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EPRIEEREESKE. WREFTEEE. SAEXEFE
MEBEXFRRUBESHRN—FT LR,
| GE LA (M. H. Abrams) RUREFRLHER
NFHEREMPER, BMfEXERENRRELEH. AR E
CE54T) (The mirror and the Lamp, 1953) fMl (AbEMBEHRE
Xy (Natural Supernaturalism, 1971), % £H 5 E w02
MR ERERETHEDER.
AR E XA BN AREFRZHSCFEESHMBIRM
. KRB, FAMERUREX¥MTEFNERSEW, ETHK
WAL 0 3R 2 LB R B . SR AR SR B iR RAR S H A RE, B
FEEETRBSHCERE. FIRASCEN B/ R BT e & 7
ERfZEIMNBERSHEER. AP RNE—TUERLE. REHN
XEREHL, EERAFANRAF XEAMESHEA BIME.
O EBT 1957 SRR, FAHKEE 1981 IR, FRAHE
THEERKEHELE, VRTHERAXSECRUBEFAETE
. EfEEXEEESHTFFENSERE. THEENR, FiR
BT RPYRBE S SOZRATHFHAE, W “GTER” (vant-
garde) . “HREFVEFR” (bedt writers), “HiRiE” (concrete
petry) . “B A" (confessionad poetry) . “Iy3e B ¥ "
( Margist criticism) . “BAARE X" Cnoderinism) | “F LG58 X 2"
(interpretation aad hermencutics) , “% % 2 6 302 3% B 69 R
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(bngstics Uterary criticism), “BEFE R FE X”  (Bussian
- formalism) , “ ‘BiR’ B XY ‘WE 8 X" (ypological and allegorical
nterpretation) . “iIR&H” (louch stone) 2, UL E3E+IVERTEHN
XiE L H A BB CEARIE : “BWEX” (deconstruction) | “F
BB ER” (afluence and the anxiety of influence) , “FA
27 (narratology) | “3 & X% 5 X MR (phenomenology ard critr-
cism) , “{EERF#IE” (reader response criticism) | “H:2IRL”
(reception-theory) | “RpE-2%” (semiotics) | “ 3 B4l B ” (speech-
act theory) . “4E#) ¥ XIE” (structuralist criticism) | “3cik2:”
(stylistics) | “Z 3 518 ” (text and writing) , X EFHHAEKBRT
XIMCFARFEFBARUR, FEEBUTFRAE, WEWMIA, T
RV 7 SCAF AR IR R VR R R I BTN

RIEXMEEERA TS, FEEBYRIS SRR
A TR .

FCFEAREE A T HECFENRR. A AZ—RRAPEX
FRMER, EXAREEN, PXEFELES, BEXFHHEF
Ho, SREXTIERENRBEARRE, PEAHRERERE
EHBAYEMBARE, PXHLEANGIE, EXHIRAMNE. K
B A FR—RERRX, P LHE, AE,. EELEE
., ATETER, BEAFLEHETERS.

EMETEG, ROBATARKELERGAREENHK
WS P2REEEFRERIBEFARINBRERVIERER,
At FBRBENBEERRORAIR, EHi#ERMEIRRHEN



Absurd, Literature of the FEiEiRSC%
T ME IR 3L 9 AR AR B A X R & AR R R /NSRS BPA

KOPRBAEFR T LEFREIA AN GRY, RHREAHEL
H 5 T SCEAE S A BB BUS U R BT i RSO R IR T4
BEX” (Expressionism) H “§g L £ (Surreleism) iz
g, LR EFBY -5 W James Joyce) M#BZ - £Rk+
(Franz Kafka) @9/Mg( (8 ) (The Trial), (5% o)
(Metamorphosis) ) %, 1F :ikiﬁ?%kﬁﬁz&ﬂjﬂ?ﬁiﬁﬁlﬁ_}t#
BE), ERXE G A G E RS0 S5 AR R
Bt R a0k ARAAENSY, MELiEFEst
FEMERITTME] EARFRHSEHE, AREPH—A
A NEEESERERSTRECHYT 5ERSE.
Rifl, AR EZ=THEANS E B, AT LUERJean-Paul
Sartre) F1 0 B (Albert Camus) £ X A “FEET$”
(existential philosophy) 357g IR BB, AN Y:
BOANBERER SHRBHER,: XAEOH T EREER
HOANREE, MEGESIEAEX. i1 EHE: AEXaE
X, FBERKUEDBI: ANEMHEERBMR ST RS, I
ZTECRBBIHIEY (The Myth of Sisyphus) BiXHEEH.

ARKRRT OB ELRGERE, ASsgeltma
B, WHHIB S, KT eoeree BHANELEENRE, 7
HA S LT AGHB, LRRMA TR ke,

In a universe that is suddenly deprived of illusions
and of light,man feels a stranger.His is anirreméd iable
exile---This divorce between man and his life, the
actor and his setting, truly comstitutes the feeling of

1



Absurdity.
’ﬁﬂﬁﬁﬁ%i?ﬁiiﬁﬁﬁ(&wmﬂmww)ﬁﬁ%f%
FH—AXEREE: “h TN T RN, B ¥R R
M, ABBIERE R, A~ NEBELRN. FHER Xt
HERRT.”

RREEMBREERNAL (Samuel Beckett) BRER
XREDFRALBY AL, BEEXTE, HARFEESE
BTEX. SHORBFFERLQGR. TEREEMNE RN
B, URBIERRMEREHEMERNETE. BOREES
(HHRE) (Waiting for Godot ) HEFEAHIRIER B R TE
HEHF—ARAFRWA—RE REWAZEEET, FAWB
WHTRESRERFFLHE, Hh—ME: “H2ELRER
K. BBEE, BEBE, XXTHT.” EMASHRAARE—
B, (BRRE) HREZAERNNER X, TREREENE
KX CEES RN, ARRRNEF CHEERES
HERE, REMTASFBRNZARBEA BT UEHE. B
IS AR ERETR A E RN E T,
B BB ZRIERTENE G DF DU ERREAZ AR
BEW. Nk, m(DEe) (Molloy) M (REH
A) (The Unnamable ), Wil —HTHKESWEEER
Sk ENEETEREE ‘RER" (antikero ; i8R E
A2, KR “defiil” (nonwork) S A AFE—H XM
MERNEFRBNTEES R, B0 “JE3E4RN" (unstable
yony ), _
. BLEERERRRFRA (Jean Genet) {1E S Mk
5 A —K . 5 A IR0 TR BEE B4R R 5 45 (Harold Pinter)
£13  B 45 BT /Rt (Edward Albee ) 4 — %6 X% B 4 & . 75 B
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E&m%Cbm&@Mm)ﬂﬂﬁm(Eﬁﬁéﬁﬂiﬁﬁﬁﬁ
T ) ( Rosencrantz and Guildenstern Are Dead ) J (BHYIE
i) (Travesties ) B, R{ERNIT RAEBUTRESHHTEN
By, izl T RERBNERTEE. STHERICFSIHHEUME
XHAFBEHMERKRAT ‘REBR” WERFE (black
humor) : #LANEMERXEBMHRARHLAE, RRETXRE
RMADEREERY “BRERE” ERENAE, HIFYRN
BEAMBTR, HE. DMERENEY. HmEhy (E=+
Z#FEM) (Joseph Heller, Catch-22), DT - & &/
(V) (Thomas Pynchon, V) YR BEEZHIrY (Ginter

Grass) ﬂ%@f?i?@}ﬁj&ﬁ (Kurt Vonnegut, Jr.) &41/]\;53

UM .
Martin Esslin, The Theatre of ihe Absurd (rev. ed. ,

1969),
David Graossvogel, The .Blasphemers; The Theatre of
Brecht, Ioresco, Beckett ,Genet, 1965.
Arnold P. Hinchliffe, The Absurd, 1369.
BFXRBAXESTH “RXAL” BEZMIRIRE.
Lionel Trilling, Beyond Culture, 1965.
Gerald Graff, Literature Against [tself, 1979,

Act B
FEREHBTEABRBMNEFENLSER. FWEBHHRBRBIER
BT P DRVEREN D (Seneca) BEIRAFR N EY, AHE
“B” X—EA5EHE., B+ AL EHN, —SER X REH
KRG MERERERE S . EZM’E,E. T % R4
H=ZF. ‘
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BUTXREBESB “45” (scenes) , ZERIUREIR, MR
WVERRHBEAFY ., £—FRE, BERE, HEOERE
ARITHT (—ESERINREIBARQRS, TR —EBNHR
BARBD . ERERAIEEHREBGNEERGE, BERR—
GRHER, WEEBRAKBURE - ERH TS,

Aestheticism and Decadence B3R F N SHFiEE X

M (R ‘ERENER, BT AELEHLIEE KT
O, WERKHH—FXZEN. EERTRBET¥XHEE (Kant)
1790 SFR B REFHE — ARM T REHIRAT ZITRE
MROBEEIHEFRELBANMESEBERN . ERHBNBH
NARELE. XEXBRHMAERZBER - 4 (Edgar Allan
Poe) BRI, WA (FKIKE) ( The poetic principle )
£ BN ERRIFMEMRE. BEERTBMSRIEXT
FAREHRITHMEXSHSENGEALERY EFMH,
RERXH—HEZREER: ZRRAXBEERENEMNRY, B
RERBBEEN, RTERFENXTEN: —GFZARAME®
(METFHCRELRAE X FEMERL X,

BRWNY , BEEEEMEN - KERBIRNEZES, BET
RFH (Théophile Gautier) MHHLRIETHIBRHTERF (W
F (HEBE/NMEH) FE (Preface to Mademoisell de Maupin,
1835)), BEXBIHEMEE /R (Baudelaire), HXFE., DHIG
(Mallarmé) MIiF B HMERN A B ERENH ZEEERT
“HERTMEAR” (art for art's sake) NS, HLRWERNE
EREACEENTARATMAENNS, FHIBTERFM b
iR, ROTHEBESAKRD “R2FH” Hie8 L. .

—HEELBEE, HPILHRHEERR, N ES
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oS R BB R T X "(Decadence ) Fi + 35X — A FR i
RBREHPDHEME S B RBHEIE TR — 41T
AN MR ETEE, BREENRCE TSR, &
REBHAN, ACERBREZER, BU2ZET: +AHLEPHK
WSO B R N, RAFEPHBEF/R B9 iF £ B Z 1)

(Les Fleurs du Mal) 1868 R EHMERRE THEEN W
fa k. HERBOTUAER: ZARS “&#4” ®iRExtiL, X
WRAYFEX LA LR EERESHET AR E E X L&
A, MKHBEE X ERBERZRNBHSERET, EEEE
KEBHMAR, BREABREEVNAMEBREETN. KAFEHNAN
A, BAERMRGFRREEEMNTEE, HEKBRARHERE,
H-EBMURE. HEREEBRITHRBEERAZER, LKE
(R EF A Z B (Arthur Rimbaud ) #0308 #) “RENSE
Ef’f’%ﬁ”o%ﬁ’fﬂi)‘(ﬁiﬁﬁ’i‘ﬂﬂiﬁmﬁ:‘f‘ﬁiﬁﬁfﬂTD":"@,

RIRIAE R, T2 1884 SFBIER/ME (MY (J.K.Huys.
mans, ARebours,1884) IREF (Gustave Moreau) KK 4
LE X AEHIXFR A “big K7 (fin de siecle), ERIATHS
PERERTEWH. ERKAFE,

B®IE ik 3 USELES WES (Walter Pater) fEANKE,
WA RAER TR MR ELHER KRBT RY, F3KUWK
EHRREEERTEEANANLER, AEEHENIT LMER “hHE
ARFEER” BHRE SAMSE (LEENRHEY (The Re-
nuaissance, 1873) ML —%E, EEHMEEE XHPEE LR E
YE A7 8 3 (Swinburne) B F Lt &8 A HER K BB HK,
BT ERPE/RME (Oscar Wilde) , TFWi (Arthur Sy-
mons) .i§ #% (Ernest Dowson)f1#;8§:# (Lionel Johnson) f
XS SILTEEFE (Aubrey Beardsley ) % X 41 I,
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AOREBBERERZBRE. ZRARESSIRI RGN
¥, —BAERBRERAET. TREHN/ME GEH - HBEXH
18y (The pictire of Dorton Gray, 1891) , Blas (I5 R ) (salomé,
1893), UAREBRMNFREX NN R BRAES. «

FRERELBE, Hn “TRBIE” (EREEER). #
REPMEBETENE. WHZERSERBOGNERY “BR” ¥
MRS, FENFERFRERNE (W. B. Yeats), 4§
(_T- E. Hulme) #itwgss (T. S. Eliot) g8/, URMTF
“HMIER” ( New Critics ) (R4 TREXEW ., BBERN
HE AR, USRS, UERMEREBMILEER
HEBER, BEXEURREHRHSERERRER, JEATE
“EPR” (Beat) HA. MEK. BE-RBENFERMEE,
PARBREERE - #py (Jean Genet) ffEH B RE, |
EXTK .

Holbrook Lachson, The Eighteen Nineties,1913.

Mario Praz, The Romantic Agony,1933.

William Gaunt, The Aesthetic Adventure, 1945.

A. E. Garter, The Idea of Decadence in French Literature
© 1830—1900, 1958.

Frank Kermode, Romantic Image, 1957.

Enid Starkie, Form Gautier to Eliot, 1960.

Richard Gilman, Decadence; The Strange sze of an
Epithet, 1979.

Affective Fallacy 151218
(EE#FF) £BlEE (W, K. Wimsatt, Jr. ) fil/R
3% #] (Monroe C. Beardsley) f£ 1946 S R R IR F P EHHREB R
6



FREABIEEE ORI R ERE L BR—RFMIFK
RBRERE . XA ERBEE AR R AR Nl TR,
T X PR < W FEP R E AN E L B, HRE R
BATHEAXK, RN “FRIFERFREENIYRTRAEY
FRERR I REXTER TN, RGBSR PLR K
“BRMIE” (objective crivicismy—HF R RLFEE T 15
REHCHRE, MEEREEIVERNRARARBERRY
HHAMER T, BRX—WAKIXTLE— “i & & B 7
(reader-response criticism),“& BB iR ”(I ntentional Fallacy),
$ER. |
Wimsatt and Beardsley, “The Affective Fallacy, ” re-
printed in W K ,Wimsatt, Jr., The Verbal Icon, 1954,
Monroe C. Beardsley, Aesthetics, Problems in the Philo
sophy of Criticism,1958,P. 491 and Chap, 1.

Allegory HE

BER—HCEUUE, EZAY. W, T aEmRM
#13, WRTEN “FE7URAB BB, FEEGLHEE
WA —BHAXHAY. BB, BEAFBEERN,

(1) BREHBES. BHFEHLBSHONDEFTRR
RAR R A S84, B (Dryden) # (WY S5 AHE
3 /RY  (Absalom and Achitophel,1861) B A LERIEEL
Btt, BYRRBRNAETRREAR, BN (X2)
B ) AR AR M R 2 MBA L, (2) WAHE.
HEEMAMRIEMRES, RERY BT EEIEELEA.
RELABE B RUFRE — S BOBRE, MERTN HY 1
5W#EIER MBS (R HEY (Bunyan, The Pilgrim’s

7



Progress, 1678), R RBAF—-MEESHELKPAEIEY, BF
Z W HTR (REEY 8% (Paradise Lost ,Book 11 ) B
BRI )L “REY-RANRAEF 7 HBHN—BES,

MEBRSERTTEUBNAFERALE,. BE. ORREK
ABREHERE S, BRG] RaVX K RE T A DS RE
TR B (KBS REXHERIERB BN,
BHHG. BEHSHBETENELS, SRR RORTH” F
“RERBRT7, BE LB, “RBYE “REB” A\, BB %
HKRE”, “TETA” 0 “LF5” LT RRE TR LIRS
H‘lﬁﬂ"ﬁﬁ?%ﬂ’]ﬁﬁ

AH#IR G —ARES, RAELAAFAITTEAY T

KAk, AARBERAE ML, AL “wlagk”, &

i oL, MR, HARRGK S AL,

— ik, FEFESKBTUERCEERYNEEH ‘B
FR” (allegorical imagery ) W) Fik (Ell}’E?}h%{E’Jﬂé‘?yJ\{—t,
FARI4E WG MBS 1) WRBIRY (RIRMAAY (L Allegro)
1 (URBMIAY (U] Penseroso) (i FF ko Bk A AN B RAX
A\ 2 IR «EFRIER” (Poetic Dicrion) B
HEZHMERR. AMBEE Gray) ) CGEBRIKY (Elegy
Written in a Country Churchyard), {UEE¥ITHRBERE—
EETRZAME R, MAREETNE.

XS Ak okA £ T8 LK,
HIRCT B Y A 154 T R0
Can Honour's veice provoke the silent dust,
Or Flatt’ry sooth the dull cold ear of Death?

BE AR 5 2 BT R A -— R OB T (K B

) RABEHCUAER, KRS MMEE (Spenser) fyE

8



B (AEY (Faerie Queene) MR MMM 58 BRI LB H A
— bk A A iR R R AT (S wifO BB 51 3R iFiE) (Gulliver’s
Travels) =8 (B¥Mh 5HIE 2 Wic)) HEF RGN,
EEZBUNHTE SREERNNWTITE R, Kb, BUE -
¥ (William Collins) i BIE 1715 i5 (GBF A S) (“Ode on the
Poetical Character )iz NEIERE MR, BREHANRX
—XERFEMNERTLT .

BEREPHLRISANNEHE R —FCEER. M6
FETAVEZERERLU “BLE” (dream vision) BUERE
. HPHENRERTAEENZINE S KLY K. ZHAH
FHETH (i), ZEE T KiF (XREFY (Roman de la
Rose), Bk 280 (R KBE/R#rY (Langland, Piers Plowman)),
BB EE (BAY (Everyman) 85 OWEE R &AM, —
Wl BRLERRUBIEABTEMN, W KEH FELE) W%
3 E¥EHN (BB THEYXBH) (Prometheus Unbound),
MK (Hih#E) (Hardy,The Dynasis), LLR i $34E & 36 9] 24
®*kF (Franz Kafka) B 5KB /N,

W& SCERBEA LA E T WERER, eiEd it
HEBSHEAEZKKBRHELNE_ESNABENSE”
(fable ) & 5T il 7+ Ml 47 A MR M3, HRNA LR
PFREFR -AHBLURHEXEBZRLE . BYRAE oI
ME MW7 (beast fable), P EMIYKEE HRENAY L
BEERS. ERARIMIBSHENRFE, WEFIELR
IWAREAN AR, WEERRN. X MRERRT
A “HEBBEEZLUROAZE R Y EE BHT LA M
BATHARE AW FROFHBEER, ot QiEEFARH
1 (Jean de la Fontaine) BB FE iF MUEIKIE, SRR EICER

9



ZiL, 5 Y (Chaucer) § B & 8 & ik WIAHY (The Nun's
Priest’s Tale) BAMSHIVBHHRECRE ~REE. £H
VR MR (Joel Chandler Harris, 1848 —1908)#R & FH BT K
# (Uncle Remus) FIHHFBANFE OEHRBAMECET AL
BEWE. BBY - BHI1940FEREHCYRBEE)James Thur-
ber, Fables of Our Time) R ESHBEEING - BER
B (M) (George Orwell, Animal Farm, 1945) 3834 B
FRERRBYRBEEESHSHREHKE DK,
Bttt ®E (parable) FHREENE, Bl I EMARMML
B AN EE S P OE SR T ENP RN, XEE
BRMEHINEHE, A (RE) BOROREFEE” SR
FEL” X—FBHiR. XBME GEINEED BREEURIE
B R R R :
FRBTRH—ABITHF. 2RHIEBLHE-—HRA
FRH, TAANBRBAIER, BAE—-LHRK, TRKSE
THCEM, REZFLHALABALRHEE FRE, F
it E b - RBRTRapE,” BT @ EHE 2%,
B —H, Ko thvtwie, cEXETRYE, =
DI F L A
TIEHE (exemplum) & & F—AREXHREAR—FH
B ERE, 2R T, s e R XA FEM
CEUETR 5 E ) (The Pardoner’s Tale) B, % ¥ 3%
EY CRBRIFEZR” HBHRXHE—-AREEEFTHE:. =
AFHAE R AFE R BRA—ESTF, GREBATH
HFMu TR, 2EETH N ERERSE” Bl
FHRCERKEBEXHARNDIER., FEETH <A
(Chanticleer) B4 M TRMRBEFEXN L ENEE (Dame

10



Peitelote, the hen) B 1 4B FAE, &0 5OHIEHEEH
BB,

%;}‘,\gg v,

e ¥S3

. &HEE

1 WA (Didacric Literature)s B4 (Symboly, W=
BXE5WMEBYL G (X5 REHMBKER) (nerpretation.
Typologica! ang Allegorcaly,

. XFERIW-8IERR.

C.S.Lewis, The 2liegory of Love, 1936, Chap.2.

Edwin Honig, Darik Conceit;The Making . of Aliegory,
1959.

Angus Fletcher, Afiegbry. The Theory of a Symbolic
Mode, 1464 ,

Rosemund Tuve, Ailegorical Imagery, 1966.

Michael Murrin, The Veil of Allegory, 1968.

GL.R.Owst, Literature and Pulpit in Medieval England
(2nd ed,, 1961)

Altiteration ki3
kPR BT EEMEFRERNEE, BRI RS,
LAEEFNEHERTATETTRENEN, EHRIEN Ly
& altiterntion meter) B, AR SFTNIELBFE, &
Tl “ITIEHB R (caesura) HEVABIEB AWML, EEFHA
HiEEY, liEGHEAIESY, SFE—4, SEEFRE—
PMRIEFVERAEIPER, (FEXFRES, T 219 40T LI
k) —RP U LERIFRIBR T EEH LN, HAEE
PR A S B, BUin. CR R IRED (Piers Plowman) . & B
T HBRKR L) (Sir Gawain and the Green Knight) . (£,
‘ 11




“HEWHM” (srrong -stress meter) ) CRRBIRED £-170
WA FEH 2T L. .
In a sdmer séson. whan s0ft was the sonneses

TR TR OUE R, Ay R T Bl @ SRR,
PIANTmeE i 3L, BIEEAH R M T, KAEERERBR, FLW
B+ P47 (Sonnet X X X) Bk AT “s, th, wkgy:

When to the sessions of sweet silent rhought

I summoned up remembrance of things past,

1 sigh the lack of many a rhing Isought

And with old woes new wail my dear time’s waste,

HibRBMEXREIREH K

&5 8 (consonance) HFESMTNEL . BERANEIECE
A As 4k, M liveds i love,lean—alone,pitte —patter JR & &
1 ?» (W.H.Auden,“O where are you going?’said reader
torider” ) X BRI 2R T F R F. TiAAKFY
ﬁfﬁ‘——‘"ﬁ"f:

"“Out of this house” —said rider to reader,
“Yours never will”—said farer to fearer,
“They' re looking for you”—said hearer to horror,
As he left them there as he left them there,

& 5THE (assonance): M —{THEMANMLUTCENER, £
HEEEETEXIRHMNCTEN. FEBUTHE (FBHE
) (Keats, “Ode on a Grecian Urn™)JF kBT B T H 7
KIS A

Thou stil} unravished bride of qujetness,

T.ou foster child of silence and slow time.

TR BE. AMMATE CGEES) (William Collins, “Ode to Eve-

12



