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TAY— U4 YT AXETRE

— [Ty A0WmpE] HE—
HEHE

2011 AR TR E AMER MR 72T ¥ — + 7 4 T LA (Tennessee Williams)
i3, NI T, TOMBEHOTERICLY, [#HB) 2REERE LTLCHR
MESNTERZ UL, VA4V TLAHGBFZOLBEYERELTCHRT
AVADFEN, N—1F 7 LAY (Hart Crane) 2 &, Mo EliAT A
BAHBRANOEE TS >0, WEZPHFENRITEEA TRV, AFT
145 4RICIEE N 4 ) T A ZOWIHETH B [F 5 ZAOTWE] (The
Glass Menagerie) \ZFE A B, BUWERDHEPICEH L COKEFAOE - E -
3T A (B A Curﬁmings) RLIY— - F4F 27> (Emily Dickinson)
DIFHEFEITMA, 7—F A b - %7 v (Ernest Dowson) 12X 5 IEEI
KOFHEMHR ESZH LoD, NI TRABIENTELHEROMT 7 A
MG HTIHRT 5 E72, BT ST 4 ) 7 AXHEOFEMRE
Mhal D [ CBERCID, LHEV Y Y VRS S (79 208wE] offF
WREMATLIET, WPOY )7 5 XHEE FHEGIOB Y LI IC
AU, FEAER 2R U Thin,

1. FEFORE—7T % — DA UTPLXEE-E-HITX

TCNTHENZEMTHZ [ 208l 1213, 7407 LAXDED
izEFMIL2E—F « 74 Y7 74—V F (Laura Wingfield) &9 [F]
ETH0 ] OB T A, O— ML pREHTFEZ RO L9 LT 5
BHOT7< 5 (Amanda) &, fEROFEYFCHIETO 2 (Tom) 12,
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HORAERIENTHE-FLFEEDETELVWET ) £ITHAE, T
BORNY & - F3F— (Jim O'Connor) & HEIZHN T 275 HIEHKIC
b, B—IVRBFICER TV RN o7z LTOREIE, v—S LA
ENTHET LI Ro7V 8D, AR LIRS HEX VA AL

BROTBGHOEBFHATH 5,

The different people are not like other people, but being different is nothing to
be ashamed of. Because other people are not such wonderful people. They'te one

hundred times one thousand. You're one fimes ondt (Theatre 1: 227 © TRIHHEE)

T, AN TEES L] A2BThAEIRELT, BEZENTMHAD
o [1#NT 1] ZLiEAIVLIOERL, E-BE- 737 A05E [1x1]
FREEE D HIURABPICRIRENZ: ZOFED Y 4 bvid, efEEe
F2at ) ALOBRIIH T, —ATHHI L, —DTHALILDELEH-
Ph IV AL LA EREZT B LAbOTHY, FHEORBEMiIFD
BRAY CFIEUTO LS IHBENRTW S,

we're anything brighter than even the sun
(we're everything greater

than books

might mean)

we're everyanything more than believe
(with a spin

leap

alive we're alive)

. . T
we're wonderful one times one (Cummings 594 © TR 2E3)

LG0T I A NDEDNT, T4 VT EARAEAI VIANELLIE
B Lw[1#irs1ll w7 —X 2 W TWw50lE, B AR TIER .
T4 YT ARE, RAOFKFFIVE -7 4 %5 (Donald Windham) 23T
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?ﬂ(wm@sﬂpﬁ%ﬁ DT, [H3 BADFZIHNT WD, BLH

v%@fﬁ@&mtof%ﬁ%uwwﬂ FIRw s AFolR ) —]
éﬁ&oﬁﬂaE-ﬁa:/7zﬁm%@;zﬁ%wa(Wm&nm9ﬂ&mubfwxéo?ﬁ
IhY—] EVIDlk, TAVIDOET A MFACEBOSFRMA L2
I b - ®rO— (Harret Monroe) DMRETAHHE WHEETH Y, BEZKIC
HARHEIEHAZHIEL T4 U7 A XHGOFESHM BRI LD
bo 72720, [8HFD R b —]] LwHDiE, 747 HZA0FE#EN
THhb, TOFIZ, HIYTADHERTWIWIN TR, A, D EDHDT
RHEid, HEICH I V7 XAOFZMEMEETEBY, 2052080, 3,
THRWV, EBIZTO[EEL LWIEIT 5 11 2H 2 AENTH o7z Lz
T, 74 YT AR, SoOEEE 11 x1] (19444F) WIS NEH4EDE,
MR OB E T CILINERATESZZITTBY, HI VT A~DF
Y=Y azHODIERT 7 A MDD BT AALZbDEEZ bd,
COMT I A MREREERERTE ) AT, (79 208WE] o
BEIZBNTIBFE L) OG5 EELIETCH - L A SHEICE
CHEDPDH DB, FEOCH, 74 )7 5 X35 E 85 Vv E S EENG T
7 AD LA ] ("Portrait of a Girl in Glass”) A &2 T A5, ZNLFIA 5,
B UEF—7 29 Wik % Bl U7 o JEE D FMIFET S Twiz, [
ESHDEETHE -2 bOF—FY—- 9 F (Audrey Wood) 12
FHAEREY, (7 208WE] OFRBE LS [H-L0ME] (The Gentlman
Caller) &£ HWMW S F ) FOMEZHP L Twb, [FI7 20HWE] 13
BHEORIA LR 7201k, BLEOROIETH -7,

bokd, FANIVIAIHIT BT AT LAADOEVHIE, 19434812
GE 572D TiEd v, FRKEETH 7219369, Mhidh 3 V7 A0FE
I5Ths] (Is Fie) OFXEFIAL2D, [[5TH5B] IR ("Is Fives”) &
THLy A ZEH TS, TICHE, BMMICIUEZ R8N 5 2134]) RIS
L, BGEICEDL [5TH5] ROWMPHESINTHE, VL VTAAD
A LIS, HI VT ADFFEER, [5135THAHIE, HDHWIE5EVH
BRAFAETHIE L] 2RI 250THY, 2t [F—Fr—TF:
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A F A4 ¥ (Gertrude Stein) K75, HMIBEETH Y, 4B LEWTD R,
BUDI R SHEHECERTHL L), o7 BT VEEL IR Z 5 k]
L TWwWBEEWnS (N’Yeu/Se/eﬁe(/E.mq)u244)0 (ZZTERENEAY L VOE
L e3xtevayry bl (Rowe and Julier) DEF T 5HF AL DOTHAH
BT ZADBYE] OV L FEVFFLETT 24 7 AET (Shakespeare)
EWY, B—5% [HFufihl AL IONRTHERINTL,) %
7z, FEIIE PN SO LEDIE [H{THLWATIAL] v, %k
HRD S A Z7ERORPTL 74 )7 AXE, [LYMBEZOBR] £k
220D T AN AFNIZED, [RO%b0, UES, FEHES ZHEH»HI
DB 2&T, [HEZORENEHMLZ] EBTHY  (“Imagism Old
and New'), EF =R PEEADOFENII LTy 4 ) 7 A XD LR FET
W Z EIEBEW RV,

EHI, HIVITANT 4N T ARG PGEN R, [75 205
W] OBl 7 2 M SNy g 72 - BRKRTH b, Aok
OO TELRL LT 572055 B8KOME L—5 50, BEROI#
%@$§J%Kﬁi&é#@ivK——b@@m@ﬁkhﬁ@ﬁuilhfﬁ
TR INTW2WH OO0, 197 gug o 2RI TS, TS R,
CHITESERPLTFE L TUIWA W (nobody, not even the rain, has such small
hands) ] &) —HiAMEdR T 7 A Mo TEHIRI SN TWw A, Zhud, 1931
FICHREND I v 7 X0FEE (W vive) s (PR A
R LTH5) FHEFORBITTHLN, WIVFAPoT4 )T AANDE
RENAEME 2 TR 3 X UUF, #iFRICC o o e oeke 5 1 L TB & 72w,

WERERLEZEDRANEZ D, BIF L BRBROmHIC
BORIZZOLBE RS> TS
FDETHEOLCENFHOTE0ET, HEEHLADDL D
HOEVILETETHNALZZLDOTELRVLD

BOBADDLDT PR TR ELRESHELHE
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FNTOTHEZHSEFHEOLIICHETLE S IThE
TS ——H < LI ITRE S 2 CBILE 5 THEN
FORMOEEE (AHEERTMY ©) ML 72

HOLCIENH LD LA ENEEG LS, L
ZOMIZETDELIATIHMLLATLED
Bl ZOEDLD

KNI REY T AHZHI DL H I

ZOWTELPEL I BMLDD
B OB ESOIZE bR
He o THEZERL

HEODEDDEDTH kA E 73 <

2ol Fng

BB L0 w7z $500E0h 0%

T2 B E R CHBTE L0

FOBDOFR PR bHERE D dBEo LI L)

D, WTER, IRBEZXER2RFELTEVEY (Cummings 366)

9, WIVITAOFIHING [SERPRTF] O A=V, v14U7T
AADEMIIBT 20— FOFNIFETEHD L L ->Tnh, FIEE, [A
EHAFMY 1 23T [ 2HMCEBML, [ 12 [Bok il I7°E
KHUSNTLED ] @727%, T, AEILE- T J20FIC, Bl
I ZMIOPToxBLEL,u—FD L S8 2t 845,

She bites her lip which was trembling and then bravely smiles. She opens ber hand again on the
4 2 &

broken glass figure. Then she gently takes bis hand and raises it level with ber own. She carefully

places the unicorn in the palw of his hand, then pushes bis fingers closed upon it. (Theatre 1

230)

7,

(i

DFOHEAAY YHFTHESND [BOFHINLEZ D)) (the power
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of your intense fragility) ] £, [# I A0@HWE] OBMIIH & Rl
= MHEHEDF BT =T DA A= TV—— [HTFTADELVHEE (the lovely
fragility of glass) | (Theatre 1:133) —— b E RV HH, Th &b, T THEH
TREE, A3 ‘/7‘7:0)%0)%@:Fﬁ“ﬁ"b‘%‘h”%“}\f'x@ [E] L —fkk/
fild, EVWIMBETH2, OEEd, FHOFE (B 2RIELTVWA L)
WEbLND D, F0OFOxGE, SR, IEHEMNT, £Ho ML
DR THHEVIHREE R D, ZOHNRERDZOE, F4A5 VY TH
ADHCS T (eexture) ), T8 (color) ), [H#i< (rendering) ] &\ o7z (il
FREMER 2 IOV THEHENS) BEORANPTITHA D, FEFE 20
HE—HOAYREILALARL, ZABO [H] 28w ) WFEERLOLO
WEATATHHR L TEAEE 2\ HEOHE4A T XL, EHDPUHFRD

EWHAMLEY B0, BN ZGOSH (L) 2O L LTIRRT L] b
oD, (L] L OWFER LA, THLR 2 WRNHEE 2 2 7o MR
2 L3 (Kidder 100)0 SN E \/7z#%x% DFWMRETH Y,
& bITFFER L v IR, J,é & L7z R ) r/}oa!{[ﬁ"%o

FLTC, TORCESEBREZITIZT4 )T HAD [H7 A0BWE] |
H VTR TR TR offfit, u—J0RLWESETETL
WLbDEARRLY Bo Thbbh, [BOROFIS LR LEH LY i
DL [HVEE] IFEhso—53, 20 (BEIERTRELR) #E
HrmL, ZOBRMICBTAFHNRA YA L—YaryoifREhb, Lidw
. COBINE, O—FICHRTELOTH L LK, EROHTHLH
FrLAOEBREFMLTH VD, BUONROMAT, baldk, WomER L rk
DEIA S L LoD, ZRHVREETHL L EITHLWHITL, L7hd, [F72
OBWE] FEFEEOTEEE, MAYoriiu—F5—2F D, FHEF
LV BRE—BREL ) 0%, L) HBIZEET 5.

2. XEEFEDOHE—E E-HILVIXEIIU—--FTax2VUr

LWV Uy i, MBMOF 7 AME LTHEELEMS L, Fht bk
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CELWEMITIR) HF & LTI/ BB SN AR Z 8D Tw b i, Bl
EPio TWB, LPLBDS, YA UTAARII VI AEREL TV
EWVIYHER, WEAY Y YVRNHEEERZ BT 5, L) 0d, ZO
HWEFADELIH B35, 2OMERETOERE (FARST74—) I3
WLTWENETHDE, PIVFAHTAERY, Fniold, 4¥FL %ﬁ
MEINBENEDOTIEIRL, CLAHEWNIIHMINEIREDDTHL, &5
BE IR, AROMDITWLFOR,T, [Bizbidd - &R
72/ WS/ ERLS Ab DX D b ] (Cummings 594) LB, H 5B
MY RARORTRIEVZEZWALTHDEA, T4 VT LRSI 7 A
DERCZOE, ROLOLFICHTEHADOI LD DICHHELHEETH S
WMV, HEBEAOFRBEOZZH DI, ¥y L a0SHRBENRK
TR E, H I T REEH L OB EN B3 ) — -
FAXF VI YOFFIIDHTEELIONN, TOZANOFEANET L) TLAL
DPERIZOWTRERT AL EL, £33, [V 208WE] & v 1EH
FOLDIZOWT, BMLAXFEEEFEOMBEE VI HE,S, THEWRE
2 AT,

Z O “?ékwt%f KRELZODOATTY—IZHHEND 572
590 ﬁ%”ﬂ%ﬁﬁéki HRCHHET AN TH B, Ty FEI A
@goif%ﬁ<*%®ﬁvav~mﬁt OD—J3BRBFIRTHEE-TL
Vo LrL, FPADNBMERERTHZ, bBEAAMBIE T FERTEL
LWL L DEFNPGZONTVEA, HELT LS EENREETEE V. T
S YFIEPIREER ) BT 2 SREICT & ALY, £ SNLFIUIARE THE
DX D] (Thearre 1:187) 72 b 24, WbiE, FHOWRLLEROMRE %
DRSHEHETH B, iR, [BERR»SOMHE] (1 145) TH DY L,
FOFEDFRIZE 5 THLo T b, SR, & 8%y 7 70HE] ©
HolzDOHG BT, [FRAHOBRMTESLE L TR T/2](1: 190) 0 T —
A HBPERTTWEDDEFTRTRLEDELZ V2 ZBCILTE 20 [#
o Lwig] & [FmoEHH] (1:157) % BIGFEr20 b A EHIE R v,
ShBRE, HETRITEIEEHIEL, [F@ml] (1. 186) DI —ATH#
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ATEZDWVWD, O—FP T AIEINIZOE, BRI LTERERLL, &
L (RELAZLDHHMMER] (1:214) ThHo/cZ b REVWERDNL,

LT, o, FETEEVIVELRARY, BERFIEEZTHD
EVI)BEEERDL ) A TULEOTETHL I LEBRRATHINEDZO—T
CoBEMCE, (FLTY 4 U7 AX0BEBERICBTERKOYE) B
RETOMFESHESN TS, AF, PEELE BHELOREOTHE%
BRTHH T THIIGBE RV, E 2B, 7407 48X, B¥ICHn
BEEOLDTERL, BV 20 H0EFEODIZLIELIENEEZ
BT VD, 7ok A EREE Eaty b0 TR ATFRE & A~
DWMLEORB LY LY LB MATwE] v, [HAObroEL
EMEE] (1:143) 280EBETHL Lo PHFEPREN TS, (i,
ety OIEFREE R T, FOL) h TRNEE] TRV L- 58
B ND EIZEZD0) EHI, w4 YT AR MEEIERE L THEEE
Bid, FRULWHFHNRBEIIMONL TV D, O—FPBEVRAAZ —VE
BELTWEIEEFHS ENLTr ik, BB ERO TR EL (sweet
suffering stare) | (1: 151) TIREMWZ272L. [ o)V 7 7 —~kAh i D),
HEEDTE—F% Lo Lfld (she walks slowly to the sofa and sinks down and
stares at Laura) | (1:152),

A%, T LA oMo [FHY] AFIUTE, 5GBS & R T EBEHRER
ALV, [EABBRLDFEZLIETETI AU T LXK, FWEF
R0 ETHRAT A AEHERERS L7zD72] (qud. in Tischler 193) &,
Elio PEE AT IEFERb VWAL, LT Ty FoRFHICALN
B, HEEEL LIEFICHBIO A% L, THhEEs LuiEll 2
BLEED [FEV T PR 72WE VO A ] (Nelson 108-09) & HET
BRFRD V2o TOBRMOFEED [bEL S L] »EMEOE TS
ELTH, YT Ao (Y] 2FHE, TV IR VAOHRALENSE
FHEFHEER LT ADRMEN RV, T4 YT T4 -V FROBEBTFD
ME, THLTHE GELELR) L (HEE%) LoMuitd i)y,
Thbb, FHICERELHMY, ZORREFELTVLED TE, M AT
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LIRWDSOHEFATH L, Wi, ASDEHEELTWLHEY, FHEHTER
boo, BIMOMARICILTHLETH), »o»r Lo s 5% #E5
FELT, WLFETHHUMICHEEF L LTOURKEHT TS,

FLT, ZOXRICBOTEEINEZRER, [F5208WE] o &
IR SN MEHOBEA 7 ) -V Thb, 22, FROERETET
BERERA A =T, WAL o#EMIIERENAHMA L o> T b, 1E
Mo BB E, EBICCoOHBE LA L THEHLAELRWEBREO—ATH
LAY 2 71)— K=z (Geofﬁ'ey Borney) 1, [ 208l (AN
IV T XL LIZERERWEROHITMLZHFL T b, ik, o
e A5 7427 aFVEHUEERMEICERLAZ) AT, A2 Y-
A, BB FORBMNLHBRENRLT A2 LT, RAGEERSLI—ET70O%)
REALP L TRLD72EEERT S (Borney 101-17) 0 F 72, BEFEWLZ &1,
Bl oMM OB, A7) —roRb Y ICEREMAT 25D H D, b
AP T L= AR L% F T a — 7 TEERTTREMEIBER I TV
(Beaurline 28) =D&, FEV FICLoTHMSh o7y F2—0b
HiZ, BHICBYOI LIRS, TR L, 5 L THEGLICIRENS
LB, Y1 U TAAXDBNDNT WAL, 5 & o MER % i
B TEPLHT,

TREMAWI, HBRLEDORAZ ) =22, Wl b LEFEPT, FIh5
WR B R ZERIRD B DO, T THUEROMT 72 A % AR
DT THRI GV, REOWH TR, I3V X0BMERTL Y4 7 A5 XDE
Pt Tnwd 7a v A0—%xdH &S0 [F95 208E] 2B
BENA CAY L= a3y (LLTOR—-90A 2—V) &, SLIHEENLR
FREF->Twh, FPA/ U4 YT LALXDOBET 7 2 MWEEIO LT, 713
YT ADFFEL, FTRCEITT LIV — - 74 F 27 Y OFFERFITHK
AdHoTWDH I LiFRHEEL WV,

TAFYV DT AMPHEEIHENLOR, HEHOFEEL, [HD
{ J23 (The accent of a coming foot) 1 (Theatre 1: 191) £V 7 L — X% A7 1) —
VIBEUHT IR T A M ERICBVWTTH S, WEMs [RBE] 25, #
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EWR LRI L > THIRENZE E V) HFICS T THEHLTB &V, [
L7 V=X, ¥4 U7 A XD 930 FACHIRICHEE L, £ 0Ptk w4
(1985 4F) 12 TPERENIERAFD 5 4 PV %o T bo [HHE]
OFRUL, [EDSRES EWIHIEHT A DAY, T4 XV O5HTHS
CEEBHETHLEEDI, VYA UTAANRIOEMETVZOE, Y ML
ZADOMEMTEH D L DETH o722 LN TS (Collected Stories 607) o
CHET A VT AADGETHB NA - 74277 4= FEERESEBER
WERTH Y, EHiw DESCRE] A (77 A0BWE] @) 0w
7 AP THETREESRATL 5o

EOCRE] B, 22 THUFRICHE > TW R EE AL ITHEALEID &
THEANRXF ¥ ¥ ¥ (Cathatine) OEHEDCHERTH 2, ZhiEL s
by THFAOBYE] OO —FHILEALICHEZTHRIELbE 5,
Fyd) o, THRRBRERTCLVERWLRAS S, R CE0%E
WHEEIOEL, LRI TWZEWIINEEUNTLE S (Whatever
fortitude her soul had once contained was now gone) | (Collected Stories 43) 0 T @
=, [LRENBERMNZ RO/ Lo kL ad’s /EOLREE

/B  BE%—— (What fortitude the Soul contains,/That it can so endure/The

accent of a coming Foot—/The opening of a Door—) | {Dickinson 1180) &9
FHT, EHOBEIZHMR B LR AT 4 ¥ 2V Y OFT (17607%F) %
EBPICFTRET, B2IE “accent EWIFED “foor’ EWIFEDL, FHOHE
BIIHDLLBEETHLI L2 LT RD L, T4 XYV VOILOMER L2V,
HOBMEL EOWHEZDCHE—FEDODRAIRLLATHLONE LG,
WFIUSE L, T4 T AXOMERT, ol YORROHKER, TrFY
A<y 7 AR T ZEMORE LT DR, 2 THIREN DI,
FROFNIIC, FWLHEOBAMPRONLETH S,

You could almost hear [the rain] saying: “Observe our hands, and their gestures,
limitless, yes, they are that, timeless, yes, they are that, but whatever they do, it is

without thinking or knowing, and so what help can they give you?" (Coflected Stories
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44)

CORRIIBOT HPFBELFETLV0IFHEL R LI LA, BiC [F)
BHbLECIA AL, PLVBFHELRHIETHLEEDLI LA, Ih
AT HICE, CICRA, T, WITE2, ThiessehriFErl
Tikwawn] 2w, [F7208WE] o777 /Ml T 5 Lk
W2BS, 2F D, T4 YT AR, FAFVVIOFEANESA MVICLEE
Mihiie, hIVIAOFNTHDLL 2722 8llhb, ZOTEEREMNITS
DF, Fo2LK FULIAOFHOERED, ¥RDT 1) T A LHYOFHFEM
FIZHRMELZETHB, FMIAEDEFIZE I 26EHD 19374,

IEFHANERBEZHETTO LD 272200D <2 - 527 - 74 )T LK
(Thomas Lanier Williams) &, [$718%F ] ("Lyric”) 5:'%;%@"% 1P2T0EREES,

ZTOHEME, M2zXWEZBRAML, [RLoRFRFHOESE /ZLTHREY
WRERDFOL S/ H%72% D% (Her footsteps were a season’s coming/
and quick gestures of her hand/were spring about you) | (Collected Poemss 184) &3
WTW»h, EI)ETHRL, 2R, FA4FyVro [BEF] o [ETE]
&,ﬁiyff®r$ltﬁﬁ%i&#hfw%k%zfiwo

EHIS, ZOZADT AN AFAOREEGNIE, KoL I s, [F72ADH)
WE] OF 7 A MHTHEREIN TS, [EILEF] 27537285
FEEOER, W [FHEMERS LeDBS (sattering poens) | (Theatre 1:
191) RoTHD, LWIHITL—ADH5HILITHE LIV, X, ThdF
72, AIVTAOMCIZFHATH Y, 19BFEOFHE, [Fa—1 v T LML)
(Tulips and Chimmneys) \ZILERE T2 “Impressions IV S TH B, T ok
EWOTAROYTHEMLZOW, EHOMBMY, HF1ETFT AT — V1Y
TAX/Za—F =1 Y X% (19743021 H) 12T [ Y VA A0FH
Pl LY AFEREToIN— D - =T a—0 (Bert Cardullo) Thbo [F
TADOHYE] EZOFLERLTFENOLENY 2o T EOT, FHOXIR
ZHBEIZEM L TB &2,

TANVTAXEAI VT ADERICEBL TR E T =D EDIE, BlE
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HRICBIFDEMRONLELRLBMUBETH Do 7 I ¥ XD “Impressions
Wi, $NTY 4 7AW, BHEZEELIRELIELVWAL L,

OMFUTAEE BRI E T 2 MR &2 ET 5, B ETH ERZE
%f_%%ﬁoa@éﬁ/\i SEFRITRY, [HEOLMIT /U8R /Bt nT /%
BCWa /E% /EBOLhhDEEL ] LOoRRLlDTHb, TOEME. HAD
HEf§E L TRENZNTHEAWZIC, VFv—F-S 7474 (Richard S
Kennedv)li (BoLhrOBE]EB LI VI XD ERPENTHS, LT,
AT AZOBIMEDEDL Y ICEWT I ORPFERENDOIR, FToL B
FTHIEEW), TTIRALTF—OERENFNIIKDLEDLENIE N TH 5o
FORCETE, Y. AHOEAZ ZEHORTININS,

on earth a candle is
extinguished the city
wakes with a song upon her

mouth having death in her eyes (Cummings 50)

ZITIE, —~HOBEIPLTLOMEIW S Tdwiv, £k, Foi
WEHINAREROBRE Y TH L, ML it [F7208WE] O F T
AIbHTEF S, BHICEALHINZR SNBME, DERKELTH—
A XEET LB ] (Theatre 1: 168) & BV, SHAOHE % B> T
Bo —H, B I VT ADFEDORBOEBATIE, [HPYIETY /B2 2B A5
FeF a2l 5,

the city
sleeps with death upon her mouth having a song in her eyes
the hours descend,

putting on stars ...

in the street of the sky night walks seattering poems (Cummings 50 ¢ HFHEEH)



FARY— 4 )T AX LR &7

74 )T AZXDEMCH 2PN HERMEES LesblEw) 7L -3,
COFHERFD L BEEIENEOLRVOIEN, FhUL, Bloh»rIdHoT
T CHTHCE RN GERIER 2 /2. (77 A0EWREI L) 727 A M
LFEY, ST LETFAOFTUEERNHIEL THWELLTH S, €
LT, —EmMsNEREE, I VFAOFESFHLY SERBEEMLTY
I EThHob, HWFOEE, il BIEEHL T2 —Ji, FENOE
I, NHCSE, HicHkzm L, MR/ AR,

PLLT, w4 0T ARIBTLET 7 A MEORER, BMEHHEEL
T e =S, A V& —F 27 AF 27T 14 &id, HEAERCBWTERS
NAETIE RV, W& IZEY, ZoF7 2 MEZREL, #drhi6%%
HEEXEFANERAHFETRELDEENT VD, HFEOLTIERIAL 2 LV HE
O (EBTIEZR Q) B, HAICESL LR NFINE ONHETH B,
LzhoT, FhUE, ETE R CBHERFISE S Wz I 22 D
HRTTHE, LAY, 4T ARG BlioFrs A MEEELELES
B, AT AT OBRHAEREYEL, XFEHEBOBTHR 2RI T 5.

[H5 20FWRICBIBHEHENA VAEL—Y g Y ORBLEEIRET—
SOH T AMILIL, #E, BEBRA»SOMEETHLILICLoT, EPRE
PUHEEIND T Ll h B, TOWEENT CHTHRMIZHAON L0, €2,
FEOF/EEOV Yy Y VHBES EPLIBESN T EPLTHA ), TR
OWIHEL, Thbb, FHHOWETH L, ThiL, ELLIELHF LV [kE ]
DEIETH D LRI, B (B ot #BThsLbER 5,

WHEI1ZD BAABHMOERTHLLULE, ZOWMRIIHEZRLLI)IETEHE
&, KREIZEH 2R WEYW A bORNFEHICEEE LI ERZFEINGL V. L
HoThAlE, B—F50FFAOWRREEH L EFHDD, §hBHEK
DHEW WM Z B LTy, AT &id, Fbs ka3 izl o
EEICNDNZ Ty FIZonThHTIETE b, HHTREE, HHOBEHRZR
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BEOLoEREPES, 272, M7 HA (Gone, gone, gone) ) (Theatre
1:204) EPERDHEDBTEITH 5. THITFLD, 735D 304FHAH
BORZA MY T/ THoTz [MEIITKY R (Gone with the Wind) 2D E
BLTWBIEZBEWEDELE, OGS A PV E o 724810 [
+5 1 (“Cynara") EMFENDZT—AA L - ¥V Y OFEHOFEENF LT
Bo AT AR, [HFA0O8WE] »S8ER [EL8] (Summer and
Smoke) DT, ZDF IV YDOFLIEo0ENFI T WD, O VT4
V757V A Y (William Blake) @ [ZE O] ("Love's Secret”) & WIFET
ZHBMT, HoLkdhs AW, THEHLNZHRVE (bought red lips) ] (2: 175)
EVH) 7L - AR HBLTOICTADRED, ik [V 5] o225~
FITHTL B TEDNIzHRGIT (bought red mouth) | (Pengnin 124) &\ ) §#41)
NDERTHDB, Ladiz, V7] OR#ERAY VFTIE, ERINEZEAD
MHEERTHLDTERVTOEWRIFE LN S,

T cried for madder music and for stronger wine,
But when the feast is finished and the lamps expire,
Then falls thy shadow, Cynaral the night is thine,
And T am desolate and sick of an old passion,
Yea, hungty for the lips of my desire:
I have been faithful to thee, Cynara! in my fashion. (Pengnin 124  SRFREEH)

COMEE, FLORHOHEEEIEVIE) &, AL LREEZRKOTRE
&?&héﬁiﬁi}%ﬁbzﬁmf, 7, HPDPEADLEVI L XA—-TILBVT,
FLTMEY [BFETHL (hithful) ] LW F—7—-FIZBWT, [FI520
Rl 2HOCBEVFE N 2OMB L RBT S,

Oh, Laura, Laura, I tried to leave you behind me, but I am more faithfu/ than 1
intended to bet I reach for a cigarette, I cross the street, I run into the movies or
a bar, I buy a drink, I speak to the nearest stranger—anything that can blow your
candles out! (Theatre 1: 237 * AREEH)
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BURER W Z &12, EZHO 2B ORI O—3L, #0TH ) Zotsh,
& b’ ENHRHIEEATBED, Bo TANERL V) EAANOH L A2
WNEIZLEETWE, SITELI [F T A0HWE] OREER -7 [H
FADYER] BT B L, FWMORBRIEEY T, BMRICBIS oo
Al L FEFA CEETH S OIMHARRIZOWTH 7205, B2 Qo
WBHEITFEPAIES, TRIZELDD D | (the night is hers!) | (Collected Stories
124) THHEBRRTWVAH, TNEFNDRL, EBIXHWFrYy DAy v

FITRLENTZ LD b @ (the night is thine) | & W) FAOFZEZ TH Y,
Wiz —@ICEDIREWH LY 4 )7 AAH, EEHRESZEAOTZ A b EMFEE
ToTWHLIEPFEN TS,

ZLC DANTAART IV 2 ERBELTHHDTHIUL, L) DD
N, VFIEU—FDARA—THELRYH ) DTG [H T AODWE]
OFEY T, (BDDTEIPLRA I —F 7 A M & o TR E R Z MR
EERL 2D 5) 2O LT [ (passion) | 2%, [EPHEDNELH
2L Tw5 (hungry for the lips of my desire) | Z& & €2 LI3DHPLTA
Db LGV, THRET, VA4 YT AAPEDOWMTH S~ XITH LTI
fel - MO, AEOMBERE 22, EHANTH L L LIELIEFFS R
T&7ze 9 LIZBHED 45—, B0 ¥ 7 I 7122 057
HIVITADFEHFEAET 2L, FANFOEBLEL [HTECHALILOT
EhwHo (things . which i cannot touch because they are too neat) | (Cummings
366) &iF, XF@YEHFCHFELRELONLBOEREL) 5L )12 -
bbb, L Ladoli (79 A0 MRl L) RO R» T LS
NDHDW WL BOLELGDERHETED Y ALV TIICARATL B0, (0—
TIFORBEL L) L, (FPAPEHETLEZAD) HE LW, i
LWL ob 85T v VIVHIZRNGEWIED ) ~NORETH L. T hbb,
D4 )T AAOBRINE, FRARWEL T EFEONTWA E ZADHNE
Bzl L, N Ty FRFBEHoE— F2EARTI LICE), Zh
FTRRCRCLFENI YT 7 A MDY BIZT A AR ZMEDT T, i
DT A1) AL 2 MR R 2 P D I 720 THh b,
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AR, 011 EFELEBRRERLEE I YATA -3+~ (20114F 128
9H) OFERICETDE, MEBEERELAELOTH S,
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Synopsis

Tennessee Williams and English/ American Poetry:
The Glass Menagerie Reconsidered

Tomoyuki Zettsu

It is generally agreed that the gist of Tennessee Williams’s plays resides
in their lyrical/poetical qualities. However, few attempts have been made
so far to elucidate the playwright’s intertextual transactions with English
and American poetry. Significantly, Williams was deeply influenced by E.
E. Cummings while (and before) writing his first Broadway hit, The Glass
Menagerie (1945). In fact, the crucial influence of Cummings on Williams is
established beyond doubt by the epigraph attached to the text of Menagerie:
“nobody, not even the rain, has such small hands.” This line, taken from
a lyric poem by Cummings, recalls the delicate gesture of Laura’s hand in
Williams’s memory play, a play focusing on the shy girl’s fragility, notably
when she touches the pieces of her glass animal collection. In other
words, the image of Laura becomes a central source of the play’s poetic
imagination, although the sweet memory of the girl is something that her
brother tries to erase so that he may pursue his own ambition. The ultimate
question of Menagerie, then, inheres in Tom the narrator’s attempt to go
beyond his sister, that is, to go beyond the arrested mode of lyric poetry.

Poems are close to plays in that both are meant, at least potentially, to be
spoken aloud. However, the fact that Williams admired Cummings makes
the matter more complicated than it first appears. No one could gainsay
that Cummings’s poetic essence consists in his idiosyncratic typography. In
order to appreciate the poet’s true gift, one must see his poems as a written
entity. In much the same frame of reference, Menagerie is obsessed with the
written text as well as with the act of writing. Williams’s quest for economic
and lyrical writing in the play culminates in his attempt to put a screen on the
stage to show some legends or images. (It is interesting to note that the eatly
manuscripts of the play suggest the employment of a blackboard instead of

the screen, so that Tom can write some btief phrases or sentences in chalk
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on the board.) A good case in point is the legend which appears shortly
after the opening of scene 6: “The accent of a coming foot” The phrase opens
up an intricate textual network by directly pointing to “The Accent of a
Coming Foot,” one of Williams’s own short stories written in the mid-1930s
and first published in Co/lected Stories (1985), whose helpful bibliographical
notes identify the stoty’s title as a quote from Emily Dickinson. At the end
of this story, the rain speaks of its “hands,” but the idea that the rain has
its own “hands” is unusual. Williams’s associative link between the rain and
hands makes sense if one tecalls Cummings’s line that provides the epigraph
to Menagerie: “nobody, not even the rain, has such small hands.”

In this light, the question of intertextuality in Williams figures largely.
Generally speaking, intertextuality is not a kind of notion that matters in
dramatic pieces. A play usually wishes to transcend its own textuality, which
means to regard itself as a spoken entity. The stage is meant to show the
immediate presence, rather than traces, of living bodies that cannot inhabit
the printed page. Drama, then, brings its possibilities into full play when it
succeeds in getting closet to life, not to literature, But Williams, far from
erasing the textuality of his play, pertsists in refiguring literary texts.

Despite his desperate attempt to break away from Laura’s memory, Tom
in Menagerie temains under the poetic spell of his sister, just as his mother
cannot escape the romantic burden of her beautiful past when she says:
“Gone, gone, gone. All vestige of gracious living! Gone completely!”
Combined with her earlier reference to Gone with the Wind, Amanda’s lyrical
lament resonates with a similatly painful cty in Ernest Dowson’s “Cynara,”
one of Williams’s favorite poems, from which Margaret Mitchell’s fiction
borrows its title phrase. In Dowson’s poem, the tortured poet recounts
his vain effort to forget his love, although he is “hungry for the lips of
[his] desire.” In fact, the poet’s “faithful” musing about Cynara provides a
subtext for Menagerie's closing speech that reveals the narrator’s “faithful”
feeling toward his sister. To see Williams’s play in light of Dowson’s poetic

lines is to recognize that Laura could be conceived as her brother’s “desire,”
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an idea that illuminates the playwright’s own incestuous devotion to his
beloved sister, who constitutes the chief source of his poetic inspiration.
In other words, if incest is implied in Menggerie, it is not so much between
sister and brother as between poetry and play. Willlams’s play therefore
tries to break and outgrow the poetic imagination to which it is irresistibly
drawn—to create a hybrid mode of dramatic lyricism in a broader context

of American literature.





