F AT — = TA IV R OREEERY
—H#H L F A =T S DD THFE

BRROSCETEE, MM TH D Z eRHE L 20, BEL 24
R, DAL THHHPOFREFED TENLR D OORREFED FHR &2 )1 —
TIRELTE T =BT BMEMICH D, RA ST VT ¢ — 7 (Posteritique)
DREMWETHD VKX - 72 VAFIE, T 95 Ll ~o MgE) 23,
FRIZ b AT O R Z PRI Z T AN S TO S BLRZER L.
MAEEORELOLERETS VT + — 7 ORI (The Limits of Critique
2015 ICBVTERLTWVD, #ETFBAROSCEIEE, S 2 5mia
FICHE DR LR N E T2 <725 &0 5 T (B 2 W h#EE)
> TS, RERIZI O &5 it~ DB 2 R A D b SCAIFSE DS H
ERDIEDDORAE, FAT— - TAN ROYMFFEGRD 5 HIZHAMHELS D
DTH%,

BFLHIZ—EW o TBIANERDIFE, 7=V AFOHERIFHIH ORI
WCHELTEHRITTRL, 7Va/ T he—NDIT77x2—xy NT—
7 R EESRLOOH L RfFFOREZHZMLTNDH LS T L
A9, ., RANI VT 4 — 0 %560 FE O (F % 1E new
formalism, affect theory, surface reading 72 &) i&, FALDOPLFEZER ~ D L=
RAPH e U THBEL 2035 b, 2~ 2L 2 AR IR L, Bl
RCHBAEZER L TWD TFEE - UIRFFE 8T XA ST 2 30T
DI THALLRDETICEESTOVWRVHAIREZ TS, L
Mo TARIZ, 72NV AFORBFEZODOEWD Z LIFLTHRN,
EARB~OEBADONRDY E LT, Yaky - /) —ADTCEWRE] (Literary
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Criticism 2017) I BT M ICH O P LHFELL TR E LV, / — R,
7 = )V AF PR RICGLE ORITEER L F T 5 IR M TH T LT,
7 2V AF AP SN TORWH TR MFE A Z X4 AOREZ R LT
WHENLTH D,

IS IZBWT S/ — R, EEOHFIEF M EZ L, ThbaRE
h LT D HIEFERY RG] (critical unconscious) IZ¥ &4 TTW5, Tt
PR L WS AT RT 2 K 51, J—RiF T ot EhfbE & |
EVS 2R =R TIHED 7LV RY v 7 - V=g LY O TBUAKN SRR
(The Political Unconscious) ({Z R X35 SCEWHFE o THESL - SCHRFEFE ] % T
EA L%, TZTEREOHT & L TCRIHIZEVWTWD, /—RIZ L,
BATED [ - SCRFFE) 1E, Ueotb ez o U, BRI m s L4
LHMPRELORNZRE LTET 7 A NP SN, 29 Lic 5Nz
[Bl] (scholarly turn) IZ3CEMFFED S 5 — D DM TH 2 THFE] (eriticism) D
HHEMET L RRERoLES, ZZToM) &id LA YF v —
A TEBAFT) (practical criticism) DJE THEIR L, Hr#ltF (New Criticism)
IZ X o CCEMRITB T DN 72t A D F ik & LTl S vz TS #e
(close reading) D EEZ T, FiTANR, FEOENBEEZRET 2 Z
EHRBRL, XET I AN EZORHENIIFOE &3 5HF - BENER
THDN, TH5 LM, TR OFE (H25WIEHE) & LT,
EEOE S OWFTHGRABFET D2 LN TED L) —RFFRTHDOTH
b, 992 L CHRIETES - SURFER] OFiEENZRILIHE LT
FEEF RTEAL DEREET D, [DRICELET X 12w TR~
FRIEIC KD S i ICHEH P IR o T B 0 SRR, BRE e Ty
Wl iad 2HE 0 ENROOPLIEREZIRY, T 2IET 52 &
i ole, ZoMHRE OoBEEMZ, EEOHFHRTIHEZE LKBOLTND
DTHD, ARE7 2 VAT O R%Z AT T XA LOLRTHA
T <,

T2NVAFORANI VT 4 =7 1A TARRMOHER OB L 722 DI,
RS EE O RBVRE THHHR—N « K- <ol v EZROFHMEY
HEHLeERoEEE 0MmTH D, RN T rOEmITONTIER
HiTwmldZ eitd?, m<E2HMTIFIINNHHTEF Z2H/HLD7 =
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NAXFOFEMREBET DL ERT, TOLTHRERDIEIHITBNT,
TAN KRR DO X YT 0 ALNHEFLERRD, 7 2V AX 28D 0 F ot
FEEEEASHAE S, HUHI OB OMATR B HH & Ao it E RO £ 7L
ERBZTEEHLNIT LI,

VT 4 =7 OfILICfiIET 2 X9 icBbhd K- <v &, [l
HHZ LI DEELRIEHTIRA NI VT 4 — 7 ORENHETHD 7 =
NAFLEES T B2 AFOHIRY X, —RT 2 LERMNSOHIZRZH X
b L, EBET7 2V AFH I BAMRFEOEREL, £ S IChifg
L LA RS XY F o ALHEIME LTHHEIL, 25 Ly
T4 —DREE L TIANROZEZETTCND, LERSTT = VAFOD
AU ZITE S b, K- U U A R EHEAHGGEO JUH
HEBEBTL2HETHY . M5 ik b OBE O FEM: 28 5 AR
B AL L TWEZ Lie b, LALZ S LkEISGERmaitEix, #
T ELTHAME T DRTOMHDBAKFTF L EDLE TN D=2 T VAR L —
ROBEHESERRS Z LT, Z2hEEFRVWES DRWEHIZfi->TL
FoTW3, FHELZITVWA LR T 2 VAFOHH S Z 5 Licit b &R
LLTEY, AV ROAICLTHHEICE S TEFLNTNDITRET,
Bk @iz friabh Ty, e UTARIZ, MEifxRe LT
DOPEFEZ | (“The Critic as Artist”) IZ81F 5 7 A )V KOG &2 FiAE < 2
EC, Tz VAERERLTWE XU T ¢ ZANIFEEBOF VR, 74k
DOHLIFERZ O FEr S AR L2 551152 RT L 5 2ltfFoET V%,
TANRZHEHETOH D TH D,

% < OIRFEREITIF LR UIEER B &S, & 5 IT@EREKE (h#)
COME R ARAT (2B E) OB WD FFICERTH 5, Lizdt- CTHEH
REOHAR, 20 ALRMHOMRENODBMICERL TV HELRE
Wbz Lk, ERICREEREETHD, LELZOEE~OREEL
i, EPDL OB EZLRZ L LELTERNWES S, Ak, #tH~o
WEEARLDD, SbicZhe FFIIMHEE-THL, 20 X 5 22 HitiF
EEOHFVREEZ, K- <2, 7=A% ZLTUAN KOG ZE
LCHEMT 2L 2AELT S,
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Lol & oo F B % A= K<V

TZEME45ER 550 (Essays Upon Epitaphs) \ICRB W T, B VIRFEAT — X T A
BAFICHEG22Z 053, WFEEICOVWTERZTR-TVD,
BSRRB R BT 57 HiX, ol XXM OBEMBAEALIZLT RN TV
ERERDLTHEILRE, TS SOMELERADESY, 12T
BEF. ZOEAHSITONT, ALERLTHEN,

R ZEARDIES 5 D, WS L2 E /20 B3R
HO—4iTH D Z LIFMENZRWA, MEIZS > L HMELEA 5, BB
LEoiE, MPpEZFiHE Vs Zeid, BRITEY FLZTFoMD
(BafR) Rt s 2, T2 Z0BBREMYESE /X, ThBED
flifE 2 B x 7o RE AR R T L 51T D, MASDOEN, LA, HEEZ V-
CHEEL, TN EESFHETOWIZERE, £ L TED X 5 RIBM L7 7l
RETEORBT DM & LT, MHEMESEIET L5150 T
HD, TOTEPHERICOETE L SEMAR NI LTI & 722 5T
Ws e, ODCETEADRESLS, BERLKsTEORDYIT, HiRE LT
OLREIFERENCECHEZRIT 5, ZOFITHK, b LIEFFEDOD D
THLIPPZIT, FRTHD, ZORY T, ERINT ANHERZHES X,
WHLEERGZEFETHHY, TV VT ANERWTES Z O IXHICH PR
TS Siedhd, bl (NMEEHKTH D &0V R E i
IZ) “Pause, Traveller!” &5, FEENRH b HITETH B EH ITH %2
3 &9 REMEEHE T =T AT, TNERE LEEDO oDt
H A0 S TE LW ERE ] (tender fiction) EFERDDd, Eb 50 EE X
EEERBE DR CREIEMBEDO I BIFE LWES S &, BERKHRE T
FTLIERDDTHD,

R— - R <2k, Thi-#k & L CTo A5 (“Autobiography as De-
Facement”) ICBNWT T — AV ADERZHEME, ZOTH I PEZITND
NHHZ X o> THE TG 2 b Tkii= 5] (figure) TH VOV, TD X972
&I tR (figuration) BAMTET 2 212, SEHOHILH ICERDN IS %
720 (disfigured) L Ure, B 522 L & bICiRR O ZoBH 1t
A% R - =% [EKREE) (prosopopeia) & #iHH LTV 5 A, ZAUTED 2N
b DIZEE 5 2 2 2 ATHIZ TR (catachresis) & 72 B X5 215721 (De
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Man, Resistance 44), B3+ 5122 D X 5 RETREMNIC LY, A TR 2
2IFTORNHOERTCLES, DFVHRFTETCLEI VPP XICERELT
LESOTHD, TOREBEZRON, ZOBEHEEOBRIE, 2%V iEk
HEBLTCIRTECLEI LW FEEL, KARLELIESHL, M
JELTLEMERIED D LV ETHD, K- <wridihzHkRoEH
Py R, 25 LicBiEOSH, Thbb AR ki b
DRBEBHMMNT TR LHRETWS, STHIKROFEAEIZZD X 5Tl
T, MARHICHRITHE G 2D L ICE>THEPLHERES>TND &
WHFEEIMELTLESDOTH D,

o X iTigoEEME] X, BREMEOSH, ARLEHES Wz,
LA G EWMICRBR L Zha TR EEX 2 Lo RBE TR bR
ft+23Z L1, LihoTHl 2 IER 20 RNl 48 LTI hzh
Wiz iBikd 2 2 & 2 BIRT REA O TRV, RGN 2EH Sk
SVEEE LR DA, TR - ooV ry w7 - FUXEEFET
2R A GG EFE LI O LA ELER X, SEEE R 7R B RRL A I e AN
RiRE T2 THRFRI OEH SR VIEL M) LTEi,

L ZAMED XS nHRE BT B, (ko s B B oEi
RIBWHRMABEL D 2 D, TNEENTHERO LS ICRDEA S,
Thebb, HEFHERIC L 2 M HRERLE S OHHR, 0L AR
FEED D IR ERESN D L&, WO LAHIE, B
FHROFHSZRKE, TN eBEHT AR ONHIAZES L
5, LPrLaRnbdTitizl e, ThwogEEI X2 dbZ2b TR
ETCLEIL DFEVHHO NHZE] OFBREEZREDROVATZDICEL S
HTHol, I BNETEH LR IT ORICHIFENREGRERIE-TE
D, WRIEWOTHEHIRIELHES, LR TREARERNIL»HH
REFZOFHZLR, HHT 2 BEEFROSIR . 5B RN
REBME. ITRLLMHHOEEEI A~ PRBRNDTH S,

ZNTEACH ZIT S FEAE b 0EHEER < BRI IR IR
D E 2R BRESHM LAY, BHOEEHE~OHR, Thbb
TECHH) b ER, NMARI ELTHEELTLEI DL TH D, TOMAIT
BWTHEHoOEBEE ., TgoEEE L0 b iZifig BIE

—29 —



F AT =+ TAN ROYFFAVEERR — e & ) —7 S OO THEFF

HEBONTVDEEZXDEAH D, THH L A% OBRNFEOTDOEWW X
2, ZNETBREGOERELMEES ZEPREEL R0 TH D,

ZNRNRZ CTHNACO TEEE~DRE ] ThHit, MO ThixH
WKWIRFTECLES I DRDICHERENEET D alma2de, HH O
I3 XTI T TIRRI e —ETH 5, [hglickiid s boidi
U | (“Nothing Fails Like Success”) & S LG L THR—NT - VgV v
IERD & 5Tk~ 5,

Derrida brings to his reader the surprise of a nonbinary, undecidable
logic. Yet comfortable undecidability needs to be surprised by its own
conservatism. My emphasis on the word surprise is designed to counter the
idea that a good deconstruction must constantly put his own enterprise into
question. This is true, but it is not enough. It can lead to a kind of infinite
regress of demystification, in which ever more sophisticated subtleties are

elaborated within an unchanging field of questions. (15)

RS EE R OMVEE NI H 2 BRI, BA TN 25 B 2 HeH
L. &5 2 A O 7 FEARPLE 2 0 B REN: 2 2 & H 3 fh TR il
JEAE L, HEHAITH O SRR E S PE R R IR BI L A, Zhic 2 A
CBIRSFEFHRNLoTLESTWD, BEZDHESE D IE 24 % R
Tz eT, ARIMEZX I ES LT IETOMETAIZ. 25 L THIR
(7R U 2 B ERICHE VR L, BIOBIS Lz & THEMRITEY 2035,
WA H RO R ERET D X9k 5,

TEHECHHN & 20 R4 DIl ThiERVON, Vs
VY EDOE X & LT IHEA (ignorance) D& 2 HE L, Th&o LT+
RAEEEWTEFVETZ L OLEREEHHNTND, DLELS RSN, H
B E 2 O CLUNIZHIHT %,

What the surprise encounter with otherness should do is lay bare some
hint of an ignorance one never knew one had. Much has been made of the

fact that “knowledge” cannot be taken for granted. But perhaps rather than
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simply questioning the nature of knowledge, we should today reevaluate
the static, inert concept we have always had of ignorance. Ignorance, far
more than knowledge, is what can never be taken for granted. If I perceive
my ignorance as a gap in knowledge instead of an imperative that changes
the very nature of what I think I know, then I do not truly experience my
ignorance. The surprise of otherness is that moment when a new form of
ignorance is suddenly activated as an imperative. If the deconstructive
impulse is to retain its vital, subversive power, we must therefore become

ignorant of it again and again. (16)

TEPEAL U7 TSN ofESd, BEREEFRICL A LD THH ) 25, EHEMNIC

AL T DX oo cRiMGmNR TEEM] — R L THRTEDEA
5, THLEE ML TR, ZoTEHME ORifE, §72bbitH s
WODRIZ2RBHAT 2 K5 itk EBM~D%E] 2B UMW Ih
FTILEZE-TORRBRENELIDDOTHDILEAD, WalLVaryy
I% “It is only by forgetting what we know how to do. . . that those thoughts and
that knowledge can go on making accessible to us the surprise of an otherness
we can only encounter in the moment of suddenly discovering we are ignorant
of it” (16) &A#wD1T 5. DX I I b7 d Lic A% 2 =L,
BUOASOEM, EHICESZLZ, AROXIRTIFA—7 &) L7
HEZDIEDTEDIRA S, TNEFMH DR 2 I AN D Z & T,
MtH ) 2 B0 TEDO ERM ~ BT L THH D, WREITHS 7=
NAFORAS7 VT 4 —20F, FROFIRYIZ X - TREE L M i<
HUOEEEZLLOLTODONATHY, ToOATHEHOEBM o
SEHELBTCEHR - moroVaryroEmetiiEzicd s,

MAEOHERE, HplpFHE —VU X - 7oV AF

RARNI VT4 =7 OREBVHETCHD Y X - T2 )VAXL, ZOFEH
17954 —27ORFIORPT, BURORETE O R ICHH 0 5 5 % [ iF
T3, iz L, BEARMEIET 7 A bR FE BRI ZRBLTY
BLELD BEREOMSE| ZEAZEZ AL LTV, *ZOMRLELT
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PFERIE, 77 A NRNbN IR (Fl 23 TA e X —OERER E) 252
EHL, ToEHZHZE IS OMIMERE., HEHOTA—R] &
LCEZT5X51Ek5, FIRNTHD L1, HHFITHd, wxiT
HKER A TS L LTS Mo L— Rid, HAHEOHM L LT L
H 5, ZOHHEM IS Z & THFRHIL, B AR & HJHeH
DOHRV I LN, TNEHEVIRT Z & ClE 7z LT EHE) 2T
FTH5LORRZOTH D, °F 0 RNIZBHAROMITZLMIZ. THHK) Th
5 Z Lt /e B, HAMOMEBIGR L R-oTRY, FERE L CHRALH
RFIA—TEIRET—HEND X572 ->TWVWD, “Who would want to be
associated with the bad smell of the uncritical?” (Felski 8) M5 | & HLH] &
VDT 52 T7 2 VAXRATFLEE 501, BT THEHY) T
HDHZLWLETHHED, HOBICERL, 71 —7 S ZRIEMNIC
HETDHFA =T RIBMELLTLESTVD LWV KNRFEETD
%, °

U ED X577 =V AXOBLRHTIEZ, AROSARIZH S LTRD X S
KEWHZ 52 LbTEDREAS, TRLL, ez TEHEI (GEZOAR)
NEBRIEDHZLITEo T, A OMEEZARLLTLEY, Z
DOFERE L TRRAIZS M OEREI ~E > TW2, #HlommziEk 4
PIERIEIC X o THE A BRDbNUH ITHERNDTH D0, TOH
HWHIRGICHEZ R TR 2H AT, ZoBREEEEZSHIL, LD S L HHK
WHEZ DMHOME e MBERTLIEO5CRDIOTHD, TOXH5RBET
7 2V AFEBAMFE S O F HESEEEEL TLE > T A ER%E
B4 5, 7

ZZETOHEMIIBWTARNIX, 7o VAN THEH O E Bt 2 Tk
hE L LIS R AU DT L, YOS Tik, 7=V AX
DiFFwEA AT — + UA N NOPFEGR & BT 5 Z LT, BARHEE 0
HRFEPSHRITHTRAEERRT 522060 THD, LArLIZLOHIZERNT
ko, 72 VAFETH VT o — 1 g LU 2 BUERE O
MBS E LDoD, ZORBKELTIANROZ/EZETTVD, ThiThH
U CARIZRRETIZRBO T, 72V ZAFBRELLTHWE T AL RO T
TR 1T T, TRRHERENLIZ VT 4 — 1 OREEFET
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ZMmEATHILERL, ZNIREIVTIALNVKERTTIZT 2 VAFDH
MELEIMY L TCWIHEER LD LIThD, E7VAFHEO T
HogHM BT L1, 2o &%l Eﬂfﬁn@n% zZeoTi
HRETHDESLH, LEB-TOEETREELOH Zrizlizw,
Z IO B EAL, ”*@E%m%?%#é7:wx%@%m
Ubﬁﬁﬂﬁ%@kﬁ5®%\ﬁXF%mIﬁ@%%%ﬁ<§ﬁkﬁﬁ%
T, (TTCIRRIZ L S 1) 74 =7 BRO BRI b AR I B2 & <
CeaBERLETHELPIPDOLT, ZoORBAREFREZ BE_0) HR L1
LTLES ZEDRAEHELBERHT L2015 THD, 9 LKA Mk
EFRN RN AREROEENIESRE LT T 2 VAT TE T 0 — ) BET,
ZZTUANRDARRDEFERLTNDS,

Why have nature, the natural, and naturalizing gotten such a bad rap? We
have already touched on one source of inspiration: the figure of the dandy,
whose embrace of artifice and detachment is accompanied by a deep-seated
distaste for anything associated with nature. In the tradition of aestheticism
pioneered by Baudelaire and sustained by Wilde, Huysmans, D’ Annunzio,
and others, the Romantic vision of nature as a spiritual haven and solace is

subject to withering scorn. (71)

HAROBERENBAIZE U2 28X, f5 L oBRRPEFESCH2Z LR
HIZE > TORIETTIRENESNTWEREELZSH, HRLT2EHE~
LTS, KX MEGEEROPE LR Z I LEAMEIZOoFEM
ERITBD, BROBRIE, ThEaFAA—7IfEFLd(L&h?)n=
VERMERPDRENICERZEZ S L T50THD, ZLTCII L
SEK, Ru< v ERNEEZ X5 ¢ — | OFFRIZNMEICEHN L TV 5,
R—=RL—=AD#HLDX51C, FrFs—dFA—7ICAREZRE LS TK
&) OIS D AR 2R T D Z LItk > T 28L& 5.
FHRoTCHE YT 4 —iF, B RAKCLENENE Z Eosnikish
T E LTHLAMEHTOTH D, ZD X5 ICHKIRLS DI
NETAT YT 4T 4 =T EET =ik, R—RL—nHLTHDE
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Fl1aE4&L L, BHOR M v 7 CHELRALHE M AZ Il L, Zh
T D Eo1Ckd, 25 Liciitiimomit, AosE 4 —7
RRRE BROBHZRBEICB SR, X0 T — ) ORERBRET = VA
FIZESTERERDZOPPHAKRER DS, Thbb, X7 0 —I%
P CTHD Z BB L T2 X oo BRMEO Y — £
FENECENT DR ROTH D, ST TRk LIiC, 2okl
) CTH DT LITHET DR, HEAR IR 22 S AE e D T4 — 7 &)
NEFBBMICET 5 Licid, X T4 —DOKAK, Ku~vrERIT
ZOLTHRARDZNBHEI L T DF A =T S~LIR T2 LI
RHDOTHD, °

AR — A A — - UL AR

—RED L, FA—TRRRPOHEMRES, #HFTEEHREMNE LT
BRTDIUANROX T 0 ALF, FkOHHhFERICH>TWD X5
bEbND, ZOZLRBIZAFETERR E L TORFRI BT D KA
FERICERTRNDESL S, ANV NFHCOHROEHR & L ToERIyHt
AEDIMTIRS D A (2 2 TRABHIE B OIMNTHFIET D7k A DERZ R
LCLife L RBENTVD D) 2D & 5 I FEL LTRIFTY
%, “Life! Life! Don’t let us go to life for our fulfilment or our experience. . . . It
is through Art, and through Art only, that we can realize our perfection; through
Art, and through Art only, that we can shield ourselves from the sordid perils of
actual existence” (274).

TDX5IZTANVRE, ZEMfTHFEREHEL TITbh s~ L FR
T5., HRICIHAD Z LIZEMOAEEZR L, ZhEeHEELIUES D
RE~EETLTLES EEZDNDTHD, O LIeho THikRERD
ALEE, FITHR L IFHSITH X2 AlE T DM OEB 2052 e §
Do AN REZNE THEER ) LA TV 2 (“The Critic as Artist” 254),
BT 22 L0 SABER L T AL RASBRRBOD Z DD THEHMR, HIC
RALER 2 ZEMIT P 2, FICHFR M IC X 28 e R0 AlE 2 LB L
T 5, DFEVEMAEREWICT DX, B L ITHOTL L 2 ZE MR OIS
e Ths, "ZDOXH TN FOMTIGHIX, —RT2EMELE
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NMEABREHZREZEVTRY, ZOHRCRNTTZ o VAXFOMHNTREZE v
F4 AL L L BHAELTWS, PEE U4V RolFEHEH
RS S B0, R—RL—A2MEH L L 5 72 THEIREE ©H 1.
CNICANE DM E S 2 B O IEH BRI A O M EZEN R THE O
B EWO BN LRI ETH D, P LB TUA N RIZHRZHRL
G, WA OMRE ST 2ICRD L, ZhET A —TICHR
fELTLEDS, ZHITESITT o VAFHERTR LTt o HEET o BUEE o i
BPIHIRD THA 5,

LLd 5D LN Z oMo F V2RV TAHED L, 20X
ROEEZ0) AR L EBOME AR 2 T 5, HELZVWOIET =V R
FLE[ML OO A—- R TH B, I TCICALLSITFA—T
REARPSHEEZET 5 L5505 10—k, EEOEDR WD BHED L—
K& U Tt oG 23587 5, VA4V R ZOHICRNTT =V A
FLFEBEOHMEREMLTEY, [EifiohbWEs—REAETDZ L
WWR&E D LFRLOD, EMICRIEN:Z M5 2 P b R IC A —
RELTHBILLTYS, “HEIZL— R LTORFMANIRIZLT
EX e THEH ) 2170, Fie A& 5432 LIRRB0NTHHHN, 22
KWW TUA N ROEBIE T 2V AFD X T 40— LR %30
I lichb, $hbb, UANREL— REBY SO EBED
LTI Z T, BHOHBOREMEPHHEHELE S OTH D,

[E]ach mode of criticism is, in its highest development, simply a mood,
and that we are never more true to ourselves than when we are inconsistent
.. .. To know the truth one must imagine myriads of falsehoods. For what
is Truth? In matters of religion, it is simply the opinion that has survived. In
matters of science, it is the ultimate sensation. In matters of art, it is one’s
last mood. (282-83)

M EDTEL BEND X O RHFT. AN ROMIEEHIZHE S OF
WSR2 E TR b D TH D Z L 2HD D, 25 L THFHMHD L—
RBHEIZE AN, —EORREHRF L2 ETE, 72 VAFOERHT
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X9 THHOL—RNBRHALL, BH—0FHEI LR EbRN
595, ZOEICLTIAINRDE YT ¢ XA LREEEHL, #HERREMO 25—

ROSEEAN L BRMET 2R, TR BAEME SRR~ EL LS &T
DERICBNTC, HH ORGSR R A HEODICLTLE S, ML
a5 Z L, Al ZE2 RO ZHFFOBFBILICEIT 20 TH 5,

LixWwx, FuF o —WTHEHD Z2HER L e 3 B, AR IS HERE o B H AL
P, A= RORTICEEDZ Z &, ZhWIER ICHEERHATHD Z &
BENDINETERNVESL D, TAN KBRRAIRT X VT 1 AL
DiEIE, WHIXTAK L TE =0 BRI OB TR IET b5 IEHE I8
R RHERAIEY T D, —HTITAKI LB Lie X 27 ¢ XA
HREM BT D iTid, HROFBICH LD DR, AN v
CRE LR MREZ MR T 20BN H 5, 5T 5 LKoo,
HFAOEEL WS IFHE_OHKI RS CHEAT 21D 2D X, K
DR TE R BB~ L EDFHICBWVT, VAV RIFHLDA M ¥
AAEZH, ZNEBANLT VAN, ThbLEHT 53~ 2HRL D
DBERH D, 2FVMEHEZE LGELT XY T 0 —OHIRY ZFRCF
L., BbEEKHTIHOT A —TENLHTHLERHTLSDZDOTH 5,
WHETHRIMHPHEDOL VT 4 —it L 2T, FA—T7 S OfFANCT
X ik, HYIZH#ETHD, ERUA L NOMFFHIERX. ZoR
FERHEYE D AR D Z & C, fAERZ OB BT 2R E R L
THED,

Bednr2 35 7 2 )V A DMER L C AR AR oBRIZ, FKANBZ O
X O RREEGRAINIE D ITRERII L T AR WHEEEZHE T TS, #HBH
GoNAR 2E8ET 2R, MFOFHIELL T HHOEHME] 25
HEFELRTBEAS, ZHICTHLTIA N ROX YT ¢ AL, #t
A IS ENFZ OB T 282 ERD Z LT, EEERMTOMAN Y X
L%, ORI CEEXEMNES L5 2ELENY XANEERIETHED,

Art is a passion, and, in matters of art, Thought is inevitably coloured by
emotion, and so is fluid rather than fixed, and, depending upon fine moods

and exquisite moments, cannot be narrowed into the rigidity of a scientific
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formula or a theological dogma. (284)

EfR L LTCOMTZIZ, 20 X 9128 S OMFERE il 2 B 0 R 2
LiEBomEth~ L E S, 2ok, e X/ — 20 F 5 THtarE
ik AR T AL T, HUENRDOIEEET 2 LICRDES S,
ZOHSEIZB W T T AN ROMFERIZT TRE VT4 —THHI LER
DTNBEES>THRY, PHFFOHM S 2L EFEO TV o iR, 29
LCHE VT 4 RAIFEHEE OWEBI 28T fikin s, ZDOREE > T 1 —IF,
HH LT ey EROBHORB)T 2R OENET 2L 225,10
D Y HHIEH N ZOBILICB O THLORA, HEHMEEMEE S HFI
BT, UANREHHLAHOEE L HE S DA EREN, 74 —7
ENLELEBRIHTOTH D,

* AFX2019F 12 A M HICHAZ FRZHAS ¥ VXA T TN IcHAT AV R
e EMERRICBITEV VRV ATuw Yy FHOBEL T A — - ALK
OIFRBRFE A AL — - TN RERFOB B ITMFEBEEHL DD TH S,

1 FERE | THfe) &0 9 KBUX, IERTORRZ NIHRER LY Y RY T L0
BA MV aT Y EROMBPELF AT — - TNV R EZFHRICANTW 3,

2 De Man, Rhetoric 74-77. T Z CTHEE L2 T hiE bR nolk, &I
5 X9z, K< rnHiigo R (disfigurement) I & > TEKEL TS O
F, %2R KRB TERVEEORETE RS, EVILL EIEL
LTCLEIVDIRZOREEZIZRACENSETLE S SEOBRAIMKEED
BRETHDENVI LRSS, FI2 IR KOk %S, “The repetitive
erasures by which language performs the erasure of its own positions can be called
disfiguration” (Rhetoric 119).

3 Bl ZE R~y iEmo X 5 ik %, “All language is language about
denomination, that is, a conceptual, figural metaphorical metalanguage. As such,
it partakes of the blindness of metaphor when metaphor literalizes its referential
indetermination into a specific unit of meaning” (4llegories 152-53).

4 MEEEDFIRY: ) 1X. A—)V - U 7 — V3 Freud and Philosophy D T7 1A k|
INIAR, =—=F = ZET 2REZHR L DBICHNERETH D, bW
DB TER] 0 TR ) OB W EIRE DT 2 20 X 5 72t H o S Bl L
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TT=2NARRE, A7 - VY4 v I DIRS ) 4 THFR BT 23H D
S L T2, Sedgwick (123-151) ZZH, Stephen Best and Sharon Marcus I3,
IR IC MESED UL O & @ E L, RS Y NP CTRE L2 < Z 0S4k
D LREOC DT THEHIL, 2@ & 5 7 TREERFE A4 ) (symptomatic reading) O £
R L LT IEWFEAR] (surface reading) Z 427 LTV 5,

7 )V AFIEROD X 5 ITHT S, “Like any other repeated practice, it eases
into the state of second nature, no longer an alien or obtrusive activity but a
recognizable and reassuring rhythm of thought. Critique inhabits us, and we become
habituated to critique” (21).

PEHI SR 5 BIREAS, 0 X 5 ITHUE L CTHEHIEGR 2 R T 2 i RERE 23
HHZ LT, TAFTDFVRDMARTHD, TND I 5 Lic A M@k s
VMO TR I, A O TR R ) AR TR L e v LR &2 A
NEPHTHA5, L LEABILHIC D S BH, ZIUEEILFT A —TIZ,
“Critique” &V 5 7 F YV RAFEDHEEN Iy anW I hbE ok b3 21FT
TdH %, “Crrritique! The word flies off the tongue like a weapon, emitting a rapid
guttural burst of machine-gun-fire. There is ominous cawing staccato of the first and
final consonants, the terse thud of the short repeated vowel, the throaty underground
rumble of the accompanying r. ‘Critique’ sounds unmistakably foreign, in a sexy,
mysterious, pan-European kind of way, conjuring up tableaus of intellectuals
gesturing wildly in smoke-wreathed Parisian cafés and solemn-faced discussions in
seminar rooms in Frankfurt” (Felski 120). # H F AR A & 4 5 #L3E o BE
FZOLiehA—782METZRF TR, HFAZBLIIEDLETLN
STREOSEILEG T2 LT, R/ —AOHEMT 2 L5l
72 bolEBMET2Z &it25, K452 DL MY v 27 |(arhetoric of
againstness) (Z{ifi iV T LA O BRI, B2UHEE D “de-” & “re-” L D REAMMI L,
(% | (eros) £ U b [ ] (agon) ZIBWVWR® B0, T 5 LI HEREOMREIL D
CETHFO - THLINETHY, TATERDINETEHRNE T =NV
FFERT S,

“The negativity of critique is thus transmuted into a halo effect—an aura of rigor
and probity that burnishes its dissident stance with a normative glow” (Felski 8).
5Lkl —hERe, /AR EEFNER ELUTHSHLTHVEE, %
T2 EI v =N - 7—a—iF, DEZELEMI) RN T (A x=axz - F
VINORIADT y B A B ULRPE)ERLMFODLZNEEEHLE DT
T, ERANEZ Y T4 ALORLE L THINTWD, YaF 1t R - NhT—
X, ZFOEORE VT 4 =AM Y XARFHNTY — FEF L TR o7,
EE PR PO KO RMPFREO WML Z, 7 —a— DRk CHt
HHoTND, ZZTAMT—iF, THHEI LW S FEZHAVWRRES, /—
ADFRIICIIT 2 AR 2483200 X 572, HHhE AR Bk
ZTROHFTOH Y F % FH L T D (Butler 212; 232), #HFELFHEMN LT A
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v R ORI OB A OB E 22 MEICB L CTiE, Quintus 2, 7=
WAERBBIT 27~y —Ab, A0 BEERLAAER LA 2572 5705
HEHORA DT, 55 L OEBINRBIREZRET 2 X 5 R |FHOED &5
%3 LT % (Latour 246-47),

Ty —==FNNVNeF UV —ERHT S XS L Tev v EREIFRAAHG DT A
— 7 & ] (Lacoue-Labarthe and Nancy 17) TH %5, HH S 2 H 3 2 MiFE A H
bOHEHMEZ RS & &, iR e L, BEICGERER R IE
LEDT Y I2MFRIIGADERBREIND LO1TRD,

“But wherever we have returned to Life and Nature, our work has always become
vulgar, common, and uninteresting” (“The Decay of Lying” 225).

“Without the critical faculty, there is not artistic creation at all, worthy of the name”
(“The Critic as Artist” 253).

L (7 =2V AXORMLIZHRLY) EEOT AN RO BRERE L OBIRIZ
b oL HMTH D, Bl % 1E McDougall iZ [FIFF AR o 3 2R Gt la 30 1L 3)
D BRI 72 B & ZEIRI RS O R EE RN R R DA A T A L RITHL
HLTWS, 71N ROMEESOBLE DI 2 WD R EFE Lt
LI LT D B & 72 o 72 L U % Elisha Cohn H iR X 9 2k 3,
“Wilde comes closest to grounding the social promise of decorative aesthetic in his
engagements with scientific materialism” (184). Cohn I% & > 7 4 D If- Ay its, 5
B & R AR BRI 2 O BLL M IR L T 2 (195), FEBEH O B H
Bl UTe 7 & v R & REESEEE R OB I DWW Tlid Ferguson 2, &
VT4 AN ERIEEI LD, BB ARD D PN A NS P X LD LT
OO Z LIl Cid Adams 2, 7« 7 MU THIO B BV
Zayhr— Vo ltEBEB EREORBEROM OO —HICBAL Tl
Daston and Galison. 3% LRl % L IR T LCTW0ie (I hlisko) 15
BRIATTE 1 12DV Tl Levine % 2|,

“Yes, from the soul. That is what the highest criticism really is, the record of one’s
own soul” (“The Critic as Artist” 261).

“The aim of art is simply to create a mood” (278). WA I  w /L — X [Reft > SNS
X 2R PORABMMMOGIEL WS HEND b D L5, oL
—NEizkoT, ZORFEBNRIELEZ O S OREN TRV rRZNO
HHEETHD, L LT TIRINEFHEH L EH 3 oW Biicizn T,
Wricia B E BIR T 7202k, Vb rb b T RZE LRI ORI
FEOA<DOTIERLS, —ELA—-RORILITIL bR ETHAE, £ L THH
DHEZEETIDLERDZETTH D, TORIECBWTHEHOEEHME~D 7 =
NVAF, ZLTUANNIZEDERE, HEEE L FR~OHEREL 2513
Thd, EFARIC, 25 LeHiic R Bt E KA~ L nh o5 L o@s, #
AL L7t 24 0k 3 Z Lo N R TR S | LW o eilio B RH &I
BEHPEINTDDOERLRVEOIUETRETHDIZI L HHERLS I,
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15 A=Wy - Vv &7 “Notes on ‘Camp” IZBWVWT, HNWX YT 4 —n b
BREVF4 =L LT X v T ~OBTHICMET B HEEL LTIA VR
DHEZBETFTTVDIMN, FROBRD X501, HWE YT —BBE- s %
B L, Rz v o TBREICB S OF A — 7 S 2 RH LT HFEETH
23576, ZOWREMIMETDZ7AN NE HH) & TFA—7&)
OB OMFEIEZ L DRI B W TRENRIFER LD E XD, YT V& — -
NUYIVDOTITX=NREESBRLURNS, 7V v 7k fibEOEIL
LB ek RliE N EEEDIANRNARE YT 40— %I AT K
v 7 4+ —(queer dandy) & MEA TV 5 (Glick 8),

16 TANKRERBEEMTE LI L T Longxi IZIRD X 5 12k~ 3%, “While the
deconstructive critic takes great pains to pull the text apart by exposing its fissures
or internal inconsistencies, Wilde’s aesthetic critic is much more interested in the
pleasure of the text, the enjoyment of the beautiful” (99).
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