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FIVT - LY ADY v R

ro W T

Ralph Ellison (1914-94) %, 1930 41 |2 = = — 3 — 7 T Langston Hughes %* Richard
Wright & OBV EZFIER 2B L2, 7 93 OB A K% Tuskegee Institute Tf
MO FLRLERRTODH o720 HODOEMBER A0 <5 EARNBFITET RN D
DTH5BHERRD LB, Effi/Nil Invisible Man (1952) &, FHHHCAREREESEO -
Y D EB R B

FEECEBN MBI RO T 7 ZF 2 7@ 212, fERE L To [BUatEo R A3t
DHREINTELDBRETH D, MEEHHZITHESEI<A /) T4 —ERELT
DAL EWEEIIRIT 5 L 3F L7z Irving Howe 235GHE 2 OUF, X 51260 ERLDED T T v
7 X —HRZZY A%, AVAIBEDOLECT VY a7 bR LIz, BEICESTD
Jerry Gafio Watts 25, 77 U #R7 A V) A ALOBERED» S [WODEMEBE] 2M-7-
)= PEHRERTH S L OWHEMZ TS,

TYVAITEY, LVDIFT Ty s - F Y at) XAOSHETRIEBITEL, AWK
DEMF &) EHIOREEZ FIRL 72 AT, =) 2 ¥ OfFamiEohy 5HHICH
LB \ERE U T, FWIREY L REL L TEROESRMEZ RS

[RZ 7% AB] OBEERLE L RS8R L 72FFF Richard Wright's Blues™ (1945)
WCBWTT ) AV, 94 F®OHIE Black Boy D7)V — A% L AREOHTIZ, HSD
BEmEEEICT 50 TNV —AZE BRI A THW 2 3UEER 2 BE&25, £ 2I2H<H
Mgt s b, 7V —R &, A4 LLERMLSNABORE L &%, FHMICRFL &
) ETREHTH L LEIFIC, 2205 [HRERY) ) Y AL] )T & TRBIC
729 EANEHTH S, &) X3R5, FEHBOANEZNOMHPE»VL D
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[75 v 2« R=4] OFEHBCCAHMAES 2 D1, [ 2 ZED 2555 FHUH D
HWADIED, 8T K7 AMILTY2a— VLT hEBVIREL A=V | Thb.) H
OfE LI M IS L &9 &3 28 %, #RUCybhh) BE~ERL2EE, =
VA EZOEROBRKRODHEE Uiz, AOFME, ZhE2B2 0 Rk s % FikE
WZEBT 27NV —2DHEE, 74 FOBEIRIZATZOTH S,

INVRAYHIAPOTN =AM TRTEREEEE, 312 [RAa2wAR] ©
TV—2T =0 T REEHTHL, HOREFHEV T, VA - T—2A BV TD
“What Did I Do to Be so Black and Blue” % Z X 7 { ¢ 50l FOfENE LTEY
%0 T—AA NI Y TZOHEEZ, @Y FERMHOM FERNF T 2B EHETH Y,
HROEHA~THELTY GEY) FAEBT 2013, H#T 2508259 T X a1
HbOMBTH S, BATRKEHS ELIC TAHH] OBREZBV2T21E, E) 26
W72 b OMCTIHT 2 EOMT AL S, HOOBRYMVIEBREN 2D X HIZL
T, T—2A 0704 7ty MrFENERY AL

T—AA MY TOEENHEY)FL2BT L2013, BHFO [RR 0] fF1ED LF
ik, BEREREPLVI IV EEONRKEEEH TS TH L, TOR MR %
Monopolated Light and Power #1725 # ) % % L C 1369 OBk E REWIT L, fFFED
WBAICHE ) ET25E0)TIE, 7—2A Ry 7oL a—54 ¥ 27 L7250 ® “Black
and Blue” %, 5 ROEFWCTHIFICE L2835, 2L, 7—2A B V7D
VYT ANE, BRICHUERORELEZ, TAVIREEROMTE2LE,EL 2 L
NOFEEWRLE Do T—2A MY 7H, MERNLZELORBENS [HREY VA

LSRN 2B ESRDL XD, HRESO [RA2WV] FEIS, EHL VI HO
[HE S VAL SHME] Z2RHEML, BEISFETAZL2ET S IM581),

T A A LACDTERNC BT BT 7 I ART A ) W NOFIERHRE T ) AV HHED KL
KD, BEOMLBD IR TH o7z &) jeihkiz 5 FED, ZTORMERTRIZT S H
LTHbh. HREMT DL, YA/ VT4 =L LTOTA Ty T4 714 =B
LTt [Fim] CIWAETLEIIL, [HLZ L] OFKREEIKT 5, “Roscoe Dunjee
and the American Language” O TI) X Vi, BHRHICI ¥y ¥—0MANgErE
BUICHEADOZ R L THEL LBRZ, 72 WIWERBREZFES D LT 2% 0, [E
BINfEE 25 O 72 BB 2L C2 0B R KROBMS THELLIDE, T7UNRT
AV ANEBOTERICEY, LW EESZORKICH L.

CZIZE) TEEEM] 22, DY AYAET V- REBTEHEICEN S B ve T
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PR A PRI R O TAHS, BN 2 A BEAL S DG & 48 R T IS, 7
W= A FFH L7z BHAICEY, BEZHD DL ERDLIDOETLHILDHE
Do RIEOAAL [HHE] THDHIOFENMEET L0138, ERFHEE ) HEROBED
Thb, BMLEBEENDELEIEZLIILOTELRVHAWRFIC AL 2 GESNE
3, EHEMICRLEL 2270V, L) AVITBRE, [TA)VIBATHLENRH) T L
i, 5w HIMYENIHT B EEN A HOH R BELT D] OTH A,

TN —ADERBT B & EMTINE, IR AR 2 BR3 5 250 228 % 55 O
bo TN AYORGEIIE, HBIZBWTT XY DERE TV —RERZ L, REWHEG L
FERFWHIEL ORI E RPN RERE R IS AL T 2 ) 2 ORMIL, [HE
RoWE] WHEL V) L) SEBEWEMRTH Y, BEOXMIZX > TiEENz—D20D
FEWIRIRIZ I LS5 & E, BRINBEELRXVIZBWTHRLTWS, [RIEE
T TFEL L0, HICRADVPELEZHM L CRiET2HNTH 20 B 21 &b
MELENZROE L TZEILHBATIEHT T H L2072, 2TV AYDOT
W—AMFELAL, [FEEH - BUEMIERE W) T A AXRKROHBEFHE LT T LT L
fE, BROEETLHC] & —HMLT 2.7

HTY D RAY— o F =T ANTRIGODETILEY T - NV R TR RGO T I —
A - ¥ A —O— A\ Jimmy Rushing TH 5. ZOEFHIE, #HEHRAOFNSEFT N,
Wy D IR AT S 72 BAR S OINIZERZAAMR DD 0, Do/ kE &
EDBF I THRIEERDEDIET IV AORNERERE 5720 LA L, £9 LzBRA% @R
TOLERNLAREEORELZ, Ty v 7o [ICAUERN 7% (poignantly lyrical) | 712
L) A0E, TV—ADOREZRD X HIZE T,

The blues is an art of ambiguity, an assertion of the irrepressibly human over all
circumstance, whether created by others or by one’s own human failings. They are the
only consistent art in the United States which constantly remind us of our limitations

while encouraging us to see how far we can actually go.”

TN —ZAFMELEOZEMTH Y, RAZRYVBR L) ETHAMELZEHET L, T2 A
ROV~ D EEEXNTH L L ) XV idaw L b. WA ZEBRT 2 AR REE~D
FBiE, [RRAZWARM] ORKIFTH IS CERERT Y H 5, EiHE0BEEZ < <D
PUTRAAIRD S BB 2550 T35 9o [RoMFIMEOWREME L L7z 7253
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WEH)—FNTHaB, THIRESE REAEBITHY, ARIEZERDIMIDL 2
FANBRETIEZVD?E] (IM576) T v Y v 7 OWFED [HRADKITIRZR T 506
ERETH LI, Th—ALE, REBHBINEDABEO 7O Y T4 7D TH b,

IT

IVAVIZE S TTN—RA LT ¥ A%, [LFEEKNAE: (a communal experience) ], 3
bbb, A—=r A7 LEBEREDORENHEEHOMRTH L, 7 78~ - V71
DY Y AR—=NRLHND T v ¥ v T ORF %, KEED/NEG AT o T 72 DR R
RBET LTV AL, 3I2=2T4 —DNOWFRZE T v Xk, BRIXLFRICIET S
[EZOHE] SfEDT, ¥y AR—VERLTV—ARTF%2, KRWEIEO R
VTho

It was when Jimmy’s voice began to soar with the spirit of the blues that the dancers —
and the musicians — achieved that feeling of communion which was the true meaning
of the public jazz dance. The blues, the singer, the band and the dancers formed the
vital whole of jazz as an institutional form, and even today neither part is quite complete

without the rest. ¢

TN —=ADHIZD o> TRIT 285, WFLNY FEF o — L 2R L THEA
BRI, ) A VIO AREME2 AR D,

COMBH—RLIZ, TUVARAYHHET AN TOY Ty —FRICAHTIELTH 5,
7IAvak, TIZVARTAVAANDT V=R, T—J—=Vx X, AE)F2TIVAI
&, BORAHIE CHEE T 2B T, SMAPERIIBZAT L, 77X 3BT
WF, FrUARN, FUH—oMEEITENE, FLEFZ 5 “palmada” LIFIEN S
LR TN L RNTo 2V R VE, TOKAEKEZT A AHEONST ) v 7 - Tx XY
VATEVIETFONE YL - by va vIZHER, E512%, HEBRBEOREERETS
T IAYADEVDOTZ, VNN X MEEOXRDHEN LU DT “Amen!” O
ARESZWEL D, HETRA LLIRER2T7IA VLI YR, [FTEIIT AV IR
4 (a democratic rivalry) | Z BT 2 REOEM 2D TH 5"

RELY V- L OMEAEMOWIE, 728 21 ETF—H v 7 AFE#H Lester Young DI
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FICBEEHICERA LN S,

I wish jazz were played more for dancing. I have a lot of fun playing for dances because
I like to dance, too. The rhythm of the dancers comes back to you when you’re playing.
When you’re playing for dancing, it all adds up to playing the right tempo. After three
or four tempos, you find the tempos they like. What they like changes from dance date
to dance date. (Shapiro and Hentoff 267)

VX AXTVADY — RN — ABALICHE D R 1L, HERARZREMTH S &) KR
BRI, [NEICHETLE I EEHER2XMIITERVY, KAy v 7EE5
CEImEIEAS] 2k, FNIESESE S (“While a complete mastery of life is mere
illusion, the real secret of the game is to make life swing.”)® W% LT 22 L h D4 F
N2 AIEMMEZ, ¥ v XOBEINEBIZHTLEFTL LI

YA, ANHEREDOBE L ) X &S %, Duke Ellington ® 277 4 ¥ 712
AT TV PR F 7 IR - YT A DAT—F =X - F—VITKFH L7z, 1) 2
i, BWEEIREBO LN FAS Y FORT, B0 b RLETPEO—A
oleo FTa—2r (28R OFBRIHELLTY ¥ Y, REMOEEIIL VAL
L=y ar®52505 9oy Fe) XL0ERE] #8& Bz, 225 77VART
AN A EROERNEEZ T = VOB L - T, Hihc0E88HA 220k
WX, T Y EEORBENED BEED T X 1) TSR FHE 2 EZTE Rdo 7201,
Ea—1) vy 7 —BERBAPEELIHAL I LICEHMEN. 1) ¥ b VICERIHES
HzoNhhho i, 77V ARTHAEILITMEZ, TOEENHEVIC [T AU
W] ThHoZedHEET Y AV IEHRD. T A HLFEH1820 4T T — 1 v 3h 5 04l
Ao 7o &P HRIIZ, 20 AR A T ETORERERICB VT, [7 XY #19] 1
BMEIIE RNV Y —T 4 F— LA ENTz [BHHEAANIL DT ERVOITH
Gl TP RV NYAR Y MOBIETT AVAIMEZDY TV - A V¥ —F&—
FITAH L7z,

IV AVIE, T A A SACHERBUAIZEAT LT, D & EEDIA & Y RA %2 B L
TRREEZFEEIL, [TAVAIN] THEHILOBEKREZM ). WG HIE, 77—
YavHTEMOBEWE NS, WTLENITONLIBEHAEOAT vy 72 EML TIE, £
WCHEROWN T2 Lz I —ay vo3xfbkklid, 779 #1IEEZ D A4 DITE)IC
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Lo TEREEZ, TAVIMLEIN2OTH S, 1THEEWGHDPEL TEERER O
ATy TEBOYECRDICHULHAEZ, BALZBLIERED) THOMVERLTWAE W)
bIFTH5.” 22 THEDHRZ BT 2 MFOR Y 13, £ HIZEgIcms ) &R
BWISGHAITH O, S S T S IRA IR E DT AMNMEOXBITH 5, He
B, WGEPHBORD D ICFIIL T2 DTH LIS, 7 A HOEHET L H
HiE, TRRIEEZETEMSINL, TV A XOT ¥ X - Th—Xgmld, Mak%x 7 A
AP EALEERBEZEDOYA A —ITEDT, AANERFERESZBPOMET %,
G-y SALDIEREM EIZH LT A ) ADPEELRH L ED—2LTH01%, WL Z0
THRICESTH 253N T 7 ) AOFEBETHY, HEEEEE T 70 A Y - ¥ ZAOH
ERTAVH Y - ANVFTTT4—DFERER 572D, ZORYTH %,

FEIS, TRV VIS T T 0 20 HH RO ARk L2 HEROERIE, &
DbiF=a—F—) Y ATAREHL, WEk-b2BT Lz, AADMETIK 7 Lt —
WASHE S, WUR B BE I 2\ RO 72 B S TE PR B 2 v S 7% LR, 7 K —
WREBEROIAT 2NN AN MEADOY—F 27 - N FRT TR Ny FERBESE
720 THLTHMELIZY v XL, 1920 NIV A - T—L A B Y FIZEoTESY =
AT = bNO#EAEERTF, YTANF ¥ —THY)OOEFENT T 7 v Fry W Feik
% (Ostendorf 119)s 7—2A R bT Y ZOFE S F-EHREEOIMTHY, ZOMT»
ARy MHBELAMEO Y v X - TV —R - x4 R, LR ORMTH 5o

IVAVFLY) Y P URT =LA MO YT, BEOTAVAY - Vi v H Y A% R
EEAD TYYMUVAERTIOKRIZEELTY—V2id, TOVXYIXOEFER2T X)) A

DR MR,

How many generations of Americans, white and black, wooed their wives and had the
ceremonial moments of their high school and college days memorialized by Ellington’s
tunes? And to how many thousands has he defined what it should mean to be young and
alive and American? Yes, and to how many has he given a sense of personal elegance
and style? A sense of possibility? And who, seeing and hearing Ellington and his
marvelous band, hasn’t been moved to wonder at the mysterious, unanalyzed character

of the Negro American, and at the white American’s inescapable Negro-ness? 1V

CTWREND Y ¥ b YR KOBIIE, BAELET XD M2 HFFEE TH S 9.
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SALDHKNE R B S DIIAAEL 29, MW ZMHEMEHOL 2T, 7TAVHIEAAD T2/
IR EZH O THLHEEER, =) ¥ M OERIEIEEILT 5, T A VI,
BEBRTHOTZY v MRV ROB S, [HiasErL S]] LRI 2, 20
LR, HEOBEROIK» HBL TV — AW, #Hiar S, #RI TR & Hlryig & %=
FIHEZ G- 2 72, EHMEBINICHR S 50 =27 Y RAERAF AV EZRDTz [HORE
Wil ORRFERS, TV A YIABBRRDO A5 7 7 —% kA EDLDTH D, T ¥k
YOERE, HROBFIH L THCRERL L) L T2 H0RITHY, 72 714
DRJJPWIME, SRMEORE) S 5 ZWWRRTICER ST 5. TORIEN R EIE® 212
IYAE, [7A) AHEEHRTHMEAGHIINS 27#S] 272—2 - 1) ¥ b
SZHRBL 7

I A YD RHMIZ, ReloiJones (Amiri Baraka) @7 7 1) AR 7 A ) 7 H L AR E
%Y Va—vARIY Y I VIZOWT, v Z - VX ANV EE [BELARIALZY
D fHDOLREIRNEER ST WHIREAEHL LSS, 77 2 ROFTEER
% [HolRw] A5 A4V ERETHE S5 ERRITEME, A1 07 - Vv XK
LEBDBHEETHL, Va—rRZihuE, Vx AOWKICH 5 70— ZARflis & 13,
[TIEAL] 7 B ek 2 2 BAKRED SES, (EMNEBALZEeIETHEL e v
VEREEBATRIZLE ) ETHLHOHRE] Thb, EF Y - IYx ADENy =7
Bix, Y XRFEON [5HE] REICHESE, 720 h FRALOIMIFI SR Lz &
WA DIFTHS (Jones 142, 181), ¥V 3 — ¥ AOEHEHRIZE DO THERIN LA S, Y R
&, TN—=A%A TARF—WICH L2 T e 2 DI ofUb ) ICHEEZ IR 12
HLWE LT, TORBEERNBUATEY L 72,

ENy TORBL L BIZF VADEBRPRI 5L THIYALE, EFY - VX XD
WITEAZHE U TN 2 5 720 B O 2 BUARIISIRINML L 72 €Ny k=72 51%, 72508
R, PRVHIR T REDDEE e IVA ML ILVOERKEGIC Y F —
TAF—O&REE [7 =] T 2 B3O OFGEDOWE LS, BNy =0T —
AANB Y TOEHIG 2 [Ty Al OLy TV, BHOE%EZ [AfE] ©
MEICRICTAMADRTE Ho7ze TYAYROLARIULE, 728 25 S NARRBEER i)
S TR E YRS, oMM 2HRLA2ICRZ TS, R TZOLMRY A
BEOMET 2 [EROy 728 — | HefbiE, Thid#Hizzh (o8 —54 v x>
M ELTEARTKICHINENSL Z LIH 5,

YNy TOEER) T — FH#EATR ) X 2 ORM5ML, o Kz, hiIcElshs A
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2=V VY VIRESIERTE L WERZEARZ ) LT 2HLOMETHLI L
%, TYAVIIHHET 5, Charlie Parker (= “Bird") ORIEIZ, ABEVWHEOTHZ LK
T35 [HOWE| ORERRMZEX L 52 L12h, TRIEWSH,ATH S, M), 7—
LAAMB Y ZIZE o TIZH L [RE] 12T EhholBbN 7+ —< Y AD 5, G
DB E D & L2 3—h — ORI, =) A VIEEENER % 272" Horace A.
Porter DEELZMEY 2% 5, 7T—AA Ma Y7 OELWGIRY Z 1m0 L X 95 & L THiR
L7zFx =)= RN=F—0OF%, TVALEI[TY7V - bAOET U HTH] LR
72D TdH% (Porter46),

ZZT, [RxBwAR] Off) FOFIBNMRXOLEZFREL 2w, H— A2
1T L7 RO DM AS LA L TEB) L Lkho7] SLREBMNTHL (IM
33)o ENw =7z b 3%, T— AR MY T OFERMEME BN EIRY & 2RI L-HE
AT ETY A, —EOFRICBW T T —AA ey R, HEEREAO [k %
ZMOBNIFDHIZ ) v 7 ALY —IZHAL TS, MVHZEOT A) ATIE, »OTAF) AT
MEDH L 7P RSHEDS LR B BE RS Z T AN/ IC B HE L, 7= AR Y 7w
IR, BILEECTIT [ERRERKRMEL B OBICA Y AAR], HEBL TR
BEALLRDOTH B

Zb%d, AF) AKEORBUYGERT 2HEIAD [ > F 4 7] OEETKZ b
CEBICRM A RELTER, TAYARROBELLCD [MKE] oEE L TEREZRD
BEBATE, BRELTDOTAT YT ATA—DESHED, 72U I DODIF72IR
ZED SRV L TTVAYIRT A A%, [Riiz272Ya——7boH (a
land of masking jokers) | £ %D F %, [T AV WAL T A IR A, Fhit
oo THBIWENZ W 0% ] O0THY, REERERO [T & (3% & ook
72b2IOTME, VAV [Va—2r] LIRS T—aA burroElttid, 7
AVANTAT VT4 T4 —OFRWAY 7 7—TdVY, BEERME O 72 RIMICIE 2 %
57\

TAY A OEL W RIENE, (R 2E T2 EROH CEEEBHT 5 EHT
Y, TN, SHEZBECCHRIZVCAREZAER TS Vv AOMBEMICLEELN
%o Paul Allen Anderson D¥EHi$ 5 L B, MG HMERICTIT L SN REZEES =
ALERIZHD L)AL, VXY REBIXVFALARTH T Y ADORE LTTIERL,
SOFHICHEPT BN ERZ 20 T AT DY ¥ ADFEFEH, L (discipline and
artifice) OHLOEZ RIS 2L CTH % (Anderson 92) . Fifkd > v H—I1ZLTH v H—
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THYHABT—LA MO YTY, TAUIANOBCHRIZEZ DL KOEENZ, 1) A ViF
KD X HITFED,

Here’s a dramatic instance: In 1929 Louis Armstrong had been playing in Kansas City
and when he came down to Oklahoma City the bandstand in our segregated dance
hall was suddenly filled with white women. They were wild for his music and nothing
like that had ever happened in our town before. His music was our music but they
saw it as theirs too, and were willing to break the law to get to it. So you could see that
Armstrong’s music was affecting attitudes and values that had no immediate relationship

toit. (Graham and Singh 314)

NFEEEEI NI Y AR = VICAHADPEEIL, V& - 7uvBoloh/zBEivRdes
D, 7T—2A Y 7OBYET [HFREF VAL EHE] &, FSCAMOTES S
TAvIRAI AT —va Y ERBET PR EMTH o720 LMD AT 2 B2
EMETLTEY LIFeT7— 22 ey FoERIL, T) A VEHANT 7 a LT
DEWDI) % AT=DTH %,

III

EREBRT A A ADY) BT VX AMT 7Y a vid, BEOMERNEATHLY v 4 -
v a VIZBWTRY & HRICERT A5 2 &%, T A Vi Charlie Christian il i
o REZ— 1+ Fy FYVAERRTHRIYZ WD 724 7 I AT WHDOF ¥ —V— - 7Y A
FxY o, TVAVIIVY A - XY —OREELET D, 7V AF Y Y OEVEE HITIC
MBI AL, ZOEROFEEL 7 SF< - VT4 DATLEICWS, EHOFS ) A
NCY U A= ENVEYVPTFF v —1) =1, RPFTRXEZADNREIITHA
X &S T, LI — FEEELCEGRRERVZ, 70 AF v v OflERE, &
WRILIERIR IS B 72 A 5 ACHE L, BAOKERZ KIS 55 % £ AN HEIRITO,
ZFOHPE, TIVIRTAVIANDT +—2 - T4 4 A%, HHOFEITKD EHY
BETL7H L7225, MBRADGEHESR L VI U EONEEZ EORho7F
7=, WIFZEROEREMZ, TLV7 ba=y s« 7y 7 TEROBBELEIET 22 &
T, Vua#HL LToONEF Y —»o5l&H LA, ¥4—-1F, Fx—)—- TV AF v
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Lo T [VX X - T+ REFHALI] OTH D,

1940 FERICTZ VAF X VR IGOETDEI XY AR V726D, =a—3—27 - U ¥
V118 THD Y ¥ X~ 5 7, Minton’s Playhouse Tt ) JiF 72k 9%V x4 - kv ¥ a
NI A E, EHOWNIZH o TEBIEY) ¥V Y AOWE M FMEZ A7z HOTY v X
MR L, RSP T 2 B SHIRED S E T D,

There is in this a cruel contradiction implicit in the art form itself, for true jazz is an
art of individual assertion within and against the group. Each true jazz moment (as
distinct from the uninspired commercial performance) springs from a contest in which
each artist challenges all the rest; each solo flight, or improvisation, represents (like the
successive canvases of a painter) a definition of his identity as individual, as member of
the collectivity and as a link in the chain of tradition. Thus, because jazz finds its very
life in an endless improvisation upon traditional materials, the jazzman must lose his

identity even as he finds it. 1

BEABBLESRL Yvb -y ya otk oTHSCRAL, EThEy, 3
RS RER SRV, KIEHZ OB X GO T, MEOME & 2 REHITED
BOEIHEIEN, BAOEDLTATVTATA—OFRAZL LD, VXA yD [HD
THTI—] LY RAYDPIERZ OBBSIZBWTUE, BEORNEANOLEITFFINT,
EIRE VR EHERTIE RV, TOEMIE, HOWLAIANRT 7=y 7, TATAT,
MR, 7L—=V 7, YXIHN - 88 = URARIIER SN [HizZwy »
RKITL] LT TH b,

Dy AORHELEEIE, HHE)AEVEHLELZRAEDO [ M2 WIS IRE (the
ceaseless warfare for mastery and recognition) | (216 50" T A ¥ A3Y ¥ XM O
BAZHMET MBI 0 4 A — 1%, FEHEMEEEE LT 5, [EA7HIE, ERbO
WA LRDDLRE, ERLLOEFEITINE, TNDHEARLLEDOLH L H50O/M
D7D ] EFEBEY 7 by AT RBRELLW (2—F = 85), TIT [#kF] &1,
HRF Y 7O "Agon” (=@ W), Tabb [HEHE - FAOBEOR R =l
DEFHROER] 2D CHEMEEET S (V=T 52,105) HYDIELRELEH)HHR
FZLTOWLHARICZY AYHRODLDIE, O [7T—2 ] 138U BHA R ViSO R
Thbo [HADRRICHBOLAN D2 L31UE, T, BEOKMEOZHIZEATL
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BRI L ER SRR 2 £/ XL, AFER L2509 19% ) (agonistic effort) %
BT LICHD] LBRBEBYTH LY IV b X - TLANY AR V72 &
) %Y v AORIEMER, KEBRZ ISR S N2 W & OB S 50 [AH
B BEEE 7B DR TR O S — Y AV TAAEGREIHA TWZRIZ, 151k
ZIEY, RICEROFEROWOALL Y, FF7 Y FTARAT =T YN, A5)TA
RTTYAN, FAYARRVF=N, DWTIEHANIE o THEBBICL TR E R 2
Ty FE, HLOY Y X ASAVITERSET0 0L LY =) 2 viE, Sk
CEEIDHET BT v XDV EENS, AMHHEZALOTH 5,

[RAZZBWAM] OFFY) Fr=2—3—7 O EICMEIGET7 + — 27 7 A, Peter
Wheatstraw 13, 3 & LR EFEOREN LICHBONEL Ho b, 720%4% “Devil's
only son-inlaw” & b &S IO ANWEEDOFERIZIE, “Peetie Wheatstraw™ DR THIS
N % William Bunch DfEEDH %, [BEOFZMOET ] ZAML T, 30 FLITLY b -
NWAATHERLIZT V=R - =0 —=Thb, TOE—T 4 — K4 —FRAFT=%
9 “Crazy With the Blues” 12, 7z& 21 3RO—Hinsdh %, “I went downtown this morning
/ with my hat on upside down. / The people looked at me / like they thought I was a country
clown.” 2B REHMa Y77 A M poHb, TVAYOER LY =5 — k14 —bZ ]
T =33, MEJJ MBS F I 2 AL DR H 2 W 085 2 & W35 & L5 Thomas F.
Marvin Dffi§ 2 B0, =5 —i3 [MWEHO 7+ — 7 HHBEILEHO A b Y — FE9A
HEERPELD, AFEHEE) TV—AMVYF] L5 25 (Marvin 593) .

Emg A — b2 b O OBBOMIE, T LA S AT B0 [#5
| Thrb, BEETHZEEET 21300 ToMEEZER L) & LIt REH 2B X D
D, RIEE % LTS5 —— “This here’s one of them good ole downhill streets. I can coast
a while and won’t be worn out at the end of the day. Damn if I'm-a let ’em run me into my
grave.” (IM175) ¥ —% —OAHOKEMMEBLIS 2 BERIN 7V — A PEIE, B S hubel)
TEEOEFEGFREZEHOE L) LI AAENERZRIRLE ). T Aok L7z [TEE
DFMOLF | 1X, TAVAID [HORT] THH b,

[7AY OB ZHRNEE L EHIIHC] LVIHIZVRAVORFEERTLH 2
T, [RAZVAR] OFFE) FICRYBCHXOEFIL, S HIRBNTD 5. FRIGE
& L THASERBEFBISHENIA & 72HE, WEDLOBIZEARDOKIZEHE T S,

“Son, after I'm gone I want you to keep up the good fight. I never told you, but our life is
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a war and I have been a traitor all my born days, a spy in the enemy’s country ever since
I give up my gun back in the Reconstruction. Live with your head in the lion’s mouth.
I want you to overcome ’em with yeses, undermine ’em with grins, agree ’em to death
and destruction, let ’em swoller you till they vomit or bust wide open. . . . Learn it to the

younguns.” (IM 16)

—EEREGESELCOMBOMBED, FAROEOHOPEIZREINEEFLL, H
KDFET 5 Yes” OHEBENHE R LMY ODEITHVDIE, HEOIFAZBANTR [H#H112
Enk, FLoWEL | (“Swing Low, Sweet Chariot”) A%, " HDEKZ W 5 D28
%o MEINIZZFYAINY VI EESTHT v OM%E D STIHHEFOWFEIZ, W)L
H-bEALEER, ZOMOZHL RSN TRENCE WL ERKICADZ, L I[FK
2, FNFUET A A ORBIBEFRICELT, BHN~NORCEZO ST [T k]
DY TFNVELTENPERELAZZEEBICAOSNS, BATRIHBE S OFHRIC, Dk
TN ZEESELWEEZRL LD X2, MRBGEOM RIS [ 2]
&, BOOARMEE EROFEHFEAN L3208 REHEETH L, [AFOBINn4
KMIALICHED ST, REFHRWBBOBENGEEZBLTH 2, 20 [RY] &
FAT Ll 5o

7 A S ORFERWHEMEDS, BEOCHASFESNARRBRRTH S L), [R
2BV OFF) F@EXASHZ TS [HEOEE] 13, ) AXITE > TOXFW
i TbdH b, 7TAY AL WH)EFIE, MTOLE-% [HH O (the Liberty Bell)
WAL 2 OUDMERT 2 5912, REERWA /L APSMMATHEELZZZON SIS
[BUAMZ T V] THH LT ) AV IEH R0 B FEGHROLERILE & KO F RN &
LA, WG QR Z L, BEOHIZ O WIC REERERE O T ER 2 81
Wia L7z AAEBRTRSDRE ELLEN L d, [AFTERIET A ANEFEOR
MBS L L 7] OTH DY

ITYAVICE > TXFOHROEIEER, COBLEHXREZ BN 2275
(imaginative symbolic action) | 122 % X4, AR OLZHM L — kL 2 Eifb s 5

CH b 5V IUE, BROEHNL 2 ) BROEIICHL CREEHZOHEE
HEL, HRYBLCENEHAESERITIEATH L, BEDOHZIL, 72 HHE0
HUR#EZ X PEMETH Y, Thid [BEZRNZRL, ALFEOEL E LA VT YD

HIEEICDB D EX, SFMOHza AT =+ 7Y A= (BZ) (ST
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#1 LT RE% S 5w [RA VAR OfF) F25, #Ro [ C¥Ts shi
(R0 ] ZZ0#<CEHIC, =) 2A2E, BECHLTHEZEEL, HRORREVE
DESBALT 2 2 L 2ER O & L7,

IYAVIZE o THEREEFIRI, ZHLAVIZBWTaIIa=sr— 1925 AMD
BN T2EENTHETHD, Ta—2r - T Y b OFRNEBL 7288 7%
HEPE DS, 0TS 2 UGN RBAT 2 & WIHE 22 W7 % 2 37 “A Very Stern
Discipline” (1967) TIV A2 i, HGFHL XV TAMIRZHET S L2, LFEOF
SWAEN DB L U7z (754). [ Uamsiix, 1982 4EMo [H2 2w AR 7302
i A

While fiction is but a form of symbolic action, a mere game of “as if,” therein lies its true
function and its potential for effecting change. For at its most serious, just as is true of
politics at its best, it is a thrust toward a human ideal. And it approaches that ideal by
a subtle process of negating the world of things as given in favor of a complex of man-

made positives. (IM xx)

HEORFEERDPHEICRGAOTZENGET L L, REFEROEMWY V1V a V]
BB THICTE L, Bl BRI, REEROBMMEZIRL CRE —E—ET 5
HETFEPR, [HLOE (araftof hope) | DO TH %,

I A UL, B AR, HOTESPOPICAEETHAH ) L, ENHNE R
HETHD I LITRL EBWVEE BV, BEOLCHAREKISFEL2EH (covenant) &
bV REEDOERRI, BEZTATH D LRI, BIELARLIZL o THiZ T4KD
H2@AE s, WHRECHD ZRBEATLH 5, [HEE LFEERT 2 ® Lihxb
LB, HEOBMPLEIROBIZEIC L > T T S L &, LFEIRIEI|IVIESRL
ezt s, MICRADPTVHEECRZ E) A EHE R T,

AN DORKEMW L EAIHAODOFREHRAT LI LICL ST, Ar50RNE BT 5L
FWERL, (73— LLTOYVY XOEMIIELRYEH . [HIMAMEZHBL Tk
BBALE LTI LOLVWEELRIEFZROKI] 2, =Y AVIZEO Y ¥ AEEHIZ
R A BN AR SR RMATBIIHFRLERI, T AT CRTHEE
HRBUEEES LB A L),
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