
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΍டং͸ݱঢ়ҡ࣋΍͍࣌ݹ୅ʹٯ໭ΓΛ͢Δ͔ΒͰ͋Δɻ൴Βͷࢮ͸ແବࢮʹɼ͋

Δ͍͸ෆ৚ཧͳ΋ͷʹ͑ݟΔ͜ͱ͕ଟ͍ɻ͜ͷҙຯʹ͓͍ͯ΋ɼΞʔσϯͷओਓެ

ͨͪ͸ݱ୅ͷӳ༤ͷಛ௃Λඋ͍͑ͯΔͱ͑ݴΔɻ

ɹΞʔσϯͷ؟͸ৗʹऑ͍ਓʑ΍ɼࠩผΛड͚͍ͯΔਓʑʹ͚޲ΒΕ͍ͯΔɻ൴͸

൜ऀࡑ΍ಓΛ౿Έ֎ͨ͠ਓʑɼ൰کͳऑऀʹରͯ͠΋ஆ͔͍৺Λ͍ͯͤݟΔɻྫ͑

͹The Waters of Babylon ͷओਓެKrank͸͔֬ʹςΠϥʔͷ͏ݴΑ͏ʹʡtoo contra-

dictory to be really heroicʡ32ʣ
 Ͱ͋Δ͔΋͠Εͳ͍ɻ͜ͷਓ෺͸ߦಈ͸ແઅૢͰഁ྿

ஏͰɼࣗΒͷརӹ͔͠؟தʹͳ͍Α͏ͳརݾओٛऀͰ͋Δɻ͓͓Αͦʮӳ༤తʯͱ

͸͑ݴͳ͍ɻ͔͜͠͠ͷੑ࣭ͦ͜·͞ʹɼݱ୅ͷΞϯςΟɾώʔϩʔͷಛ௃Ͱ͋Δ

ͱ͑ݴΔͷͰ͸ͳ͍͔ɻΫϥϯΫ͸ݱ୅Λ୅ද͢Δਓ෺Ͱ͋Δɻ൴͸ࠓ೔ͷʮΤϰ

ϦϚϯʯͱ΋͑ݴΔɻ

ɹ͔͠͠ɼ൴͸ݱ୅ͷΞϯςΟɾώʔϩʔͰ͋Δͱಉ࣌ʹɼϐΧϩతͰ͋Δͱ΋ݴ

͑Δɻ΋ͪΖΜɼϐΧϩͷ৚݅Ͱ͋ΔཱྀΛ͢Δਓ෺Ͱ͸ͳ͍ɻ͔͠͠N. ϑϥΠʹ

ΑΕ͹ɼϐΧϩ͸൴ͷ͏ݴʮΞΠϩχʔͷܶتʯʹొ৔͢Δʮྫྷࠅͳ಄ͷྑ͍খѱ

ਓʯͰʮΞΠϩχʔͷ൵ܶʯʹొ৔͢ΔΞϥκϯʹ͋ͨΓɼ٘ਜ਼ͱͳΔ͜ͱ͕ӡ໋

෇͚ΒΕ͍ͯΔʮϑΝϧϚίεʯɼͭ·Γੜᩴͷਓ෺Ͱ͋Δɻ33ʣϑϥΠ͸ΞΠϩχʔ

Λ୯ͳΔ൵ܶͱ͸۠ผ͠ɼʮϑΝϧϚίεʯΛʮయܕతͳӡ໋ʹ຋࿔͞ΕΔ٘ਜ਼ऀʯ

Ͱ͋Δͱͯ͠ɼ࣍ͷΑ͏ʹઆ໌͢Δɻ

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 

is an inadequate reason, and raises more objections than it answers.
34ʣ

 

ɹ͜ͷઆ໌͔Β͢ΔͱɼϑϥΠͷ͏ݴʮϑΝϧϚίεʯ͸δϥʔϧͷ͏ݴੜᩴʹྨ

୅ͷੜᩴͷݱΔɻ͔͠΋ɼϑϥΠʹΑΕ͹ɼ͞ΒʹɼʮϑΝϧϚίεʯ͸͍ͯ͠ࣅ

ӳ༤Λද͍ͯ͠Δɻ൴ʹΑΕ͹ɼ͜ ͷੜᩴͷ͓͔Ε͍ͯΔঢ়گ͸ɼܶ తʹΞΠϩχο

ΫͰ͋ΔɻʮϑΝϧϚίεʯ͸༗ࡑͰ΋ͳ͚Ε͹ແࡑͰ΋ͳ͍ɻ

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.
35ʣ

ɹΞʔσϯͷ࡞඼ͷଟ͘͸ϑϥΠ͕ʮΞΠϩχʔͷܗଶʯͱݺͿܗʹଐ͢Δͱ͏ݴ

͜ͱ͕Ͱ͖Δɻʮ׬શͳੑ؍٬ͱ໌Β͔ͳಓಙతͳ൑அΛ཈͑Δ͜ͱʯͦ͜ΞΠϩ

χʔͷ࡞Ոͷख๏͔ͩΒͰ͋ΓɼΞʔσϯͷɼओਓެͷݞ΋࣋ͨͳ͚Ε͹৹൑΋Լ

͞ͳ͍ͱ͍͏ଶ౓͸ϑϥΠͷ͏ݴʮΞΠϩχʔͷ࡞ՈʯͱݺͿ࡞Ոͷख๏Ͱ͋Δɻ

ͦͯ͠ɼΞʔσϯͷ࡞඼͸ଟ͘ͷ৔߹ϑϥΠͷ͏ݴʮ൵ܶతͳΞΠϩχʔʯʹ͋ͨ

Δɻʮ൵ܶతΞΠϩχʔʯΛϑϥΠ͸࣍ͷΑ͏ʹઆ໌͢Δɻ

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.
36ʣ

 

ɹΞʔσϯͷ࡞඼͸·ͨʡdriving out the pharmakos from the point of view of soci-

ety.ʡ37ʣͱϑϥΠ͕ఆٛ͢ΔʮܶتతΞΠϩχʔʯʹଐ͢Δͱ΋͑ݴΔɻʮܶتతΞ

ΠϩχʔʯͷதͰ͸ʡmurderous violence is less an attack on a virtuous society by a 

malignant individual than a symptom of that society’s own viciousness.ʡ38ʣ͜ͷΑ͏ͳ

͜ͱ͔ΒɼΞʔσϯͷ࡞඼ʹ͸ϑϥΠͷ͏ݴɼʮ൵ܶతΞΠϩχʔʯͱʮܶتతΞ

Πϩχʔʯ͕͍ࠞͯ͠ࡏΔͱ͑ݴΔɻ

ɹ͞ΒʹɼϑϥΠ͸ʠIrony [. . . ] 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.ʡ39ʣͱड़΂͍ͯΔ͕ɼ͜Εͦ͜·͞ʹɼΞʔσ

ϯͷ࡞඼ͷதͰ͍͖ͯىΔ͜ͱͰ͋ΔɻSergeant Musgrave’s Danceͷং࿦ͷதͰɼ

Ξʔσϯ͸ʠThis is a realistic but not a naturalistic play.ʡ40ʣͱॻ͍͍ͯΔ͕ɼϨΞ

ϦζϜͱࣗવओٛΛ۠ผ͢ΔதͰɼ൴͸ࣗΒͷ໨͢ࢦͱ͜ΖΛʡI draw a clear line 

between realism and naturalism. The latter means a representation of the surface ofɹ

life, the former a presentation of the life itself.ʡ41ʣͱઆ໌͍ͯ͠Δɻ൴ʹͱͬͯ͸ɼࣗ

વओٛ͸۩ମతɼ֎؍తͰɼ෺ࣄͷද໘Λඳ͘ʹա͗ͳ͍͕ɼϨΞϦζϜ͸΋ͬͱ

ਂ͘ɼแׅతʹɼ෺ࣄͷຊ࣭Λ௥͢ٻΔɻ݁ہɼϨΞϦζϜ͸ਆ࿩ʹ·ͰͨͲΓண

͘ɻͳͥͳΒΞʔσϯʹͱͬͯͷϨΞϦζϜ͸࣮ݱΛਂ͘͠࡯ߟɼීวతͳՁ஋Λ

໨͠ࢦɼ࣌୅Λ௒͑ͨਓؒΛඳ͔͘ΒͰ͋Δɻͭ·ΓΞʔσϯͷ࡞඼͸ਆͰ͸ͳ͘

ਓؒΛඳ͖ɼݱ୅ͷ͋Δ͍͸ྺ্࢙ͷ۩ମతͳ໰୊Λѻͬͯ͸͍ͯ΋ɼਆ࿩తͳੑ
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࣭Λ͍࣋ͬͯΔͱ͑ݴΔɻ͜ͷΑ͏ͳҙຯͰ΋ɼΞʔσϯͷ࡞඼͸ݱ୅ͷਆ࿩ɼΞ

ΠϩχοΫͳਆ࿩Ͱ͋Δͱ͍͏͜ͱ͕Ͱ͖ΔɻϑϥΠ͸ɼϔϯϦʔɾδΣΠϜεʹ

͍ͭͯ࣍ͷΑ͏ʹड़΂͍ͯΔɻ

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.
42ʣ

ɹΞʔσϯͷ࡞඼Λղऍ͢Δ্Ͱ͜ͷϑϥΠͷݴ༿Λ౰ͯ͸Ίͯ͑ߟΔͱɼͦ ͯ͠ɼ

൴ͷ࡞඼͕ΞΠϩχοΫͳਆ࿩Ͱ͋Δͱݟͳ͢ͱɼ൴ͷ࡞඼͸େม෼͔Γ΍͘͢࿦

ཧతͳ΋ͷͱͳΔɻ

ɹΞʔσϯͷ࡞඼͸ɼΞΠϩχοΫͳਆ࿩Ͱ͋Γɼओਓެ͸ݱ୅ͷੜᩴͷӳ༤Ͱ

͋Δͱ͑ݴΔɻLive Like Pigsͷ৔߹͸ओਓެ͸ҰਓͰ͸ͳ͍͕ɼSawney Ұ଒͸Ϋ

ϥϯΫʹྨͨ͠ࣅΞϯςΟɾώʔϩʔͰ͋Δɻଞͷओͳ࡞඼ʹ͓͍ͯ΋ɼৗʹੜ

ᩴͷӳ༤ͱఆٛ͢Δ͜ͱͷͰ͖Δొ৔ਓ෺͕ओ໾Ͱ͋Δɻશͯͷ࡞඼Ͱ൴Β͸࠷

Λܴ͑Δ͜ͱ͕͸͡Ί͔Βӡ໋෇͚ΒΕ͍ͯΔɻࢮ೑ମత͋Δ͍͸ਫ਼ਆతͳʹޙ

ͦͯ͠ɼ͜Εͦ͜ੜᩴͷӡ໋ͳͷͰ͋ΔɻϧωʔɾδϥʔϧʹΑΕ͹ɼʠLa victime 

est condamnée d'avance, sans doute, elle ne peut se défendre, son process et toujours 

déjⒾ fait.ʡ43ʣ

ɹੜᩴʹͱͬͯͦͷӡ໋͕ෆՄආͰ͋Δͱ͍͏࣮ࣄ͸ɼΞʔσϯͷ࡞඼ͷ΋͏Ұͭ

ͷجຊతͳΠϝʔδɼϒϦϡʔήϧͷʰΧʔχϰΝϧͱஅ৯ͷઓ͍ʱͷதʹ΋දΕ

͍ͯΔɻ

ᶙɽΧʔχϰΝϧͱஅ৯ͷઓ͍

ɹΞʔσϯ͸ɼͦ ͷஶॻTo Present the PretenceͷதͰɼϑϥϯυϧͷըՈϖʔλʔɾ

ϒϦϡʔήϧʹΑΔ1559೥ͷ࡞඼͕ɼԋܶͷຊ࣭Λ͍͔ʹྑ͘ද͍ͯ͠Δ͔ͱ͍͏

͜ͱΛৄ͘͠ड़΂͍ͯΔ͕ɼ͜ͷֆΛऩଂɼల͍ࣔͯ͠Δ΢Οʔϯཱࠃඒज़ؗͷ࡞

඼Ҋ಺ʹ͋Δઆ໌Λઌͣ͜͜ʹҾ༻͢Δɻ
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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.
44ʣ

 

ɹΞʔσϯࣗ਎΋͍ͯͬݴΔΑ͏ʹɼ͜ͷֆ͸൴ͷ࡞඼ͷࠜఈʹ͋Δ൴ͷԋܶʹର

͢Δ͑ߟΛྑ͘ද͍ͯ͠Δͷ͕ͩɼ͜ͷ࡞඼Ҋ಺ͷඳࣸ͸ͦͷ··Ξʔσϯͷ࡞඼

ͷઆ໌ʹ΋Ԡ༻͢Δ͜ͱ͕Ͱ͖ΔɻΞʔσϯ͕͜ͷֆͷࠜఈʹ͋Δ൴ͳΓͷԋܶʹ

ؔ͢Δ͑ߟΛઆ໌͍ͯ͠ΔஶॻTo Present the Pretence͸ɼ1977೥ɼ൴͕ͦͷ੓࣏త

ଶ౓΍ࢻਓͱͯ͠ͷଶ౓Λม͑ͨޙʹൃද͞Ε͍ͯΔͷ͕ͩɼൃද͞Ε͍ͯΔ͑ߟ

͸ɼ൴͕ॳΊ͔Β൴ͷ࡞඼ͷதͰ໨͍ͨͯ͠ࢦ໨తΛྑ͍ࣔͯ͘͠Δɻ

THE FIGHT BETWEEN CARNIVAL AND LENT Pieter Bruegel the Elder
ʢ1525/30-1569 Brusselsʣ

1559
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ɹېཉͱ์ᆑΛରরతʹࣔ͢͜ͷֆ͸༷ʑͳܶత৔໘΍ܶதܶΛඳ͖ɼͦͷத৺

Ͱɼஅ৯ͱΧʔχϰΝϧͷઓ͍͕ԋ͡ΒΕ͍ͯΔɻஅ৯ΛٖਓԽͨ͠΍ͤঁͨͬࡉ

ͱଠͬͪΐͷେஉͷΧʔχϰΝϧ͕ͦΕͧΕ஥ؒʹԠԉ͞Εͯઓ͍ͬͯΔɻ͜ͷઓ

͍͸ɼ͜ͷֆͷத৺తςʔϚͰ͋Γɼਓؒͷੜ͖ԆͼΔͨΊͷઓ͍Λද͍ͯ͠Δͷ

͕ͩɼ͜Εͦ͜Ξʔσϯͷԋܶͷૅجʹ͋ΔςʔϚͰ͋Δɻ

ɹF. M. ίʔϯϑΥʔυʹΑΕ͹ɼ༷ʑͳϦνϡΞϧ͸ɼʡdeath 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 springʡͳͲɼৗʹੜ໋ͱࢮͷઓ͍Λ৅௃͠ɼʮࢮ

ͷ௥์ͱੜ໋ͷಋೖʢʡexpulsion of death and induction of lifeʡʣʯʹ͔͔Θ͍ͬͯ

Δ45ʣͱ͍ͯ͠Δ͕ɼϦνϡΞϧ͸ࢮͷޙͷ࠶ੜɼͭ·Γ໋ͷ॥؀Λอূ͢Δɻ͜Ε

ͦ͜Ξʔσϯʹͱͬͯͷ།ҰͷࢻతςʔϚͳͷͰ͋Δɻ

ɹઓ͍͸ϦνϡΞϧʹͱͬͯඇৗʹॏཁͳཁૉͰ͋ΓɼԋܶͷݯىͰ͋ΔϦνϡΞ

ϧͷཁૉΛະ͍ͩͯ͠࢒ΔͱݟΒΕΔ༷ʑͳԋܶͷதʹ΋ݟΔ͜ͱ͕Ͱ͖Δɻྫ͑

͹ɼӳࠃͷϚϚʔζɾϓϨΠ͕ͦͷྑ͍ྫͰ͋ΔɻϚϚʵζɾϓϨΠ͸๛য়ͷϦνϡ

Ξϧͱຖ೥౔஍͕࠶ੜ͞ΕΔ͜ͱΛॕ͏ّ͕ࣜࠜݯʹ͋Δͱ͑ߟΒΕ͍ͯΔຽऺԋ

ܶͰ͋Δ͕ɼৗʹɼͦͷத৺ʹઓ͍͕͋Δɻݹ୅ΪϦγϟͷܶت΋͍ݹϦνϡΞϧ

͔Β௚઀೿ੜͨ͠ͱ͑ߟΒΕΔ͕ɼͦͷதʹ΋ৗʹઓ͍ɼͳ͍͠ɼΞΰϯ͕ݟΒΕ

Δɻಉ༷ʹɼΪϦγϟ൵ܶͷதͰ΋ɼΞΰϯ͸ॏཁͳཁૉΛͳ͢ɻΞΰϯ͸ɼ΋ͱ

΋ͱϦνϡΞϧͷதͷઓ͍Ͱ͋ͬͨɻ͜ͷ͜ͱ͸F. ϑΝʔΨιϯ͕෼͔Γ΍͘͢ॻ

͍͍ͯΔɻ

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 ʠpurposeʡ 

moment of the tragic rhythm.
46ʣ

ɹ΋ͪΖΜɼઓ͍ͷ৔໘͕͋Δ͔Βͱ͍ͬͯɼ͋Δ࡞඼͕ͦΕ͚ͩͰϦνϡΞϧͩ

ͱ͸ඞͣ͠΋͑ݴͳ͍ɻܶͱ͍͏΋ͷ͸ਓؒͷ׉౻Λද͢΋ͷͰ͋Δ͔Βɼࣗͣͱ

ઓؚ͍͕·ΕΔ΋ͷͰ͋Δɻ͜ͷ͜ͱ͸Ξʔσϯࣗ਎΋ड़΂͍ͯΔɻ

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.
47ʣ

ɹυϥϚ͕͋Δͷ͸׉౻͕͋Δ͔ΒͰ͋Δɻٔۂ͸ਓؒͷ׉౻Λඳ͘΋ͷͰ͋Δɻ

ͦͯ͠ɼܶ࡞Ո͸͜ͷ׉౻Λొ৔ਓ෺ͨͪͷؒͷઓ͍ͱͯ͠ඳ͘ɻ͔͠͠ɼΞʔσ

ϯͷ৔߹ɼ൴͸͜ͷઓ͍Λّࣜతઓ͍ͱͯ͠૑Γग़͍ͯ͠Δɻ͜ͷ͜ͱ͸ɼ൴͕ϒ

ϦϡʔήϧͷֆΛ൴ͷԋܶͷࠜຊత͑ߟͰ͋Δͱड़΂͍ͯΔ͜ͱ͔Β΋͑ݴΔͷͰ

͋Δ͕ɼ͞ΒʹΞʔσϯ͸ɼʮ఻౷తʹӳ༤తͳಛ࣭ʯΛ࣋ͭ࡞඼͸࡞Ոʹͱͬͯ

͸ܕݪΛͳ͢ΞΰϯΛؚΜͰ͍Δͱ͏ݴɻ൴͸ɼ͜ͷΞΰϯΛ൴͕͏ݴͱ͜Ζͷ

ʠemblematic battlesʡͱൺ΂ɼ࣍ͷఢରؔ܎Λྫͱ͍ͯͯ͛͠ڍΔɻʠCarnival v. 

Lent, Sacred v. Profane Love, Idleness v. Industry et ceteraʡͦͯ͠ɼͦΕΒ͸൴͕ 

ʡwar between Evil and Good or Darkness and Light, Winter and Summerʡ48ʣͱ໊͚ͮ

Δઓ͍ʹରͯ͠ैଐؔ܎ʹ͋Δͱ͏ݴɻ͜ΕΒͷઓ͍͸ɼTh. Ϊϟελʔ͕ඳࣸ͢

Δّࣜతઓ͍ͱ౳͘͠ɼͦͷதͰ΋࠷΋Ұൠతͳͷ͕ɼੜͱ͓ࢮΑͼՆͱౙͷઓ͍

Ͱ͋ΔɻऴΘΓ͘ߦ೥ͱ৽೥ͷઓ͍͸࠶ੜͷّࣜͷதͰ΋࠷΋ॏཁͳ΋ͷͰ͋Δ49ʣ

͕ɼΞʔσϯͷ࡞඼ͷࠜఈʹ͸ৗʹ͜ͷςʔϚ͕͋Γɼ൴͕͜ͷςʔϚΛத৺ʹ͢

͍͑ͯΔͱ͍͏࣮ࣄ͸·͞ʹɼ൴ͷ࡞඼͕ਆ࿩తͰ͋ΓɼϦνϡΞϧతͰ͋Δ͜ͱ

ͷূڌͰ͋Δɻ

ɹΧʔχϰΝϧͱஅ৯ͷઓ͍͸ඞવతʹΧʔχϰΝϧͷࢮʹΑͬͯऴΘΔɻϧωʔɾ

δϥʔϧ͕͏ݴΑ͏ʹɼ٘ਜ਼ऀ͸ॳΊ͔Βܾ·͍ͬͯΔͷͰ͋ΔɻΞʔσϯ͸͜ͷ

Λ࣍ͷΑ͏ʹड़΂͍ͯΔɻ࣮ࣄ

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

carnal life continuing despite the imminence of death.
50ʣ

ɹ͜ͷΧʔχϰΝϧ͸απϧφϦΞͷԦʹ͍ͯࣅΔɻΞʔσϯ͕͏ݴΑ͏ʹɼΧʔ

χϰΝϧ͸ͦͷʮऴΘΔ͜ͱ͕ܾ·͍ͬͯΔ൴ͷࢧ഑ΛԿͱ͔Ҿ͖৳͹͢ʯ51ʣ౒ྗ

Λ͢Δɻ͔͠͠ɼࡇΓͷऴΘΓʹ͸ɼஅ৯ʹഊ๺͠ɼڈΒͳ͚Ε͹ͳΒͳ͍ɻαπ

ϧφϦΞͷԦ΋ಉ͡Α͏ʹޙ࠷ͷഊ๺͕ܾ·͍ͬͯΔɻϑϨΠβʔ͸απϧφϦΞ

ͷԦ΋ΧʔχϰΝϧͷԦ΋ಉ͡Ͱ͋Δͱ͠ɼ࣍ͷΑ͏ʹड़΂Δɻ

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.
52ʣ

ɹͦͯ͠ɼ΋͜͠ͷΧʔχϰΝϧͷ͕࢟ؒҧ͍ͬͯͳ͚Ε͹ɼ͜ͷάϩςεΫͳਓ

෺͸απϧφϦΞͷ͍ݹԦͷऀܧޙҎ֎ͷԿऀͰ΋ͳ͍ͱ͍ͯ͠Δɻ

ɹੈքதʹ͸απϧφϦΞͷԦ΍ΧʔχϰΝϧʹྑͨ͘ࣅੜᩴͷ٘ਜ਼ͷྫ͕਺ଟ͘

͋ΔɻϑϨΠβʔ͸ɼ͜ͷΑ͏ʹ٘ਜ਼ʹ͞Εͨਓؒ͸ɼ͍ͣΕʹͯ͠΋ɼҰ೥ͷऴ

ΘΓɼ͋Δ͍͸γʔζϯͷऴΘΓʹɼ࣍ͷ৽͍͠೥͋Δ͍͸γʔζϯΛܴ͑ೖΕΔ

ͨΊʹ͞ࡴΕͨੜᩴͷّ͔ࣜΒ೿ੜ͍ͯ͠Δͱ͑ߟɼ࣍ͷΑ͏ʹड़΂͍ͯΔɻ

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.
53ʣ

ɹΧʔχϰΝϧʹ΋απϧφϦΞʹ΋Ξʔσϯ͕ԋܶʹ͸ෆՄܽͱ͑ߟΔσΟΦ

χϡιεతཁૉɼʡdrunkenness, lasciviousness, fertilityʡ͕͋Δɻ͔͠͠ɼ͜ͷΑ͏

ͳແடং͸ଓ͘Θ͚ʹ͸͔ͣߦɼ΋͠ɼࣾձͳ͍͠ڞಉମ͕ଘ͠ࡏଓ͚Α͏ͱ͢Δ

ͳΒɼͦͷޙʹ͸டং͕དྷͳ͚Ε͹ͳΒͳ͍ɻੜᩴͷّࣜ͸ɼࣾձʹடংΛ΋ͨΒ

͢ͷͰ͋Δɻ

ɹҰํɼΧʔχϰΝϧΛഉআ͠ɼடংΛ΋ͨΒ͢அ৯͸σΟΦχϡιεతཁૉ͋Δ

͍͸ྗʹର͢߅ΔΞϙϩϯతཁૉͱ͑ݴΔɻΞϙϩϯతཁૉ͸໌᏷Ͱɼཧੑతɼ஌

తͰ͘ߴࢉܭɼடংΛٻΊΔྗͰ͋ΔɻΧʔχϰΝϧͱஅ৯ͷઓ͍͸σΟΦχϡι

εతཁૉͱΞϙϩϯతཁૉͷͿ͔ͭΓ߹͍ͱݟͳ͢͜ͱ͕Ͱ͖Δɻ͜ͷೋͭͷྗɼ

டংΛҡ࣋͠Α͏ͱ͢ΔΞϙϩϯతྗͱɼࣗݾΛղ์͠Α͏ͱ͢ΔσΟΦχϡιε

తྗͷରཱ͸ɼਓੜΛࣾձతடংͱͦͷࣾձͷకΊ෇͚͔ΒࣗݾΛղ์͠Α͏ͱ͢

Δݸਓͱͷରཱͱݟͳ͢Ξʔσϯͷ͑ߟΛද͍ͯ͠Δͱ͑ݴΔɻ൴ͷ࡞඼ͷதͷઓ

͍͸ৗʹ͜ͷΑ͏ͳΞϙϩϯతਓ෺ͱσΟΦχϡιεతਓ෺ͷରཱͱͯ͠ඳ͔Ε

Δɻ

ɹΞʔσϯͷ࡞඼ͷσΟΦχϡιεతੑ֨͸൴ࣗ਎ʹΑͬͯ΋ɼ·ͨଟ͘ͷධ࿦

ՈʹΑͬͯ΋ࢦఠ͞Ε͍ͯΔ͜ͱͰ͋Δ͕ɼ࣮͸ɼΞʔσϯࣗ਎͕ɼʠDionysus 

alone is exciting but ephemeralʡ54ʣͱड़΂ͯΞϙϩϯతཁૉͷඞཁੑΛࢦఠ͍ͯ͠Δ

͜ͱΛ๨Εͯ͸ͳΒͳ͍ɻ൴͕͜͜ͰݴΘΜͱ͍ͯ͠Δ͜ͱ͸ɼThemisͷஶऀJ. ϋ

Ϧιϯ͕ͦͷং࿦Ͱɼ࡞ࢻͷͱ͖ɼσΟΦχϡιεతཁૉΛڧௐ͗͢͠Δͷ͸Α͘
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ͳ͍ͱ͍ͯͬݴΔ͜ͱʹ΋௨͡Δɻ

I ought never to have forgotten that humanity needs not only the intoxication of 

Dionysos the daimon, but also and perhaps even more, that ʞappeasement in formʟ 

which is Apollo the Olympian.
55ʣ

ɹඇৗͳΠϯςϦͰ͋Γ஌ࣝਓͰ͋ΔΞʔσϯ͕ɼͲΕఔσΟΦχϡιεతͳཁૉ

ͷॏཁੑΛڧௐ͠Α͏ͱ΋ɼ൴ͷ࡞඼ͷதͰ͸ৗʹΞϙϩϯతཁૉΛ͍ͯ͠࢖ۦΔ

ͷ͸࣮ࣄͰ͋Δɻ࡞඼͸͜ͷೋͭͷཁૉͷόϥϯεͷ্ʹ੒ཱ͢ΔͷͰ͋Δɻ൴͕ 

I. ϖοΫͱͷରஊͷதͰʡReally successful plays come out of a fusion of the imagina-

tion and the intellect.ʡ56ʣͱड़΂Δ࣌ɼ൴͕͜ͷೋͭͷཁૉͷཱ྆ͷॏཁੑΛ͸͖ͬ

Γҙ͍ࣝͯ͠Δ͜ͱ͸໌നͰ͋ΔɻΞʔσϯͷ࡞඼ͷதͰ͸ৗʹ͜ͷೋͭͷྗͷର

ଘͯ͠ॳڞ඼͕͜ͷೋͭͷྗ͕࡞඼͸ɼܳज़࡞ΒΕΔ͕ɼଞํͰ·ͨɼ൴ͷݟཱ͕

Ίͯ੒ཱ͢Δ͜ͱΛ͍ࣔͯ͠ΔɻΞʔσϯ͸͸͖ͬΓͯ͠ٴݴ͸͍ͳ͍͕ɼχʔ

νΣ͕h ൵ܶͷ஀ੜ ͷɦதͰల։͢Δཧ࿦Λ࣮ફ͍ͯ͠Δͱͯͬݴ΋ࠩ͑͠ࢧͳ͍ɻ

ͱ΋ʹଠཅྐྵͷҰ೥ͷਆͰ͋ΔσΟΦχϡιεͱΞϙϩϯ͸ͱ΋ʹॏཁͰ͋Δɻ

Ξϙϩϯ͸ෆࢮ਎ͷ෦෼ɼσΟΦχϡιε͸ʠ the changing part of the unchanging 

Apolloʡ57ʣͰ͋ΔɻσΟΦχϡιε͸͋ΔҙຯͰΞϙϩϯͷμϒϧͰ͋Γɼ྆ऀͱ΋

ਓͰ͋Δ͜ͱ΋͜͜ͰԱ͓͑ͯ͘΂͖͜ͱͰ͋Ζ͏ɻࢻʹ

ɹΞʔσϯ͸͠͹͠͹ʡcurvilinearʡͱʡrectilinearʡͱ͍͏ݴ༿Λͯͬ࢖൴ͷ࡞඼

ͷதͷೋͭͷ੎ྗʹ͍ͭͯઆ໌͢ΔɻલऀΛσΟΦχϡιεతɼऀޙΛΞϙϩϯత

ͱஔ͖͑׵Δ͜ͱ΋Ͱ͖Δͷ͕ͩɼΞʔσϯʹΑΕ͹ɼʡrectilinearʡͳྗ͸உੑత

ͰࠨӈରশͷྗͰɼશͯ ʮ͕ద੾ʹɼਖ਼͘͠ʯ58ʣߦΘΕΔ͜ͱΛཁ͢ٻΔ৵ུऀͨͪɼ

ϩʔϚਓɼͷྗͰɼͦΕʹର͢߅Δͷ͕ʡcurvilinearʡͳྗɼঁੑతͰඇରশͳέ

ϧτਓͷྗͰ͋Δɻ

ɹ͜ͷೋͭͷදݱ͸R. άϨΠϰε͕͏࢖ʡmatrilinearʡͱʡpatrilinearʡ59ʣΛ͜ى͍ࢥ

ͤ͞ΔɻάϨΠϰεʹΑΔͱɼຊདྷɼ஍தւ஍ํͱ๺Ϥʔϩού஍ํ͸ɼ൴͕ʡthe 

language of true poetryʡͱݺͿɼࢻతਆ࿩తݴ༿Ͱຽऺͷफڭతّࣜʹؔ࿈͢Δ

ຐ๏ͷݴ༿Λ࿩͢ਓʑͷ฼ࣾܥձͰ͋ͬͨɻ൴ʹΑΕ͹ɼ͜ͷݴ༿͸தԝΞδΞ͔

Β΍ͬͯདྷͨ৵ུऀʹΑͬͯ࿪ΊΒΕɼਆ࿩͸ม଄͞ΕͨɻͦͷޙΪϦγϟͷ఩ֶ

ऀͨͪ͸ɼ൴Βͷ৽͍͠ʮफڭʯͰ͋ͬͨ࿦ཧΛ͔͢ڴຐ๏ͷࢻʹఢରͨ͠ɻ͜Ε

Βͷ఩ֶऀͷӨڹͷԼɼ൴ΒͷकޢਆΞϙϩϯΛ͑ࢌΔͨΊʹࠓ೔ݹయʢclassicʣͱ
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ʹऴతʹੈք࠷༿͕ݴΓ্͛ΒΕͨɻͦͯ͠ɼ͜ͷ࡞༿͕ݴͷࢻ͹ΕΔ߹ཧతͳݺ

ԡ͠෇͚ΒΕͨͷͰ͋Δɻ60ʣΞʔσϯ͕άϨΠϰεʹ͍ͭͯʡall his worksʕ particu-

larly The White Goddess ʕhas always been of immense importance to me ever since I 

first read I Claudius when I was a school boyʡͱड़΂͍ͯΔ͜ͱ͔Βͯͬݴ΋ɼ൴

͕άϨΠϰεͷӨڹΛ͘ڧड͚͍ͯΔͷ͸໌Β͔Ͱ͋Δɻ61ʣ

ɹΞʔσϯͱάϨΠϰε͸ʮஉੑతʯͳ֓೦͸ϛϡʔζʹఢର͢Δͱ͍ͯ͑ߟΔɻ

Ξʔσϯ͸உੑతͳ཈ѹతͳྗΛʡaggressive strength, the domination of the will, 

the arrogant rational assertivenss of scientific rectitude, straight lines, as it were, in 

contrast to curvedʡ62ʣͱઆ໌͍ͯ͠Δ͕ɼ൴ʹͱͬͯ͸͜ͷ௚ઢతͳྗ͸ࠜຊతʹ

Λ཈͚͑ͭΑ޲ͱͦͷੑ޲తੑࢻ൓͢Δɻ͕ͨͬͯ͠ɼ͜ͷೋͭͷྗͷରཱ͸ʹࢻ

͏ͱ͢Δྗͱͷઓ͍Ͱ͋Δͱ͑ݴΔɻͦ ͯ͠Ξʔσϯʹͱͬͯɼࢻͷ໨త͸ʮϛϡʔ

ζΛশ͢ࢍΔ͜ͱʯͰ͋Γɼ͜ͷϛϡʔζ͸ɼࠓ೔ͷੈքͰ͸஀ੜͱ๛য়ͱੑతೳ

ྗͱղऍͰ͖Δɻಉ࣌ʹ·ͨɼੜ໋ͷঁੑత๛͔͞Ͱ͋Δɻ͔͠͠ҰํͰຢɼ͕ࢮ

΋ͨΒܽ͢མɼ͔͠͠࠶ੜΛՄೳʹ͠ऒ͖ܽ͢͜ىམΛҙຯ͢Δɻܽམ͕͋Δ͔Β

ಈྗͳͷͰ͋ݪੜͷ॥؀ͷ࠶ͱࢮੜ΋͋ΔͷͰ͋Δɻͭ·Γ͜ͷϛϡʔζ͸࠶ͦ͜

Δɻ

ɹThe White GoddessͷதͰɼάϨΠϰε͸ਅͷࢻͷςʔϚ͸ੜ໋ͱࢮͱ࠶ੜͷਆ

࿩ɼͭ·Γʡbirth, life, death and resurrection of the god of the Waxing yearʡͰ͋Δ

ͱड़΂͍ͯΔ͕ɼ࠶ੜͷਆ࿩ͷத৺෦෼͸ʡGod of the Waxing yearʡͷʡGod of the 

Waning yearʡͱͷઓ͍ʹԙ͚Δഊ๺Ͱ͋Δɻ63ʣ
 Waxing yearͱ͸ຬͪͯΏ͘೥ɼͭ

·Γౙ͔ࢸΒՆࢸ·Ͱͷຖ೔ɼ೔͕௕͘ͳΔҰ೥ͷ൒෼ͰɼWaning yearͱ͸൓ର

ʹਰୀͯ͠Ώ͘೥ɼՆ͔ࢸΒౙࢸ·Ͱͷຖ೔ɼ೔͕୹͘ͳΔҰ೥ͷ൒෼ͰɼWax-

ing yearͷਆ͸͍͘Βੜ͖ԆͼΑ͏ͱؤுͬͯ΋ɼ΍͕ͯ͸΍ͬͯདྷΔWaning year

ͷਆʹࣗΒͷ৔ΛৡΒͳ͚Ε͹ͳΒͳ͘ͳΔɻ͜ͷWaxing yearͱWaning yearͦ

ΕͧΕͷਆͷઓ͍͸ɼΧʔχϰΝϧͱஅ৯ͷઓ͍ʹ౳͍͠ɻάϨΠϰε͕Waxing 

yearͷਆΛࢻਓͱಉҰ͍ͯ͠ࢹΔ͜ͱ͔Β΋ɼ͜ͷൺֱ͸తΛࣹ͍ͯΔͱ͑ݴΔɻ

Ξʔσϯ͕ɼσΟΦχϡιεతͳൃ׆ͳྗͱ૝૾ྗͦ͜ࢻਓʹͱͬͯॏཁͰ͋Δͱ

ਓͷ෼਎ࢻΓฦ͠ड़΂͍ͯΔ͜ͱ͔Β΋ɼΞʔσϯʹͱͬͯΧʔχϰΝϧͦ͜܁

Ͱ͋Δͱ͑ݴɼͦͷҙຯ͔Β΋ɼGod of the Waxing year͸ΧʔχϰΝϧͱಉ͡Ͱ

͋Δͱݟͳ͢͜ͱ͕Ͱ͖ΔͷͰ͋Δɻͭ·ΓɼGod of the Waxing year ͱGod of the 

Waning yearͷઓ͍ͰɼGod of the Waxing year͕ඞͣ΍ͬͯདྷΔGod of the Waning 

yearʹഊ๺͢Δͷͱಉ͡Α͏ʹɼΧʔχϰΝϧ΋ɼඞͣ΍ͬͯདྷΔஅ৯ʹഊ๺͢Δ

ʕ �� ʕ

ॣՏ୆େֶ࿦૓ɹୈ35߸ʢ2008ʣ



ͷͰ͋Δɻͭ·Γ͜ͷઓ͍͸ɼࢻਓͷɼੜ͖ੜ͖ͱͨࣗ͠༝ຉ์ͳ૝૾ྗͱɼͦͷ

ຉ์͞Λԡ͚͑ͭ͞Α͏ͱ͢ΔྗͱͷରཱͰ͋Γɼ্ʹड़΂ͨσΟΦχϡιεతͳ

ྗͱΞϙϩϯతͳྗͱͷରཱͱಉ͡ͱ΋ݟͳ͢͜ͱ͕Ͱ͖ΔɻΧʔχϰΝϧ͸ɼ݁

ऴతͳഊ๺Ͱ͸ͳ͍ɻͳͥͳΒ΍͕ͯ࠷͸அ৯ʹෛ͚ΔͷͰ͋Δ͕ɼ͜ͷഊ๺͸ہ

ੜ͢Δ͔ΒͰ͋Δɻͦͯ͠·ͨ࣍ͷઓ͍͕͋ΔͷͰ͋Δ͕ɼ࠶དྷΕ͹ɼ͕ظ࣌ͨ·

Ξʔσϯʹͱͬͯ͸ɼ͜ ͷΑ͏ͳೋͭͷ੎ྗͷͿ͔ͭΓ߹͍ͷத͔Β࡞඼͕ੜ·Εɼ

ੜ·ΕΔͷͰ͋Δɻ͕ࢻ

ɹΞʔσϯͷ࡞඼ͷதͰ͸ৗʹɼ͜ͷΧʔχϰΝϧͱஅ৯ɼͳ͍͠God of the Wax-

ing yearରGod of the Waning year, ͋Δ͍͸σΟΦχϡιεରΞϙϩϯͷઓ͍ʹͳ

ͧΒ͑Δ͜ͱͷͰ͖Δɼ͕ྗ׆ᕺΓࣗ༝Ͱຉ์ͳਓ෺ɼ͋Δ͍͸ਓʑͱɼͦͷྗΛ

ԡ͚͑ͭ͞ɼடংΛ΋ͨΒͦ͏ͱ͢Δਓ෺͋Δ͍͸ྗͱͷରཱͱݟ͕౻׉ΒΕΔɻ

൴ͷ࡞඼͸൴ͷԋܶཧ࿦ͷମݱͰ΋͋ΔͷͰ͋Δɻ

஫

̍ʣྫ͑͹ධ࿦ՈͷέωεɾλΠφϯʢKenneth Tynanʣ΍ɼϋϩϧυɾϗϒιϯʢHarold 

Hobsonʣ౳ɼҰൠͷδϟʔφϦζϜͷ൷ධՈͷதʹ͸൴Λࠅධͨ͠ऀ΋͋Γɼܶ৔ͷೖ

Γ΋ѱ͘ɼߦڵతʹ͸ෆਓؾͰ͋ͬͨɻʢͨͩ͠Hobson͸ޙʹ൴ͷൃݴΛमਖ਼ͨ͠ɻʣ

̎ ʣJohn Arden, Sergeant Musgrave’s Dance: An Unhistorical Parable, London, Methuen, 

1961. খాౢ༤ࢤ༁ɼňϚεάϨʔϰ܉૤ͷགྷΓŉɼh ೔ͷӳถԋܶʱ̏ɼനਫࣾɼ1968ɻࠓ

̏ʣArden, Armstrong’s Last Goodnight, London, Methuen,1965.

ɹখాౢ༤ࢤ༁ɼňΞʔϜετϩϯάͷޙ࠷ͷ͓΍͢Έŉɽݱ୅ੈքԋܶ̕ɼനਫࣾɼ1971ɻ

̐ʣ͜Εʹର͠ɼڵຯਂ͍͜ͱʹɼϑϥϯεͰ͸ɼݱ୅ӳจֶΛֶͼɼ͢ڀݚΔਓʑͷ

ؒͰ͸ࠓͰ΋20ੈ࠷لେͷӳࠃԋܶ࡞ՈͷҰਓͱͯ͠ೝΊΒΕɼ͘ߴධՁ͞Ε͍ͯΔɻ

̑ʣCristopher Innes, Holy Theatre: Ritual and the Avant Garde, Cambridge, Cambridge 

University Press, 1981, 4.

̒ʣTheodore H. Gaster, Thespis: Ritual, Myth and drama in the Ancient Near East, New 

York, Harper & Row Publishers, 1961, 23.

̓ʣArden ʠBuilding the Play: an Interviewʡ, Encore, July-Aug. 1961, 41.

̔ʣArden, To Present the Pretence: Essays on the Theatre and its Public, London, Eyre 

Methuen, 1977, 11.

̕ʣ͜ͷ͜ͱʹؔ࿈ͯ͠ɼΪϧόʔτɾϚϨʔ͕ड़΂͍ͯΔ͜ͱ΋͜͜Ͱࢀর͢΂͖Ͱ͋

Ζ͏ɿWhen we look back to the beginnings of European literature, we find everywhere 
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drama, and always drama derived from a religious ritual designed to ensure the rebirth of 

the dead world. ʢG. Murray, Preface, T. Gaster Thespis, 9ʣ 

10ʣʠBuilding the Playʡ, 41.

11ʣArden, ʠVital Theatreʡ, Encore 20 ʢMay-June 1959ʣ, 43.

12ʣJohn Russel TaylorɼPreface, John Arden Three Plays, Penguin Books, Hammondsworth, 

1967, 7.

13ʣArden, ʠThe Chhau Dancers of Puruliaʡ, Drama Review, No. 50 ʢSpring 1971ʣ, 68. ͜ͷ

Ε͍ͯΔɻ͞ࡌܝ͸To Present the Pretenceɹ139-158ϖʔδʹ΋ࣄه

14ʣArden, Plays, One, London, Methuen, 1977ɼ113.

15ʣΞʔσϯ͕͜͜Ͱݴ ʠ͏catholicʡ͸ɼΩετڭͷҰ೿ͷΧτϦοΫΛ͢ࢦͷͰ͸ͳ͘ɼ

͜ͷݴ༿ͷຊདྷͷҙຯͰ͍ͯͬ࢖Δɻͭ·Γʡීวతʠͱ͍͏ҙຯͰ͋Δɻ

16ʣTo Present the Pretence, 104.

17ʣArden, ʠBuilding the Playʡ, 41.

18ʣArden, ʠOn Comedy: John Arden Talks to Albert Hunt about The Workhouse Donkey”, 

Encore, 12, v. ʢ1965ʣ, 13-14

19ʣJ. G. Frazer, The Golden Bough: a Study in Magic and Religion abridged edition London, 

Macmillan Press, 1957, 763-768. ϑϨΠβʔ͸756ϖʔδͰ͸ݹ୅ϩʔϚͷ৽೥͸݄̏̍

೔ʹ࢝·Δͱॻ͍͍ͯΔ͕ɼ763ϖʔδͰ͸απϧφϦΞͷߦΘΕͨ12݄ΛҰ೥ͷޙ࠷

ͷ݄ͱ͍ͯ͠Δɻ

20ʣPhilip Clayton, Dissertation Abstracts International, 34: 5162A ʢCincinnati, 1974ʣ.

21ʣFrazer, 747-754ɽ

22ʣRene Girard, Le Bouc Emissaire, Paris, Edition Grasset & Fasquelle, 1982, 28-33.

23ʣIbid., 28.

24ʣIbid., 33.

25ʣIbid, 24.

26ʣIbid, 66.

27ʣIbid., 39. 

28ʣϓϩϝς΢εͱαλϯͷֵ໋Ոͷ୅දͱͯ͠ͷൺֱ͸ϩϚϯ೿ͷࢻਓ͕ͨͪಛʹ޷

Μͩɻྫ͑͹P.B. γΣϦʔ͸ɼPrometheus UnboundͷংจͰɼϓϩϝς΢εʹ͍ͭͯ࣍

ͷΑ͏ʹड़΂͍ͯΔɻʠThe only imaginary being resembling in any degree Prometheus 

is Satan.ʡ

29ʣGirard, Bouc Emissaire, 168.

ʕ �0 ʕ

ॣՏ୆େֶ࿦૓ɹୈ35߸ʢ2008ʣ



30ʣJohn Russel Taylor, Anger and After: a Guide to the New British Drama. London, 

Methuen, 1983, 85. 

31ʣϩόʔτɾίϦΨϯ͸ஶॻTheatre in Search of a Fix ʢN. Y. Delacorte, 1973ɼ̓ʣͷத

ͷӳ༤ʹؔ͢Δ࿦ड़Ͱɼʠdifference from the normʡͱ͍͏΋ͷΛج४ͷҰͭͰ͋Δͱ

ड़΂͍ͯΔɻ

32ʣTaylorɼAnger and Afterɼ87ɽ

33ʣNorthrop Frye,  Anatomy of Criticism: Four Essays, Princeton, New Jersey,ɹPrinceton 

University Press, 1957, 40-45.

34ʣIbid, 41.

35ʣIbid.

36ʣIbid. 40.

37ʣIbid., 45.

38ʣIbid., 48.

39ʣIbid., 42.

40ʣJohn Arden, Serjeant Musgrave’s Dance: An Unhistorical Parable, London, Methuen,  

1960ɼ 5.

41ʣArden, ʠJohn Ardenʡ, in Charles Marowitz and Simon Trussler eds., Theatre at Work, 

London, Eyre Methuen, 1976, 51.

42ʣFry, Anatomy, 42-43.

43ʣGirard, Bouc Emissaire, 56.

44ʣKunst Historisches Museum Wien, Kunst Historishces Museum, Vienna: Guide to the 

Collections, Wien, Verlag Christian Brandstaetter, 1989, 318.

45ʣF.M. Cornford, Origin of Attic Comedy, London, Edward Arnold, 1914, 53.

46ʣFrancis Fergusson, The Idea of a Theatre: A Study of Ten Plays. The Art of Drama in 

Changing Perspective, Princeton, New JerseyɼPrinceton University Press, 1968, 32.

47ʣArden To Present the Pretence, 95.

48ʣIbid., 95

49ʣGaster, 37.

50ʣArden To Present the Pretence, 14.

51ʣIbid. ʢʡto prolong his doomed reignʡʣ

52ʣFrazer, 768.

53ʣIbid.

ʕ �� ʕ

δϣϯɾΞʔσϯͷԋܶཧ࿦ɹᶗ



54ʣArden, ʠWhoʟs for a Revolution? Two Interviews with John Ardenʡ, Tulane Drama 

Reviewɼ 34 ʢwinter 1966ʣ, 50.

55ʣJane Harrison, Themis: A Study of Social Origins of Greek Religion, London, Merlin 

Press, 1963, viii.

56ʣArden, ʠArt, Politics, and John Ardenʡ, New York Times, 10 Apr. 1966, Sec II, 3.

57ʣRobert Graves, The White Goddess: A Historical Grammar of Poetic Myth, London, Faber 

and Faber, 1961, 227, 257.

58ʣΞʔσϯ͸ʡproperlyʡͱ͍͏ݴ༿Λ͏࢖ɻ

59ʣGraves, White Goddess, 10.

60ʣIbid.

61ʣArden, DʟArcy, Awkward Corners: Essays, Papers, Fragments Selected with 

Commentary by the Authors, London, Methuen, 1988, 93.

62ʣArden, ʠPoetry and Theatreʡ Times Literary Supplement, 6 Aug. 1964, 705.

63ʣGraves, 24.

ݙจߟࢀ

̍ɽArden, John. Sergeant Musgrave’s Dance: An Unhistorical Parable. London, Methuen, 

1961. খాౢ༤ࢤ༁ɼʮϚεάϨʔϰ܉૤ͷགྷΓʯɼh ೔ͷӳถԋܶʱ̏ɼനਫࣾɼࠓ

1968ɻ

̎ɽʕ Armstrong’s Last Goodnight, London, Methuen, 1965. খాౡ༤ࢤ༁ɼʮΞʔϜετ

ϩϯάͷޙ࠷ͷ͓΍͢Έʯݱ୅ੈքԋܶ̕നਫࣾ1971ɻ

̏ɽʕ ʠBuilding the Play: an Interviewʡ, Encore, July-Aug. 1961, 22-41.

̐ɽʕ To Present the Pretence: Essays on the Theatre and its Public, London, Eyre Methuen, 

1977, 11.

̑ɽʕʕ ʠVital Theatreʡ. Encore, 20 ʢMay-June 1959ʣ 41-43.

̒ɽThe Chhau Dancers of Purulia, Drama Review, No.50 ʢSpring 1971ʣ ͜ ͷ ه ࣄ ͸To 

Present the Pretenceɹ139-158ϖʔδʹ΋͞ࡌܝΕ͍ͯΔɻ 

̓ɽʕ Plays, One. London, Methuen, 1977.

̔ɽʕ ʠOn Comedy: John Arden Talks to Albert Hunt about The Workhouse Donkey”, 

Encore, 12, v. ʢ1965ʣ, 13-19.

̕ɽʕ ʠPoetry and Theatreʡ, Times Literary Supplement, 6 Aug.1964, 705.

10ɽʕ ʠArt,Politics, and John Ardenʡ, New York Times, 10 Apr. 1966, Sec II, 3.

ʕ �� ʕ

ॣՏ୆େֶ࿦૓ɹୈ35߸ʢ2008ʣ



11ɽʕ ʠWhoʟs for a Revolution? Two Interviews with John Ardenʡ, Tulane Drama 

Reviewɼ 34 ʢwinter 1966ʣ.

12ɽʕ  and DʟArcy. Awkward Corners: Essays, Papers, Fragments Selected with 

Commentary by the Authors, London, Methuen, 1988.

13ɽClayton, Philip. Dissertation Abstracts International, 34: 5162A ʢCincinnati, 1974ʣ.

14ɽCornford, F.M. Origin of Attic Comedy, London, Edward Arnold, 1914.

15ɽCorrigan, Robert. Theatre in Search of a Fix. N. Y., Delacorte, 1973.

16ɽFergusson, Francis. The Idea of a Theatre: A Study of Ten Plays. The Art of Drama in 

Changing Perspective, Princeton, New JerseyɼPrinceton University Press, 1968.

17ɽFrazer, J. G. The Golden Bough: a Study in Magic and Religion (abridged edition)  

London, Macmillan Press, 1957.

18ɽFrye, Northrop. Anatomy of Criticism: Four Essays, Princeton, New Jersey,ɹPrinceton 

University Press, 1957.
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