On Never Let Me Go
᳸The Abyss beneath Our Illusory Sense of Connection with the World᳸
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ࡋ࡚ࡲࡵ࡚グ㍕ࡍࡿࠋ
The fact was, I suppose, there were powerful tides tugging us apart by then, and it only needed something
like that to finish the task. If we’d understood that back then – who knows? – maybe we’d have kept a
tighter hold of one another. 1

       ——Kathy, in Never Let Me Go
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➨㸯㒊 Hailsham, Cottages, and Norfolk


㸯 Part One (Chapter One㸫Chapter Nine)
“My name is Kathy H. I’m thirty-one years old, and I’ve been a carer now for over eleven years.” (Ch.1 p.3)
࠸࠺ேබࡢ⮬ᕫ⤂࡛ࠊ≀ㄒࡣጞࡲࡿࠋ⥆࠸࡚ࠊ
ࠕㆤேࠖ㸱ᖺ┠ᢸᙜࡋࡓ୍ேࡢ ‘donor’ 
ࡲࡘࢃࡿ࢚ࣆࢯ࣮ࢻࢆࠊ࢟ࣕࢩ࣮ࡣࡇ࠺ㄒࡿ㸸
Sometimes he’d make me say things over and over; things I’d told him only the day before, he’d ask about
like I’d never told him….At first I thought this was just the drugs, but then I realised his mind was clear
enough. What he wanted was not just to hear about Hailsham, but to remember Hailsham, just like it had
been his own childhood. He knew he was close to completing and so that’s what he was doing: getting me
to describe things to him, so they’d really sink in, so that maybe during those sleepless nights, with the
drugs and the pain and the exhaustion, the line would blur between what were my memories and what
were his. That was when I first understood, really understood, just how lucky we’d been – Tommy, Ruth,
me, all the rest of us. (Ch.1 pp.5-6)
ࠕグ᠈ࠖࠕᏑᅾࠖ࠸࠺ࢩࢢࣟసရ࠾㥆ᰁࡳࡢࣔࢸ࣮ࣇࡀࠊṈฎ࡛᪩ࡃࡶᥦ♧ࡉࢀ࡚࠸ࡿࠋ
࢟ࣕࢩ࣮ࡀㆤࡋ࡚࠸ࡿᥦ౪⪅ࡣࠊ࢟ࣕࢩ࣮ࡀ㣴⫱ࡉࢀࡓ࣮࣊ࣝࢩ࣒ࣕࡢࡇࢆࡓࡔ⪺ࡃࡔࡅ࡛
ࡣ‶㊊࡛ࡁࡎࠊ⮬ศࡢࡇࡋ࡚̿̿⮬ศࡢᏊ౪௦ࡢࡇࡋ࡚̿̿グ᠈ࡋ࡚࠾ࡁࡓࡗࡓࡢࡔ
ࢁ࠺㏙ࡿ࢟ࣕࢩ࣮ࡣࠊ⮬ศࡸࢺ࣑࣮ࠊ࣮ࣝࢫࠊࡑࡢࡢ௰㛫ࡓࡕࡣᑡ࡞ࡃࡶ࣮࣊ࣝࢩ࣒࡛ࣕ
ࡢグ᠈ࢆ᭷ࡋ࡚࠸࡚ࠊࡑࡢࡇࡀዴఱᖾ㐠࡛࠶ࡗࡓࢆឤ៓῝ࡃ㏣ࡋ࡚࠸ࡿࠋ
 ᮏస PART ONE ࡢ㢟㎡ࡢ๓㡫ࡣ “England, late 1990s” グࡉࢀ࡚࠸ࡿࠋㄒࡾࡀጞࡲࡿⅬ࡛࢟
ࣕࢩ࣮ࡣ 31 ṓࠊ㛫ࡶ࡞ࡃㆤேࢆᘬ㏥ࡋ࡚ᥦ౪⪅࡞ࢁ࠺ࡋ࡚࠸࡚ࠊࡇࡢᚋ㛫ࡣ㐳ࡗ࡚ࠊ࢟
ࣕࢩ࣮ࡸࢺ࣑࣮ࠊ࣮ࣝࢫ㐩ࡀ࣮࣊ࣝࢩ࣒࡛ࣕᗂᑡᮇࡽᛮᮇࢆ㐣ࡈࡋࡓ᪥ࠎ㸦1960 ᖺ௦ᮎ㹼1980
ᖺ௦ᮎ㸧ࢆ㝶ᅇ㢳ࡋ࡚࠸ࡃࠋ
ࢺ࣑࣮ࡣᗂᖺ⤌ࡢ㡭ࡽ⒯Ⓝࡶࡕࡔࡗࡓࡀࠊ࢟ࣕࢩ࣮ࡣᛮ㆟Ẽࡀྜࡗࡓࠋᖺ㛗⤌㸰ᖺ⏕ࡢ
13 ṓࡢ⛅ࠊࢺ࣑࣮ࡣ࢟ࣕࢩ࣮ࢆᰯ⯋ᡭࡢụࡧฟࡋ࡚ࠊ࣮ࣝࢩ࣮ඛ⏕ಶู㠃ㄯࡋࡓࡇࢆᡴ
ࡕ᫂ࡅࡿࠋ㠃ㄯࡢ୰࡛࣮ࣝࢩ࣮ඛ⏕ࡀཱྀࡋࡓࠊ “If Tommy had genuinely tried, but he just couldn’t be very
creative, then that was quite all right, he wasn’t to worry about it.” (Ch.3 p.27) ࠸࠺ゝⴥ࢟ࣕࢩ࣮ࡣ㦫ࡃࠋ࠸
࠺ࡢࡶࠊ ‘creative’ ࡛࠶ࡿࡇࡣ࣮࣊ࣝࢩ࣒ࣕࡢᩍ⫱ࡢ୰ᚰⓗᴫᛕࡔࡗࡓࡽ࡛࠶ࡿࠋࡲࡓࠊඛ⏕ࡣ
ࡇ࠺ࡶゝࡗࡓ࠸࠺㸸“‘Something else she said I can’t quite figure out. I was going to ask you about it. She
said we weren’t being taught enough, something like that….What she was talking about was, you know, about
us. What’s going to happen to us one day. Donations and all that.’” (Ch.3 p.29)ࠋࡇࡢ “we weren’t being taught
enough”ࠕࡕࡷࢇᩍࢃࡗ࡚࠸࡞࠸ࠖ࠸࠺ᣦࡣࠊࡎࡗᚋ࡞ࡗ࡚ࡢ࣮ࣝࢩ࣮ඛ⏕ࡢゝⴥ “‘The
problem, as I see it, is that you’ve been told and not told.’” (Ch.7 p.79) ࠊ࠶ࡿ࠸ࡣ࢟ࣕࢩ࣮ࡢᅇ “So I’d
say Miss Lucy had it about right when she said, a couple of years later, that we’d been ‘told and not told’.”
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(Ch.7 p.87) ⧅ࡀࡗ࡚࠸ࡃண࿌ⓗᙺࢆᯝࡓࡋ࡚࠸ࡿࠋ

 ᐃᮇⓗタࢆゼࢀࡿዪᛶ㸦㏻⛠࣐ࢲ࣒㸧ࡣࠊ⏕ᚐࡓࡕࡀసࡗࡓసရࡢ୰ࡽ᭱㧗ࡢࡶࡢࢆᣢࡕ
ᖐࡿࡀࠊࡑࢀࡽࡣ Gallery ⶶࡉࢀࡿࡢࡔ⏕ᚐࡣშࡍࡿࠋ↓㑧Ẽᛮᮇࢆ㐣ࡈࡍᏊ౪ࡓࡕࠊㅦ
ࡵ࠸ࡓ㤋ࠊಖㆤᐁࠊ࣐ࢲ࣒ࠊᒎ♧㤋ࡢᏑᅾ̿̿࡞୪ࡿఱࡸࡽⱥᅜⓗࢦࢩࢵࢡ࣐ࣟࣥࢆ㉳
ࡉࡏࡿࡀࠊ☜ఝ㏻ࡗࡓ㞺ᅖẼࡣ࠶ࡿࠋࡑࢇ࡞࠶ࡿ᪥ࠊᏊ౪ࡓࡕࡀ࣐ࢲ࣒ឡࡶ࡞࠸ᝏᡙࢆࡋ
ࡅࡓࡇࢁࠊᙼዪࡣᛮ࠸ࡶࡅࡠᛂࢆ♧ࡋࡓ㸸“Madame was afraid of us. But she was afraid of us in
the same way someone might be afraid of spiders. We hadn’t been ready for that. It had never occurred to us to
wonder how we would feel, being seen like that, being the spiders.” (Ch.3 p.35)ࠋࡑࡋ࡚ࠊ⌧ᅾࡢどⅬࡽ࢟
ࣕࢩ࣮ࡣࡇࡢฟ᮶ࢆࡾ㏉ࡗ࡚ࡇ࠺㏙ࡿ㸸“Thinking back now, I can see we were just at that age
when we knew a few things about ourselves – about who we were, how we were different from our guardians,
from the people outside – but hadn’t yet understood what any of it meant.” (Ch.3 p.36)ࠋ
࣮࣊ࣝࢩ࣒ࣕᒃࡿᏊ౪ࡓࡕࡣࠊ⮬ศࡀேࡓࡕ㸦ಖㆤᐁ㸧␗࡞ࡗ࡚࠸ࡿࡇⷧࠎẼ࡙࠸࡚
࠸ࡿࡶࡢࡢࠊ⮬ศࡀᮏᙜࡣㄡ࡞ࡢࠊ⮬ศࡢᏑᅾព⩏ࡣఱ࡞ࡢ̿̿ࡼࡾṇ☜ࡣࠕᏑᅾࡉࡏࡽࢀ
࡚࠸ࡿព⩏ࠖ̿̿ࡣࡇࡢⅬ࡛ࡲࡔศࡗ࡚࠸࡞࠸ࠋࡋࡋࠊ⮬ศࡓࡕࡣࠕேࠖ␗࡞ࡗ࡚࠸ࡿ
࠸࠺㐪ឤࡑࡇࡽὴ⏕ࡍࡿ୍✀ࡢእឤࡣࠊᛮᮇ࠸ࡿᏊ౪࡞ࡽㄡࡋࡶᢪࡃᏳࡸ࠾ࡢࡢ
ࡁ┦㏻ࡌࡿ㒊ศࡀࡁࡃࠊࡔࡽࡇࡑᬑ㐢ⓗ┿⌮ࢆ᭷ࡋ࡚࠸࡚ࠊ࢟ࣕࢩ࣮ࡢࡳ࡞ࡽࡎㄞࡳᡭࡢᚰ
ࡶ⮬↛ఏࢃࡗ࡚ࡃࡿࠋ
ᮏ᭩㢟ྡ Never Let Me Go ࡣࠊ
㸦ᯫ✵ࡢ㸧ዪᛶḷᡭ Judy Bridgewater ࡀ 1954 ᖺ㘓㡢ࡋࡓࣝࣂ࣒
Songs After Dark 㸱᭤┠ࡢ ‘Never Let Me Go’ ⏤᮶ࡍࡿࠋ
࢟ࣕࢩ࣮ࡣ࢜ࣜࢪࢼࣝ LP ࡛ࡣ࡞ࡃ࢝ࢭࢵ
ࢺࢸ࣮ࣉ∧࡛ឡ⫈ࡋ࡚࠸ࡓࡀࠊ୍ᗘࡇࡢࢸ࣮ࣉࡀ⣮ኻࡋࠊᩘᖺᚋࢺ࣑࣮ே࡛ Norfolk ࡛ぢࡘ
ࡅࡿࡇ࡞ࡿ㸦ࣀ࣮ࣇ࢛࣮ࢡࡣࣈࣜࢸࣥᓥᮾ➃⨨ࡍࡿᕞ࡛ࠊ⏕ᚐࡓࡕࡣෆ㍯ࡢࢪ࣮ࣙࢡ࡛
“Norfolk was England’s ‘lost corner’, where all the lost property found in the country ended up.” ࢇ࡛࠸ࡓ
(Ch.6 p.65)㸧
ࠋᙼዪࡣࡇࡢḷᑐࡋ࡚ࠊ“What was so special about this song?...[W]hat I’d imagine was a
woman who’d been told she couldn’t have babies, who’d really, really wanted them all her life. Then there’s a
sort of miracle and she has a baby, and she holds this baby very close to her and walks around singing: ‘Baby,
never let me go…’” (Ch.6 p.70) ࠊ⊂⮬ࡢゎ㔘ࢆᣢࡗ࡚࠸ࡓࠋࡇࢀ⧅ࡀࡿᙧ࡛ࠊ㠀ᖖ༳㇟῝࠸ሙ
㠃ࡀㄒࡽࢀࡿࠋ
࠶ࡿᬕࢀࡓ᪥ࡢ༗ᚋࠊᛀࢀ≀ࢆྲྀࡾᑅᡠࡗࡓ࢟ࣕࢩ࣮ࡣࠊࡑࡢࡩᛮ࠸ࡘࡁ࡛࢝ࢭࢵࢺ
ࢆࣉ࣮࣮ࣞࣖධࢀ࡚᭤ࢆ⏕ࡍࡿ㸸
  Maybe the volume had been turned right up by whoever had been using it last, I don’t know. But it was
much louder than I usually had it and that was probably why I didn’t hear her before I did. Or maybe I’d
just got complacent by then. Anyway, what I was doing was swaying about slowly in time to the song,
holding an imaginary baby to my breast. In fact, to make it all the more embarrassing, it was one of those
times I’d grabbed a pillow to stand in for the baby, and I was doing this slow dance, my eyes closed,
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singing along softly each time those lines came around again:
‘Oh baby, baby, never let me go…’
The song was almost over when something made me realise I wasn’t alone, and I opened my eyes to
find myself staring at Madame framed in the doorway. (Ch.6 pp.70-71)
ࣟࢵࢡ≬࡛ࡢᫎ⏬ࣇ࡛ࣥ࠶ࡿࢩࢢࣟࡣᑠㄝࡢ୰࡛ࡋࡤࡋࡤ㡢ᴦ࣭ᫎ⏬ࢆᘬ⏝ࡋ࡚࠾ࡾࠊᮏ
స࡛ᯫ✵ࡢḷᡭࡀှ࠺ᴦ᭤ࢆࢃࡊࢃࡊタᐃࡋࡓࡢࡣࠊࡇࡢሙ㠃ࢆᥥࡁࡓࡗࡓࡽ࡛ࡣ࡞࠸̿̿
ࡑ࠺ᛮࢃࡏࡿ㊊ࡿࠊᮏసࢆ㇟ᚩࡍࡿ⨾ࡋ࠸ࢩ࣮ࣥ࡞ࡗ࡚࠸ࡿࠋ
࢟ࣕࢩ࣮ࡢᅇࡣῐࠎ㐍ࡳࠊ࣮࣊ࣝࢩ࣒࡛ࣕᬽࡽࡍ᭱ᚋࡢᩘᖺ㛫㸦13 ṓࡽ 16 ṓ㸧࡞ࡿࠊ
⮬ศࡢࠕᏑᅾࠖࡢᐇែࡀᮋࡆศࡗ࡚ࡁࡓࡇࢆ㏙ࡿࠋࡇࡇ࡛ࡶࠊ࢟ࣕࢩ࣮㐩ࡀឤࡌ࡚࠸ࡿ
Ᏻࠊ㏻ᖖࠕᏊ౪ࠖࡀᡂ㛗ࡍࡿ㝿ࡲ࡛㞃ࢀ࡚࠸ࡓ㸭ぢ࠼࡞ࡗࡓୡ⏺ࡢᐇែࡀ㟢ࢃ࡞ࡗ࡚ࡃ
ࡿࡇ࡛ᢪࡃᏳࡀࠊ
㔜࡞ࡗ࡚ឤࡌࡽࢀࡿࠋ
ㄽ࢟ࣕࢩ࣮㐩ࡢሙྜࡣ㠀⌧ᐇⓗタᐃ࡛ࡣ࠶ࡿࡢࡔࡀࠊ
ᙼዪࡢᝎࡳࡸ࠾ࡢࡢࡁࡣᑠㄝୡ⏺ෆࡢ㇟࡛࠶ࡿྠࠊࡑࡢእᯟᅾࡿ⌧ᐇୡ⏺࡛ࡢ┿⌮㐩
ࡋ࡚࠸࡚ࠊࢡ࣮ࣟࣥࡢᏑᅾே㛫ࡢᏑᅾࡀ㔜ᫎࡋ࡞ࡗ࡚࠸ࡿࡇࢆㄞࡳᡭࡣḟ➨ឤࡌࡿࠋ
࣮࣊ࣝࢩ࣒࡛ࣕࡢ᭱ᚋࡢ୍ᖺࠋ࠶ࡿ⏕ᚐࡀᤵᴗ୰࣓ࣜ࢝⾜ࡗ࡚ᫎ⏬ತඃ࡞ࡾࡓ࠸ゝࡗ
ࡓࡢࢆཷࡅࠊ✺ዴ࣮ࣝࢩ࣮ඛ⏕ࡀ㦫វࡢ┿ᐇࢆ⏕ᚐ࿌ࡆࡿࠋ
‘Your lives are set out for you. You’ll become adults, then before you’re old, before you’re even
middle-aged, you’ll start to donate your vital organs. That’s what each of you was created to do. You’re not
like the actors you watch on your videos, you’re not even like me. You were brought into this world for a
purpose, and your futures, all of them, have been decided….If you’re to have decent lives, you have to
know who you are and what lies ahead of you, every one of you.’ (Ch.7 p.80)
ኊᖺᮇࡣ࠾ࢁ⤖፧⏕άࡍࡽᮃࡵࡎࠊ⪅̿̿⮬ศࡓࡕࡢࡼ࠺࡞ࢡ࣮࡛ࣟࣥࡣ࡞࠸Ꮡᅾࠊ༶ࡕே
㸬㸬㸬㸬㸬㸬㸬
㛫̿̿ዊࡍࡿⅭࡢࡳࡇࡢୡ⏕ࡉࢀ࡚࠸ࡿ࠸࠺ࡢࡣࠊᏊ౪ࡓࡕࡢࡳ࡞ࡽࡎㄞࡳᡭࡗ
࡚ࡶ⾪ᧁⓗ࡞┿ᐇ࡛࠶ࡿࠋㄞࡳᡭࡓࡿே㛫ࡗ࡚ࡶᕫࡢே⏕ࡀᛮ࠸ࡢࡲࡲ࡞ࡽࡠࡇ࡞᪥ᖖ
Ⲕ㣤࡛࠶ࡾࠊ࡛࠶ࡿࡽࡇࡑࠊ࢟ࣕࢩ࣮ࡓࡕࡀ⨨ࢀ࡚࠸ࡿቃ㐝ࡀࡃࡢ⤮✵ேࡣ฿ᗏ
ᛮ࠼ࡎࠊ③ࡳษᐇࡉࢆకࡗ࡚㏕ࡗ࡚ࡃࡿࠋ
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㸰 Part Two (Chapter Ten㸫Chapter Seventeen)
࣮࣊ࣝࢩ࣒ࣕࢆ༞ᴗࡍࡿྠ⏕ᚐࡣᵝࠎ࡞タ⛣ࡗ࡚ᩓࡾᩓࡾ࡞ࡾࠊ࢟ࣕࢩ࣮ࡣ
‘cottage’ ࡤࢀࡿఱᖺࡶ๓ᗫᴗࡋࡓ㎰ሙࢆ⏝ࡋࡓタ࡛ࠊ᪂ࡓ࡞⏕άࢆጞࡵࡿࠋ࣮ࣝࢫࡸࢺ
࣑࣮ࠊ࣮࣊ࣝࢩ࣒࡛ࣕ௰ࡀⰋࡗࡓ⏕ᚐࡢఱேࡀඹࢥࢸ࣮ࢪ࡛ᬽࡽࡍ୰ࠊ࠶ࡿኪ࢟ࣕࢩ࣮ࡣࣝ
࣮ࢫࢭࢵࢡࢫࡢヰࢆࡋ࡚࠸ࡿ࠺ࡕࠊḟࡢࡼ࠺࡞࿌ⓑࢆࡍࡿ㸸“‘Ruth, I wanted to ask you. Do you ever
get so you just really have to do it? With anybody almost?… Maybe it’s just me anyway. There might be
something not quite right with me, down there. Because sometimes I just really, really need to do it.’” (Ch.11
p.126) ࠋ࣮ࣝࢫࡀ⮬ศࡢᙉ࠸ᛶ⾪ືࢆࡇࡉࡽẼࡋ࡚࠸ࡿࡢࡣࠊᐇࡣ῝࠸⌮⏤ࡀ࠶ࡿࡇࡀᚋ
᫂ࡽ࡞ࡿࠋ
Part Two ࡛≀ㄒࡢ᰾ࡢ୍ࡘ࡞ࡿࡢࡣ ‘possible’ ࡢᏑᅾ࡛࠶ࡿࠋୖ⣭⏕ࡢࣟࢻࢽ࣮ࢡࣜࢩ࣮ࡀࣀ
࣮ࣇ࢛࣮ࢡ㸦Ch.6 p.65 ཧ↷㸧ฟࡅࡓ㝿ࠊ࣮ࣝࢫࡢ࣏ࢩࣈࣝᛮࡋࡁዪᛶࢆぢࡅࡓゝ࠸ࠊࡑ
ࢀࢆ࣮ࣝࢫࡽ⪺࠸ࡓ࢟ࣕࢩ࣮ࡣࡇ࠺ᛮ࠺㸸“Since each of us was copied at some point from a normal
person, there must be, for each of us, somewhere out there, a model getting on with his or her life. This meant,
at least in theory, you’d be able to find the person you were modelled from. That’s why, when you were out
there yourself – in the towns, shopping centres, transport cafes – you kept an eye out for ‘possibles’ – the people
who might have been the models for you and your friends.” (Ch.12 p.137) ࠋ
ᚋ᪥ࠊࣟࢻࢽ࣮ࠊࢡࣜࢩ࣮ࠊ࣮ࣝࢫࠊࢺ࣑࣮ࠊ࢟ࣕࢩ࣮ࡢ㸳ேࡣ㌴࡛࣮ࣝࢫࡢ࣏ࢩࣈࣝ᥈ࡋฟ
ࡅࠊ㏵୰ఇ᠁ᐤࡗࡓ㍍㣗ᇽ࡛ࢡࣜࢩ࣮ࡀࡇࢇ࡞ヰࢆጞࡵࡿ㸸
  ‘There’s something I’ve been wanting to talk to you lot about. It’s just that back there, at the Cottages, it’s
impossible. Everyone always listening in….[S]ome Hailsham students in the past, in special
circumstances, had managed to get a deferral. That this was something you could do if you were a
Hailsham student. You could ask for your donations to be put back by three, even four years. It wasn’t easy,
but just sometimes they’d let you do it. So long as you could convince them. So long as you
qualified….[I]f you were a boy and a girl, and you were in love with each other, really, properly in love,
and if you could show it, then the people who run Hailsham, they sorted it our for you.’ (Ch.13
pp.150-151)
ࡇࡢ ‘deferral’ࠕ⊰ணࠖࡣࠊPart Three ୰᰾࡞ࡿㅦ࡛࠶ࡾࠊㄞ⪅ࡣṈฎ࡛ึࡵ࡚ᥦ♧ࡉࢀࡓࡶࡢ
ࡢࠊ࢟ࣕࢩ࣮ࡣ௨๓ࡑࢀ࡞ࡃშࢆ⪺࠸࡚࠸ࡓࠋᚰࡽឡࡋྜࡗ࡚࠸ࡿࡇࢆ୍యዴఱࡋ࡚ド
᫂ࡍࡿࡢࠊப࠺㢟ࡶᚋࠎ㔜せ࡞ࡿࡀࠊࡑࢀຍ࠼࡚ࡇࡢࢡࣜࢩ࣮ࡢⓎゝࡀㄞࡳᡭࣥࣃ
ࢡࢺࢆ࠼ࡿࡢࡣࠊ࣊ࣝࢩ࣒ࣕࡢ⏕ᚐࡢࡳࠕ⊰ணࠖࡀチࡉࢀ࡚࠸ࡿ≉ᶒࡢࢡࣜࢩ࣮ࡢᙉ࠸⩎
ᮃ࡛࠶ࡿࠋᦢྲྀࡉࢀࡿே㛫ࡀ୍ᚊᖹ➼࡛࠶ࡿࢃࡅ࡛ࡣ࡞ࡃࠊࡑࡢ୰ࡶ㝵ᒙࡀᏑᅾࡋ࡚࠸ࡿࡇࢆ
៓Ⴣࡍࡿᝒ③ࡋࡉࡀࠊࢡࣜࢩ࣮ࡢゝⴥぢ࠼㞃ࢀࡍࡿࠋ
⏫╔ࡁࠊ࣮ࣝࢫࡢ࣏ࢩࣈࣝࢆぢࡅࡓ࢜ࣇࢫࢆࡼ࠺ࡸࡃࣟࢻࢽ࣮ࡀ᥈ࡋᙜ࡚ࠊᚰᾋࡁ❧ࡘ㸳
ேࠋࡋࡋ㏆ࡃ࡛ࡼࡃぢ࡚ヰࢆࡉࡾẼ࡞ࡃ┐ࡳ⪺ࡁࡋ࡚ࡳࡿࠊ࣮ࣝࢫࡣఝ࡚ࡶఝࡘࡠேࡔ
ุࡾࠊ฿ᗏ࣮ࣝࢫࡢ࣏ࢩࣈ࡛ࣝࡣ᭷ࡾᚓ࡞࠸୍ྠⴠ⫹ࡍࡿࠋⓙࡣ࣮ࣝࢫࢆ៘ࡵࡿࡀࠊࡇࡇ࡛ࡢࣝ
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࣮ࢫࡢ⃭ࡋ࠸ᛂࡀ⾪ᧁⓗ࡛࠶ࡿ㸸
  ‘I didn’t want to say when you first told me about this. But look, it was never on. They don’t ever, ever, use
people like that woman. Think about it. Why would she want to? We all know it, so why don’t we all face
it. We’re not modelled from that sort…’
‘Ruth,’ I cut in firmly. ‘Ruth, don’t.’
But she just carried on: ‘We all know it. We’re modelled from trash. Junkies, prostitutes, winos, tramps.
Convicts, maybe, just so long as they aren’t psychos. That’s what we come from….If you want to look for
possibles, if you want to do it properly, then you look in the gutter. You look in rubbish bins. Look down
the toilet, that’s where you’ll find where we all came from.’ (Ch.14 p.164)
 ࢩࢢࣟࡢ๓స WW ࡛ࡣ࡞࠸ࡀࠊ
ࠕᏙඣࠖࡢዴࡃᚲṚ࣏ࢩࣈࣝ㸦ぶ㸧ࡢᏑᅾࢆ㏣࠸ồࡵࠊࡍ
࡞ᕼᮃࡀ୍▐ぢ࠼ࡓᛮ࠺ࠊ
ࠕぶࠖ
ࡣ⛬㐲࠸ே࡛࠶ࡗࡓࡇࢆ▱ࡗ࡚ⴠ⫹ࡍࡿࠋ
ㄞࡳᡭࡣࠊ
࣮ࣝࢫࡢษᐇ࡞㢪࠸ࡑࢀࡀษࡽࢀࡓࡢᛣࡾࢆ③࠸⏕ࠎࡋࡃឤࡌྲྀࡾࠊࡑࢀྠ⏕ࡁ
࡚࠸ࡃࡇ̿̿㟷ᮇࢆ㐣ࡈࡍࡇ̿̿ࡢ㎞ࡉษ࡞ࡉࢆయឤࡍࡿࠋ
࣏ࢩࣈࣝࢆ᥈ࡍᑠ᪑⾜ࡣࠊᐇࡣࡶ࠺୍ࡘ㔜せ࡞㝃㝶ⓗฟ᮶ࡀ⏕ࡌࡓࠋࢥࢸ࣮ࢪᡠࡿࡣࡲ
ࡔᑡࡋ㛫వ⿱ࡀ࠶ࡿࡢ࡛ྛ⮬Ẽ൷㐣ࡈࡑ࠺࠸࠺ࡇ࡞ࡾࠊ࢟ࣕࢩ࣮ࡣࢺ୍࣑࣮⥴ྂ
≀ၟ࡛㸦࠸ࡘࡢ㛫⣮ኻࡋࡓ㸧ࣈࣜࢵࢪ࢛࣮࢘ࢱ࣮ࡢࢸ࣮ࣉࢆ᥈ࡍࡇࡍࡿࠋࡑࡢࡢᚰቃࢆࠊ
࢟ࣕࢩ࣮ࡣࡇ࠺ᛮ࠸㏉ࡍ㸸“When I think of that moment now, standing with Tommy in the little side-street
about to begin our search, I feel a warmth welling up through me. Everything suddenly felt perfect: an hour set
aside, stretching ahead of us, and there wasn’t a better way to spend it. I had to really hold myself back from
giggling stupidly, or jumping up and down on the pavement like a little kid….That moment when we decided
to go searching for my lost tape, it was like suddenly every cloud had blown away, and we had nothing but fun
and laughter before us.” (Ch.15 pp.168-169)ࠋᩒ࠼࡚ឤࡢ㧗ࡪࡾࢆᢚ࠼࡚ㄒࡿ࢟ࣕࢩ࣮ࡢཱྀㄪࡀࠊ༷ࡗ
࡚ᙼዪࡢ⋡┤࡛┿ᦸ࡞ᛮ࠸ࢆ⏕ࡁ⏕ࡁఏ࠼ࡿࠋ㐙ࢸ࣮ࣉࢆぢࡘࡅࡓࡢ㧗ᥭឤࡣࠊ“I didn’t
exclaim, the way I’d been doing when I’d come across other items that had mildly excited me. I stood there
quite still, looking at the plastic case, unsure whether or not I was delighted. (Ch.15 pp.169-170) ” ࠊࡲࡓࠊ
ࢸ࣮ࣉࡀᡠࡗ࡚ࡁࡓᐇឤࡣࠊ“[I]t was only later, when we were back at the Cottages and I was alone in my
room, that I really appreciated having the tape – and that song – back again. Even then, it was mainly a
nostalgia thing, and today, if I happen to get the tape out and look at it, it brings back memories of that afternoon
in Norfolk every bit as much as it does our Hailsham days.” (Ch.15 p.171) ㄒࡽࢀࡿࠋ
ࡇࡢሙ㠃࡛࢟ࣕࢩ࣮ࡀ̿̿ࢩࢢࣟࡀ̿̿ “nostalgia” ࠸࠺ゝⴥࢆ⏝࠸࡚࠸ࡿⅬὀ┠ࡋࡓ࠸ࠋ
ࢩࢢࣟసရඹ㏻ࡋ࡚ෆᅾࡍࡿࣔࢸ࣮ࣇ̿̿グ᠈ࡢ᭕ࡉࠊ࠾ࡼࡧࡑࢀࢆᢪࡃே㛫ࡢᏑᅾࡢ᭕
ࡉ̿̿ࡣࠊWW ௨ୖࠕグ᠈ࠖࡀ⫯ᐃⓗ࡞Ꮡᅾࡋ࡚ᤊ࠼ࡽࢀ࡚࠾ࡾࠊࡑࡢ⫯ᐃᛶࢆ㇟ᚩࡍࡿࡢ
ࡀ “nostalgia” ࠸࠺ゝⴥ࡛࠶ࡿ㸦ヲࡋࡃࡣᮏ✏➨㸰㒊➨㸱⠇࡛㏙ࡿ㸧
ࠋ

ࢥࢸ࣮ࢪᡠࡿ๓ࠊ࢟ࣕࢩ࣮ࢺ࣑࣮ࡀ㥔㌴ሙ࡛ࡢ㸱ேࢆᚅࡗ࡚࠸ࡿ㛫ࠊ࢟ࣕࢩ࣮ࡢᙉ࠸ᛶḧ
㸦Chapter 11 p.126㸧ࡘ࠸࡚ࢺ࣑࣮ࡀᑜࡡࡿࠋఱᨾ࢟ࣕࢩ࣮ࡀ࣏ࣝࣀ㞧ㄅࢆぢࡓࡀࡿࡢᛮ㆟
― 22
6 ―

ᛮࡗ࡚ࡁࡓࢺ࣑࣮ࡣࠊᐇࡣ࣏ࣝࣀ㞧ㄅ࡛࣏ࢩࣈࣝࢆ᥈ࡍⅭ࡛ࡣ࡞࠸᠈ ࡋࠊ࡛ࡶఱᨾ࣏ࣝࣀ㞧
ㄅࡢࣔࢹࣝࡀ⮬ศࡢ࣏ࢩࣈࣝࡔ⪃࠼ࡿࡢၥ࠺ࠊᙼዪࡣࡇ࠺⟅࠼ࡿ㸸
‘It’s just that sometimes, every now and again, I get these really strong feelings when I want to have sex.
Sometimes it just comes over me and for an hour or two it’s scary….That’s why I started thinking, well, it
has to come from somewhere. It must be to do with the way I am….So I thought if I find her picture, in
one of those magazines, it’ll at least explain it. I wouldn’t want to go and find her or anything. It would just,
you know, kind of explain why I am the way I am.’ (Ch.15 p.179) ࠋ
ࡇࢀࡣࠊ“Your lives are set out for you.” (Ch.7 p.80) ࠸࠺వࡾࡶᝒࡋࡃṧ㓞࡞┿ᐇ┤㠃ࡋࠊ
࠺ᚰ⌮ⓗᢡࡾྜ࠸ࢆࡘࡅࡿࠊዴఱࡋ࡚⮬ศࢆ⣡ᚓࡉࡏࡿࡘ࠸࡚࢟ࣕࢩ࣮ࡀฟࡋࡓࠊ୍ࡘ
ࡢ⟅࠼࡛࠶ࡿࠋᛮᮇࡢⱝ⪅ࡀᛶᑐࡋ࡚ᢪࡃ᠄ࡸࠊ⏽ᛧࡢᛕࠊ࠶ࡿ࠸ࡣ⃭ࡋ࠸⫗యⓗ⾪ືࡣ
ྍ㑊ⓗ⏕ࡎࡿࡶࡢ࡛࠶ࡿࡀࠊᏊ౪ࢆసࢀ࡞࠸࢟ࣕࢩ࣮ࡓࡕࢡ࣮ࣟࣥࡗ࡚ࠊࢭࢵࢡࢫࡢᣢࡘព
ྜ࠸ࡣ㏻ᖖே᰿ᮏⓗ␗࡞ࡿࠋ⮬ศࡢ᪲┒࡞ᛶḧࡣࠕ࣏ࢩࣈࣝࠖ⏤᮶ࡍࡿࡶࡢ࡛ࠊ࣏ࣝࣀ㞧
ㄅ㍕ࡿࡼ࠺࡞ேࡇࡑ⮬ศࡢࠕ࣏ࢩࣈࣝࠖ㐪࠸࡞࠸ʊʊࡇࡢ࢟ࣕࢩ࣮ࡢ᥎ ࡣࠊⲨ၈↓✍࡞ീ
฿ᗏษࡾᤞ࡚ࡽࢀ࡞࠸ษᐇࡉ③ࡳࢆకࡗ࡚ࠊㄞࡳᡭࡢᚰࢆᙉࡃᢔࡿࠋ

㛫ࡀ⤒㐣ࡍࡿࡘࢀࠊከࡃࡢ⏕ᚐࡀㆤே࡞ࡿࡓࡵࢥࢸ࣮ࢪࢆཤࡗ࡚࠸ࡃࠋࡑࢇ࡞ᢡ࢟ࣕ
ࢩ࣮ࡣࠊࢺ࣑࣮ࡀ⮬ศࡢ⤮ࡀᒎ♧㤋ධࡾࡍࡿࡼ࠺ດຊࡋ࡚࠸ࡿࡇࢆࡵࡄࡗ࡚ࠊ࣮ࣝࢫ⃭ࡋ࠸ཱྀ
ㄽ࡞ࡿ (Ch.16 pp.190-193) ࠋࢥࢸ࣮ࢪࢆཤࡗࡓᚋࠊࡇࡢཱྀㄽࡀࢀ㔜せ࡞ពࢆᣢࡗ࡚࠸ࡓ
Ẽ࡙࠸ࡓ࢟ࣕࢩ࣮ࡣࠊࡇ࠺ᅇࡍࡿ㸸“It never occurred to me that our lives, until then so closely
interwoven, could unravel and separate over a thing like that. But the fact was, I suppose, there were powerful
tides tugging us apart by then, and it only needed something like that to finish the task.” (Ch.17 p.194) ࠋ㐠
⩻ᘝࡉࢀࡿே㛫ࢆᕝᢲࡋὶࡉࢀࡿࡇ႘࠼ࡿ⾲⌧ࡣࠊᮏ᭩࡛ࡶࡇࡢᚋᗄࡘࡢ⟠ᡤ࡛⏝࠸ࡽ
ࢀࠊࡉࡽࡣ BG ࡛ࡶᙉ࠸༳㇟ࢆ࠼ࡿࣔࢳ࣮ࣇ࡞ࡗ࡚࠸ࡿࠋ
࢟ࣕࢩ࣮ࡣ࣮ࣝࢫࡢ௰ࢆಟࡍࡃࠊᙼዪヰࢆࡋᒣ㐨㉱ࡃࠋࡑࡇ࡛࣮ࣝࢫࡣࠊ௬⮬ศ
ࡀࢺู࣑࣮ࢀࡓࡋ࡚ࡶᙼࡀ࢟ࣕࢩ࣮ࢆᜊே㑅ࡪࡇࡣ࡞࠸ࡔࢁ࠺ゝ࠺㸸 “‘I know he doesn’t
see you like, you know, a proper girlfriend….Besides, you know how Tommy is. He can be fussy….Tommy
doesn’t like girls who’ve been with…well, you know, with this person and that.’” (Ch.17 p.197)ࠋࡇࡢ࣮ࣝࢫ
ࡢⓎゝࡶᐇࡣࡁ࡞ពྜ࠸ࢆᣢࡗ࡚࠸ࡿࡇࡀ᫂ࡽ࡞ࡿࡀࠊ㎽㐲࡞≀ゝ࠸࡛࠶ࡗ࡚ࡶࠊᬯ
⮬ศࡢᙉ࠸ᛶ⾪ືࡘ࠸࡚ᙜ࡚ࡇࡍࡾࢆゝࢃࢀࡓ࢟ࣕࢩ࣮ࡣᙉ࠸ࢩࣙࢵࢡࢆཷࡅࡿ㸦[F]or the
moment my mind was a blank. (Ch.17 p.198㸧
㸧
ࠋࡑࡋ࡚ࠊㆤேࡢカ⦎ࢆጞࡵࡿࡇࢆỴពࡍࡿࠋ
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㸱 Part Three (Chapter Eighteen㸫Chapter Twenty-Three)
࢟ࣕࢩ࣮ࡣඃ⚽࡞ㆤேࡋ࡚᪥ࠎᛁࡋ࠸⏕άࢆ㏦ࡗ࡚࠸ࡿࡀࠊࡑࢇ࡞ᢡ࣮࣊ࣝࢩ࣒࡛ࣕࡢ⣭
࣮ࣟࣛࡍࡿࠋ࣮ࣟࣛࡣࠊ࣮ࣝࢫࡢ᭱ึࡢᥦ౪ࡀᛮࢃࡋࡃ࡞ࡃᙼዪࡢㆤே࡞ࡿࡇࢆ࢟ࣕ
ࢩ࣮ಁࡋࠊࡲࡓ࣮࣊ࣝࢩ࣒ࣕࡢ㛢㙐ࡘ࠸࡚ࡶゐࢀࡿࠋ࢟ࣕࢩ࣮ࡣࠊ⮬ศࡓࡕࢆ⧅࠸࡛࠸ࡓሙᡤ
ࡀ↓ࡃ࡞ࡿࡇ࡛ࠊ༑௦ࡢ⮬ศࡓࡕࡢᏑᅾࡀᾘ⁛ࡋ࡚ࡋࡲ࠺ࡢࡼ࠺࡞ᛮ࠸㥑ࡽࢀࠊ
ࠕ㐣ཤࠖࢆᏑ
⥆ࡍࡃ࣮ࣝࢫࡢㆤࢆỴពࡋ㸦 “[A] lot of things I’d always assumed I’d plenty of time to get round to
doing, I might now have to act on pretty soon or else let them go forever.” (Ch.18 p.209)㸧
ࠊ
ࠕኻࢃࢀࡓ㐣ཤࢆ
ồࡵ࡚ࠖ࢟ࣕࢩ࣮࡞ࡾࡢ⾜ືࢆ㉳ࡇࡍࠋ
࢟ࣕࢩ࣮ࡣᥦ౪⪅࡞ࡗ࡚࠸ࡿࢺ࣑࣮ࡶ㐃⤡ࡀྲྀࢀࠊᩘᖺࡪࡾ࢟ࣕࢩ࣮ࠊ࣮ࣝࢫࠊࢺ࣑࣮ࡢ
㸱ேࡀ㢦ࢆྜࢃࡏ࡚ᛮ࠸ฟヰⰼࢆဏࡏ࡚࠸ࡿ࠺ࡕࠊ✺↛࣮ࣝࢫࡀ࢟ࣕࢩ࣮ᠲࢆጞࡵࡿࠋ㠃
႞ࡽࡗࡓ࢟ࣕࢩ࣮ࡀ୍యఱࢆ㉧ࡍࡢၥ࠺ࠊ࣮ࣝࢫࡣࡇ࠺⟅࠼ࡿ㸸
  ‘Well, for starters, there’s the way I always lied to you about your urges. When you used to tell me, back
then, how sometimes it got so you wanted to do it with virtually anyone….I should have told you. I should
have said how it was the same for me too, just the way you described it. You realise all of this now, I know.
But you didn’t back then, and I should have said. I should have told you how even though I was with
Tommy, I couldn’t resist doing it with other people sometimes. At least three others when we were at the
Cottages.’ (Ch.19 p.227)
 Chapter 15 p.179  Chapter 17 p.197 ࡛ゐࢀࡽࢀ࡚࠸ࡓ࢟ࣕࢩ࣮ࡢᙉ࠸ᛶḧࡘ࠸࡚ࠊ࣮ࣝࢫࡣ⮬ศ
ࡶྠᵝ࡞ࡢბࢆࡘ࠸࡚ࡋࡲ࠸ࠊࡉࡽࡶࡗࡁ࡞⨥ࡣ࢟ࣕࢩ࣮ࢺ࣑࣮ࡢ௰ࢆ࠸ࡓࡇࡔࠊ
࿌ⓑࡍࡿࠋ⥆ࡅ࡚࣮ࣝࢫࡣࡇ࠺ㄒࡿ㸸“‘That was the worst thing I did….I’m not even asking you to
forgive me about that. God, I’ve said all this in my head so many times, I can’t believe I’m really doing it. It
should have been you two. I’m not pretending I didn’t always see that….I’m not asking you to forgive me for
that. That’s not what I’m after just now. What I want is for you to put it right. Put right what I messed up for
you.’” (Ch.19 p.228)ࠋ
 ࣮ࣝࢫࡢ⃭ࡋ࠸ᜟࡢゝⴥࡢ୰࡛ should have Vp.p.࠸࠺⾲⌧ࡀ㸳ᗘࡶ⏝࠸ࡽࢀࠊ
ࠕኻࢃࢀࡓ㐣ཤ
ࢆྲྀࡾᡠࡋࡓ࠸ࠋ⚾㸦࣮ࣝࢫ㸧ࡀ㐣ࡕࢆ≢ࡋࡓ㐣ཤࢆṇࡋࡓ࠸ࠋࡑࢀࡀྔࢃࡠ࡞ࡽࠊ⚾ࡀᦆ࡞ࡗࡓ
ୡ⏺ࢆ࢟ࣕࢩ࣮ඖᡠࡋ࡚ࡶࡽ࠸ࡓ࠸ࠖ࠸࠺ᝒ③࡞ᛮ࠸ࢆࠊ࠸ࡸࡀୖࡶᙉㄪࡋ࡚࠸ࡿࠋ࣮ࣝ
ࢫࡣ࢟ࣕࢩ࣮ࢺ࣑࣮ࡢே࡛ࠕ⊰ணࠖᣮࢇ࡛ࡳ࡚ḧࡋ࠸᠓㢪ࡋࠊ࣐ࢲ࣒ࡢఫᡤࢆேᩍ࠼
ࡿࠋ“‘It’s too late for that. Way too late.’” ᝒほⓗ࡞࢟ࣕࢩ࣮ᑐࡋࠊ࣮ࣝࢫࡣ “‘It’s not too late. Kathy,
listen, it’s not too late.’” (Ch.19 p.228)ゝ࠸ᨺࡘࠋ➹⪅ࡣࠊ“It’s not too late.” ࠸࠺࣮ࣝࢫࡢゝⴥࠊ
Fitzgerald The Great Gatsby ࡢࡢ᭷ྡ࡞ྎモ “Can’t repeat the past?...Why of course you can!” (Chapter
6) ࢆ㉳ࡏࡎ࠸ࡽࢀ࡞࠸ࠋ

࢟ࣕࢩ࣮ࡀ࣮ࣝࢫࡢ㢗ࡳࢆ⪺ࡁධࢀ࡚ࡽ㸯ᖺᚋࠊᙼዪࡣࢺ࣑࣮ࡢㆤே࡞ࡾࠊேࡣ⊰ணࢆ
ཷࡅࡽࢀࡿࡼ࠺⸕ࡶ⦛ࡿᛮ࠸࡛ᚲṚࡢດຊࢆࡍࡿࠋᥦ౪ࡢ⊰ணࢆ⏦ㄳࡍࡿ࡞ࡽࢭࢵࢡࢫࢆࡋ࡚࠸
― 24
8 ―

࡞࠸ࡇࡀ࣐ࢼࢫせᅉ࡞ࡾࡣࡋ࡞࠸ᠱᛕࡋࠊேࡣ✚ᴟⓗᛶࡶヨࡳ࡚࠸ࡃࡀࠊࡑࡢ㝿
࢟ࣕࢩ࣮ࡣ࠶ࡿᛮ࠸ᤕࡽࢃࢀࡿ㸸
[E]ven that first time, there was something there, a feeling, right there alongside our sense that this was a
beginning, a gateway we were passing through. I didn’t want to acknowledge it for a long time, and even
when I did, I tried to persuade myself it was something that would go away along with his various aches
and pains. What I mean is, right from that first time, there was something in Tommy’s manner that was
tinged with sadness, that seemed to say: ‘Yes, we’re doing this now and I’m glad we’re doing it now. But
what a pity we left it so late.’
And in the days that followed, when we had proper sex and we were really happy about it, even then,
this same nagging feeling would always be there. I did everything to keep it away….[W]hatever other
position we used, I’d say anything, do anything I thought would make it better, more passionate, but it still
never quite went away. (Ch.20 pp.234-235)
࣮ࣝࢫࡀࢺ࣑࣮ࡁྜ࠺ࡼ࠺࡞ࡿ㸦ᙼࢆ␎ዣࡍࡿ㸧ࡎࡗ๓ࡽ࢟ࣕࢩ࣮ࢺ࣑࣮ࡣᚰࡢ῝
ዟ࡛ඹ㬆ࡋ࡚࠸ࡓࠋ⊰ணࢆᚓࡿⅭ࡛ࡣ࠶ࡿࡶࡢࡢࠊࡼ࠺ࡸࡃᛕ㢪ྔࡗ࡚ឡࡍࡿே̿̿ᩥᏐ㏻ࡾ㌟
ࡶᚰࡶ̿̿⤖ࡤࢀࡓḼ႐ࡢᛕᡴࡕ㟈࠼ࡘࡘࠊࡉࢀࢺ࣑࣮ࡢࠕ㐜ࡍࡂࡓࠊࡶࡗ᪩ࡗࡓ࡞ࡽࠖ
࠸࠺ࡋࡉࢆ࢟ࣕࢩ࣮ࡣᩄឤឤࡌྲྀࡗ࡚࠸ࡿࠋே⏕ࡢ῝㐲ࡉࠊᛮ࠸㏻ࡾࡣ࡞ࡽࡠ㐠ࡢṧ㓞
ࡉࢆ㩭ࡸᾋࡧୖࡀࡽࡏࡿሙ㠃࡛ࠊ⨾ࡋࡃࡲࡓယࡋ࠸ࠋ

࢟ࣕࢩ࣮ࢺ࣑࣮ࡣࠊ࣮ࣝࢫࡀⱞປࡋ࡚᥈ࡾᙜ࡚ࡓ࣐ࢲ࣒ࡢఫᒃ⊰ணࡢ౫㢗㉱ࡃࡀࠊࡑࡇ
ᒃྜࢃࡏࡓ࣐ࢲ࣒ඖ௵ಖㆤᐁ࢚࣑ࣜඛ⏕ࡀㄒࡗࡓࡇࡣࠊ
ே̿̿࠾ࡼࡧㄞࡳᡭ̿̿ࡗ࡚ࠊ
వࡾࡶពእ࡛ṧ㓞࡞ࠕ┿ᐇ࡛ࠖ࠶ࡗࡓࠋ࢚࣑ࣜඛ⏕ࡣࠊᥦ౪ࡢ⊰ண࡞ࡃࡢᚚఞᄋ࡛࠶ࡾࠊ࣊
࣮ࣝࢩ࣒ࣕࡢ⏕ᚐసရ〇సࢆዡບࡋࡓ⌮⏤ࡣࠊ“‘We took away your art because we thought it would
reveal your souls. Or to put it more finely, we did it to prove you had souls at all.’” (Ch.22 p.255) ㄝ᫂ࡍࡿࠋ
ࡑࡋ࡚ࠊ⮬ศ࣐ࢲ࣒ࡀᚰ⾑ࢆὀ࠸࡛㐠Ⴀࡋࡓ࣮࣊ࣝࢩ࣒ࣕࡢᏑᅾព⩏ࡘ࠸࡚ࡇ࠺ㄒࡿ㸸“‘[W]e
demonstrated to the world that if students were reared in humane, cultivated environments, it was possible for
them to grow to be as sensitive and intelligent as any ordinary human being. Before that, all clones – or students,
as we preferred to call you – existed only to supply medical science. In the early days, after the war, that’s
largely all you were to most people. Shadowy objects in test tubes.’” (Ch.22 p.256) ࠋ
ࡇࡇ࡛ࠊChapter 3 p.35 ࡢ࣐ࢲ࣒ࡢᛂࡢ⌮⏤ࡶ᫂ࡽ࡞ࡿࠋ࣮࣊ࣝࢩ࣒ࣕࡢࠕ⏕ᚐࠖࡣᡤヮࢡ
࣮࡛ࣟࣥࠊヨ㦂ᐁࡽ⏕ࡲࢀࡓᚓయࡢࡋࢀ࡞࠸Ꮡᅾ㐣ࡂ࡞࠸ࡢࡔࡀࠊே㐨ⓗ࡛ᩥⓗ࡞⎔ቃ࡛⫱
࡚ࢀࡤឤཷᛶ㇏࡛⌮▱ⓗே㛫ᡂࡾ࠺ࡿࡇࢆ⮬ศࡓࡕࡣୡ⏺♧ࡋࡓ̿̿ࡇ࠺࢚࣑ࣜඛ⏕ࡣᙉ
ᘚࡍࡿࠋࡋࡋ࢚࣑ࣜඛ⏕ࡣࠊᕪูࢆ๓ᥦ࣭⮬᫂ࡢ⌮ࡋࡓ⊂ࡾၿࡀࡾᡃ⏣ᘬỈⓗロᘚ㝗ࡗ࡚
࠸࡚ࠊ႘࠼࡚ゝ࠼ࡤ༡ᡓத௨๓ࡢࠕⰋᚰⓗⓑேࠖࡀያ㞔㯮ேぶ㌟᥋ࡍࡿࡼ࠺࡞⬌ࡉ࣭⮬ᕫ
ḭ▇ྠ㉁ࡢࡶࡢࡀឤࡌࢀࡿࠋ
 ࢚࣑ࣜඛ⏕ࡢࠕゎㄝࠖࡣ࡞࠾ࡶ⥆ࡃ㸸“‘Suddenly there were all these new possibilities laid before us, all
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these ways to cure so many previously incurable conditions. This was what the world noticed the most, wanted
the most. And for a long time, people preferred to believe these organs appeared from nowhere, or at most that
they grew in a kind of vacuum….So for a long time you were kept in the shadows, and people did their best not
to think about you. And if they did, they tried to convince themselves you weren’t really like us. That you were
less than human, so it didn’t matter.’” (Ch.22 pp.257-258) ࠋ
 1950 ᖺ௦ึᮇ་Ꮫࡢ㠉ⓗ㐍Ṍࡀ㉳ࡇࡾࠊேࠎࡣ┠ࡢ๓✺ዴ⌧ࢀࡓ⮚ჾ⛣᳜ࡢྍ⬟ᛶ㣕ࡧ
ࡘ࠸ࡓࠋ⒪⏝࠸ࡽࢀࡿ⮚ჾࡣࠕ┿✵⫱ࡕࠊ↓ࡽ⏕ࡲࢀࡿࠖ⮬ศゝ࠸⪺ࡏࠊᥦ౪⪅㸦ࢡ
࣮ࣟࣥ㸧ࡢࡇࡣᴟຊ⪃࠼ࡲ࠸ࡋࠊ࠺ࡋ࡚ࡶ⪃࠼ࡊࡿࢆᚓ࡞࠸ሙྜࡣࠕ⮬ศ㐩ࡣ㐪࠺ࠋ
࡞ே㛫࡛ࡣ࡞࠸ࡽࠊၥ㢟ࡍࡿᚲせࡣ࡞࠸ࠖᕫࢆ⣡ᚓࡉࡏࡓࠋࢩࢢࣟࡣู⮚ჾ⛣᳜ࡢ㠀
⌮ᛶࡸ♫ࡢᦢྲྀᵓ㐀ࢆ⣕ᙎࡋࡼ࠺ᛮࡗ࡚࠸ࡿࢃࡅ࡛ࡣ࠶ࡿࡲ࠸ࠋࡣゝ࠼ࠊ⤮✵ᛮ࠼࡚࠸
ࡓ SF ⓗタᐃࡀ࠸ࡘࡢ㛫ࣜࣜࢸࢆᖏࡧࠊ⌧ᐇࡢᡃࠎ㗦ࡃ㤳ࢆ✺ࡁࡅࡿᛧࡉࡳࡣ
㏕ຊ༑ศ࡛࠶ࡿࠋ
ࠕ⊰ணࠖ࡞↓࠸ཝ↛ࡓࡿᐇࢆ✺ࡁࡘࡅࡽࢀពẼᾘỿࡍࡿࢺ࣑࣮ࠊࡉࡽ㏣࠸ᡴࡕࢆࡅ
ࡿࡼ࠺࢚࣑ࣜඛ⏕ࡣࡇ࠺ㅍࡍ㸸“‘There’s nothing like that. Your life must now run the course that’s been
set for it….[I]t might look as though you were simply pawns in a game. It can certainly be looked at like that.
But think of it. You were lucky pawns….People’s opinions, their feelings, they go one way, then the other. It
just so happens you grew up at a certain point in this process.’” (Ch.22 p.261)ࠋࢡ࣮ࣟࣥࡣࠕ㥖ࠖ
ࠊ࡛ࡶ࣮࣊
ࣝࢩ࣒ࣕ࠸࠺⌮ࡢ⎔ቃࢆ࠼ࡽࢀࡓࠕᖾ㐠࡞㥖ࠖ̿̿࠸࠺࢚࣑ࣜඛ⏕⊂⮬ࡢ㐍Ṍྐほࡀࠊࡇ
ࡇ࡛ࡶࡲࡓ㛤㝞ࡉࢀࡿࠋ
࢚࣑ࣜඛ⏕ᑐࡍࡿ “‘It might be just some trend that came and went,’ I said. ‘But
for us, it’s our life.’” (Ch.22 p.261) ࠸࠺࢟ࣕࢩ࣮ࡢ㥍ࡶࠊࡇᙅᙅࡋࡃ㡪ࡃࠋ
 ࢚࣑ࣜඛ⏕ࡢゝ࠺ࡼ࠺ࠊⓒṌㆡࡗ࡚ࢡ࣮ࣟࣥࡀࠕே㛫ࠖ⮚ჾࢆᥦ౪ࡍࡿࡓࡵࡔࡅᏑᅾࢆチ
ࡉࢀ࡚࠸ࡿ⿕ᦢྲྀ⪅ࡔࡋ࡚ࡶࠊ࢟ࣕࢩ࣮ࡸࢺ࣑࣮ࡣே㛫㸦ᦢྲྀ⪅㸧ࡢⅭᠱ⏕ࡁ࡚ࡁ࡚ࠊ࣊
࣮ࣝࢩ࣒ࣕࡢ࣐ࢲ࣒ࡸಖㆤ⟶ྠ➼ࠊ࠶ࡿ࠸ࡣࡑࢀ௨ୖࠕே㛫ࠖࡽࡋ࠸Ꮡᅾ࡛ࡣ࡞࠸ࡢ㸽ࡑࡶ
ࡑࡶࠕே㛫ࠖࡢᏑᅾࡣ୍యఱ࡞ࡢ㸽ࢡ࣮ࣟࣥே㛫ࡣࡑࢇ࡞ࡅ㞳ࢀࡓᏑᅾ࡞ࡢ㸽➼ࠎࡢ
ࡁ࡞ၥ࠸ࡀࠊㄞࡳᡭᥦ♧ࡉࢀࡿࠋ
࢚࣑ࣜඛ⏕ࡀ㒊ᒇࢆཤࡗࡓ࠶ࠊ࢟ࣕࢩ࣮ࡣᗘࡣ࣐ࢲ࣒ၥ࠺ࠋ‘Never Let Me Go’ ࡢ᭤ྜࢃ
ࡏ୍ே㋀ࡗ࡚࠸ࡓࠊ“㉥ࡕࡷࢇࢆ⏘ࡵ࡞࠸యࡢዪࡢேࡀࠊወ㋱ࡀ㉳ࡇࡗ࡚㉥ࡕࡷࢇࢆᤵࡿࠋᎰࡋ
ࡃ࡚㉥ࡕࡷࢇࢆᢪࡁ⥾ࡵࠊ⮬ศࡀࡇࡢ㉥ࡕࡷࢇࡽᘬࡁ㞳ࡉࢀࡿࡼ࠺࡞ ࡢែࡀ㉳ࡁࡿࡢ࡛ࡣ
࡞࠸ᛧࢀ࡚ ‘Oh baby, baby, never let me go’ှ࠺”̿̿ࡑ࠺࠸࠺⚾ࡢᚰࢆㄞࢇ࡛ࠊ࠶ࡢ࣐ࢲ࣒
ࡣᾦࢆὶࡋࡓࡢ࡛ࡣ࡞࠸࡛ࡍࠊࠋࡍࡿ࣐ࢲ࣒ࡣࠊࡇ࠺⟅࠼ࡿ㸸“‘When I watched you dancing that
day, I saw something else. I saw a new world coming rapidly. More scientific, efficient, yes. More cures for the
old sicknesses. Very good. But a harsh, cruel world. And I saw a little girl, her eyes tightly closed, holding to her
breast the old kind world, one that she knew in her heart could not remain, and she was holding it and pleading,
never to let her go. That is what I saw. It wasn’t really you, what you were doing, I know that. But I saw you
and it broke my heart. And I’ve never forgotten.’” (Ch.22 pp.266-267)ࠋ
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 ࢟ࣕࢩ࣮ࡀษࡋ࡚ࡁࡓグ᠈ࡢ┿ᐇࡣࠊᙼዪࡢᛮ࠸ධࢀ̿̿ࡃ࠶ࡗ࡚ḧࡋ࠸㢪ࡗ࡚࠸ࡓ
ጼ̿̿ࡽవࡾࡅ㞳ࢀࡓࡶࡢ࡛࠶ࡗࡓࠋࡋࡋࠊ࢟ࣕࢩ࣮ࡢㄒࡿ≀ㄒࡇࡇࡲ࡛⪥ࢆഴࡅ࡚ࡁ
ࡓ⪺ࡁᡭ㸦ㄞࡳᡭ㸧ࡣࠊࡓ࠼࢟ࣕࢩ࣮ࡢ୍᪉ⓗ࡞ᛮ࠸㎸ࡳ̿̿ゝⴥࡣᝏ࠸ࡀ࢟ࣕࢩ࣮ࡢグ᠈ᨵ❠
࡛̿̿࠶ࡗࡓࡋ࡚ࡶࠊᑡ࡞ࡃࡶࡑࡢࡼ࠺࡞⨾ࡉࢀࡓグ᠈ࢆᣢ࡚ࡓࡇࡣ⤖ᯝⓗⰋࡗࡓࡢ
ࡔࠊឤࡌࡿ㐪࠸࡞࠸ࠋ

   ⊰ண࡞ክ≀ㄒࡔࡗࡓࡇࢆᝅࡗࡓࢺ࣑࣮ࡣ࢟ࣕࢩ࣮㊥㞳ࢆ⨨ࡁጞࡵࠊ⮬ศࡢㆤேࢆ㎡ࡵ࡚
ḧࡋ࠸ษࡾฟࡋ࡚࢟ࣕࢩ࣮ࡶࡇࢀࢆᢎࡍࡿࠋ࢟ࣕࢩ࣮ࡀࢺ࣑࣮᭱ᚋࡢูࢀࢆ࿌ࡆࡓᚋࠊᙼዪ
ࡣᥦ౪⪅ࡢ࢚ࣆࢯ࣮ࢻࢆㄒࡿ㸸“I was talking to one of my donors a few days ago who was complaining
about how memories, even your most precious ones, fade surprisingly quickly. But I don’t go along with that.
The memories I value most, I don’t see them ever fading. I lost Ruth, then I lost Tommy, but I won’t lose my
memories of them.” (Ch.23 p.280) ࠋ࢟ࣕࢩ࣮ࡶࠊࢺ࣑࣮ࡶࠊ࣮ࣝࢫࡶࠊே㛫ࡢ㌟ᡭ࡞⌮ᒅࡽࡍࡿ
ᡤヮᗄࡽ࡛ࡶ௦᭰ྍ⬟࡞ࢡ࣮ࣟࣥ㐣ࡂ࡞࠸ࡢࡶࡋࢀ࡞࠸ࡀࠊ࢟ࣕࢩ࣮ࡀࢺ࣑࣮ࡸ࣮ࣝࢫࡢグ
᠈ࢆ᭷ࡋ⥆ࡅࡿ㝈ࡾࢺ࣑࣮ࡸ࣮ࣝࢫࡀࡇࡢୡ⏕ࡁࡓドࡣṧࡾࠊࡑࡢ⏕ࡢ㍤ࡁࡶࡲࡓⰍ〣ࡏࡿࡇ
ࡣ࡞࠸ࠋ
 
 ᮶ᖺㆤேࡢࢆ㎡ࡋ࡚ᥦ౪⪅࡞ࡿࡇࢆỴᚰࡋࡓ࢟ࣕࢩ࣮ࡣࠊ㌴ࢆ㐠㌿ࡋ࡚࠸ࡿࠊ㢼࡛
྿ࡁ㣕ࡤࡉࢀ࡚ࡁࡓࢦ࣑ࡀ᭷่㕲⥺ᘬࡗࡗ࡚࠸ࡿᵝࢆ═ࡵ࡚࠸࡚ࠊࡇ࠺≀ᛮ࠸⪮ࡿ㸸
  I was thinking about the rubbish, the flapping plastic in the branches, the shore-line of odd stuff caught
along the fencing, and I half-closed my eyes and imagined this was the spot where everything I’d ever lost
since my childhood had washed up, and I was now standing here in front of it, and if I waited long enough,
a tiny figure would appear on the horizon across the field, and gradually get larger until I’d see it was
Tommy, and he’d wave, maybe even call. The fantasy never got beyond that – I didn’t let it – and though
the tears rolled down my face, I wasn’t sobbing or out of control. I just waited a bit, then turned back to the
car, to drive off to whatever it was I supposed to be. (Ch.23 p.282)
 ࡇࢀࡲ࡛㐣ᗘឤയ⁒ࢀࡿࡇࢆ⮬ศチࡉ࡞ࡗࡓ࢟ࣕࢩ࣮ࡔࡽࡇࡑࠊࡇࡇ࡛ึࡵ࡚ὶࡍ
ᾦࡣࠊㄞࡳᡭࡢᚰࡋࡳࡿࠋࡑࡋ࡚ࠊ“whatever it was I supposed to be.”ࠕ⾜ࡃࡁࡇࢁࠖྥࡗ
࡚࠼ࡽࢀࡓࢆ࠺ࡋࡼ࠺ࡍࡿᙼዪࡢጼࡣࠊࡇࡢୖ࡞ࡃ⨾ࡋࡃᫎࡿࠋ
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➨㸰㒊 The Abyss beneath Our Illusory Sense of Connection with the World


㸯 Kathy’s Voice
㸯.㸯 Unreliable Narrator
“My name is Kathy H. I’m thirty-one years old, and I’ve been a carer now for over eleven years. That sounds
long enough, I know, but actually they want me to go on for another eight months, until the end of this year.”
ࡇࡢෑ㢌㒊ࡣࠊⰍࠎ࡞ព࡛సရయࢆ㇟ᚩ࣭ᬯ♧ࡋ࡚࠸ࡿࠋࡲࡎࠊࡇࢀࡣࣔࣀ࣮ࣟࢢ࡞ࡢࡔࢁ
࠺ࠊࡑࢀࡶㄡㄒࡾࡅ࡚࠸ࡿࡢࡔࢁ࠺㸽
ࢩࢢࣟࡢ㸵ࡘࡢ㛗⦅ࡢ࠺ࡕ UC  BG ࢆ㝖ࡃ㸳సရࡣ㸯ே⛠㸯どⅬ࡛ㄒࡽࢀ࡚࠾ࡾࠊࡇࡢᡭἲ
ࡣࢩࢢࣟసရ≉᭷ࡢࡶࡢゝࡗ࡚ࡼ࠸ࡔࢁ࠺ࠋ㸯ே⛠ࡢㄒࡾࡣㄞࡳᡭࡀඹឤ (empathy) ࢆᢪࡁࡸ
ࡍ࠸Ⅼࢆᣢࡘ㠃ࠊ
≀ㄒෆ࡛ㄒࡾᡭࡀ▱ࡾᚓࡓࡇࡋ㏙ࡽࢀ࡞࠸ど㔝ࡢ⊃✽ࡀ㊊ᯬ࡞ࡿࡀࠊ
ᮏసࡣேබࡀ⮬ศࡢ༙⏕ࢆᅇ㢳ࡍࡿᒎ㛤࡞ࡢ࡛ࡉ࣐ࢼࢫࡣ࡞ࡗ࡚࠸࡞࠸㸦ṇ☜ࡣࠊ▱
ࡾᚓࡓࡇࡋ㏙ࡽࢀ࡞࠸Ⅼࡀࠊ≀ㄒࡢᒎ㛤ୖࡁ࡞ពࢆᣢࡘ㸧
ࠋࡲࡓࠊRD ࡢࢫࣀࣅࢵࢩࣗ࡞
௮ࠎࡋࡉࡸ WW ࡢ⮬ᕫ㝡㓉ࡣ↓ࡃࠊ⾠࠸ࡢ࡞࠸ᴟࡵ࡚ᖹ᫆࡞ㄒࡾཱྀࡀ⪺ࡁᡭ㸦ㄞࡳᡭ㸧⮬↛ぶ
㏆ឤࢆ㔊ᡂࡍࡿࠋࢩࢢࣟసရ࠾࠸࡚ࡣࠊㄒࡾᡭࡀࠕㄡࠖㄒࡗ࡚࠸ࡿពᅗⓗ᫂♧ࡉࢀ࡞࠸
ࡢࡀ㏻࡛࠶ࡿࡀࠊNL ࡛ࡣ “I know carers, working now, who are just as good and don’t get half the credit.
If you’re one of them, I can understand how you might get resentful – about my bedsit, my car, above all, the
way I get to pick and choose who I look after.” (Ch.1 p.3)ࠊ࠶ࡿ࠸ࡣ “Carers aren’t machines. You try and do
your best for every donor, but in the end, it wears you down.” (Ch.1 p.4) ࠸࠺ゝⴥࡽࠊ࢟ࣕࢩ࣮ྠࡌ
ࡃ ‘carer’ ࡢᦠࢃࡗ࡚࠸ࡿே㸦ே㐩㸽㸧ㄒࡗ࡚࠸ࡿࡇࡀศࡗ࡚ࡃࡿࠋ
 ࡔࡀṈฎ࡛ࠊㄞࡳᡭࡣࡽ࡞ㄒࡾཱྀࡢ୰ࡍ࡞㐪ឤࢆぬ࠼ࡿࠋேබࡀ⮬ศࢆ༢ Kathy
ࡪࡢ࡞ࡽࡶࡃࠊఱᨾ ‘Kathy H.’ ゝ࠸ࠊࣇࣝࢿ࣮࣒ࢆྡࡽ࡞࠸ࡢ㸽࢝ࣇ࢝ࠗᑂุ࠘
ࠗᇛ࠘
ࡢேබ㹉࡛ࡣ࡞࠸ࡀࠊグྕⓗ࡛ఱወ␗㡪ࡃࠋ
 ࢩࢢࣟసရ࠾ࡅࡿ ‘unreliable narrator’ 1 ࡢၥ㢟ࡣ NL ࠾࠸࡚ࡶぢ࠺ࡅࡽࢀࠊࡑࡢලయࢆ௨
ୗ㸰ࡘ♧ࡍࠋ୍ࡘࡣࠊ࢟ࣕࢩ࣮ࡢᖹ᫆࡞ㄒࡾᤄධࡉࢀࡿ ‘carer’, ‘donor’, ‘gallery’ ࠸ࡗࡓ୍ぢ
࠶ࡾࡩࢀࡓㄒᙡࡢ⏝ἲ࡛࠶ࡿࠋ≀ㄒࡀ㐍ࡴࠊ‘possible’ (Ch.12 p.136) ࡸ ‘deferral’ (Ch.13 p.150) ࠸
ࡗࡓ㐪ឤᗘࡀࡼࡾᙉ࠸ㄒࠊ᫂ࡽወ␗⪺ࡇ࠼ࡿㄒᙡࡀ☜ಙ≢ⓗᑟධࡉࢀࠊࡇࢀࡽࡢㄒࡢᑟ
ධពᅗࡣࠊࣈࣞࣄࢺࡢ␗ຠᯝ (verfremdungseffekt)ࠊ࠶ࡿ࠸ࡣ࣮࢙࢜࢘ࣝࡢ ‘doublespeak’ 2 ㏆࠸ࡶ
ࡢ⪃࠼ࡽࢀࡿࠋ࠼ࡤࠊ‘donor’ ࡣᮏ᮶࡞ࡽၿព⮬⏤ពᛮᇶ࡙࠸࡚⊩యࡍࡿேࢆពࡍࡿࡢࠊ
ᮏ᭩࡛ࡣ 20 ṓ௨㝆̿̿ㆤேᚑࡋ࡚࠸ࡿᮇࢆ㝖ࡁ̿̿ྰᛂ↓ࡋ⮬ศࡢ⮚ჾࢆᥦ౪ࡋ࡞
ࡅࢀࡤ࡞ࡽ࡞࠸ࠕ⮚ჾᥦ౪⪅ࠖࢆពࡋ࡚࠾ࡾࠊᜍࡿࡁࣟࢽ࣮ࡀࡇࡢㄒࡣ㎸ࡵࡽࢀ࡚࠸ࡿࠋ
ࡶ࠺୍ࡘࡣࠊcarer ࡢࢆᘬ㏥ࡋ࡚ donor ࡞ࡿࡇࡢᏳሚឤࢆࠊ࢟ࣕࢩ࣮ࡀ⧞ࡾ㏉ࡋཱྀࡋ࡚࠸
ࡿࡇ࡛࠶ࡿࠋdonor ࡞ࡿࡣࠊᗄᗘࡢ⮚ჾᥦ౪ࢆ⤒࡚እ࡞ࡃṚ⮳ࡿ㐣⛬㌟ࢆ࠾ࡃࡇ
ࢆពࡍࡿࡢࠊࡇࡢࡢᜍᛧᚰࢆ⮬ࡽᙉࡃᢚᅽࡋ࡚⪅ᑐࡋ࡚⢶ሬࡋࠊෆᚰࡣ⭡ࡢ↓㑧
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Ẽ࡞ࡑࡪࡾࢆ♧ࡍࡇࡀ࢟ࣕࢩ࣮ࡢ┿ࡢពᅗࡔ᥎ᐹࡉࢀࡿࠋ
ࢩࢢࣟࡢㄒࡾࡘ࠸࡚ࡣࠊ㜿㒊ࡀࡇࢇ࡞ᣦࢆࡋ࡚࠸ࡿ㸸
ࠕ࠸ࢃࡺࡿࠕព㆑ࡢὶࢀࠖ࠸࠺
ࡢẼࡲࡄࢀࡉࡸ⬦⤡ࡢ࡞ࡉࠊ
ࠕリⓗࡉࠖࡣ࡞࠸ࠋࣦ࣮ࢪࢽ࣭࢘ࣝࣇࡢࡼ࠺࡞ࢇࢇໝ࠸❧ࡘ
ࡼ࠺࡞㝡㓉ឤࡣ࡞ࡃࠊ⥴ⓗ࡞୰ࡶࡇ࡛ព㆑ࡀ෪࠼෪࠼ࡋ࡚࠸ࡿឤࡌࡀ࠶ࡿࠋᚰࡢዟᗏࡢ
Ẽᣢࡕᝏ࠸㒊ศࢆࢁࡗ㟢ࡍࡿࡼ࠺࡞ᭀຊᛶࠊษࡗࡓࡾ࠸ࡓࡾࡢ࡞ศᯒࡢど⥺ࡶ࡞࠸ࠋ
ࠊࠊࠊ
ࠊࠊࠊ
ࡌࡘࡩࡘ࠺࡞ࡢ࡛࠶ࡿࠖ3ࠋ࢟ࣕࢩ࣮ࡢㄒࡾཱྀࡀ㜿㒊ࡢゝ࠺ࠕࡩࡘ࠺ࠖࢆ⧳ࡗ࡚࠸ࡿࡽࡇࡑࠊㄒ
ࡽࢀࡿ≀ㄒࡢ≉␗ࡉ࣭␗ᵝࡉࡀ୍ᒙ㝿❧ࡘࡇ࡞ࡾࠊ
ㄞࡳᡭࡣࢩࢢࣟࡢ⦓ᐦ࡞ィ⟬ᢏᕦᚋࠎ
ၕࡽࡉࢀࡿࠋ
ࡲࡓࠊ࢟ࣕࢩ࣮ࡢㄒࡾࡣྠࡌ carer ௰㛫ྥࡅࡽࢀ࡚࠸࡞ࡀࡽࠊࡣㄞࡳᡭࡢどⅬྠ୍ࡋࡓ
ࡾࠊࡣ⚄ࡢどⅬ࡛యࢆಠ▔ࡋࡓࡾࡋ࡚ࠊࡑࡢヰἲࡢ⮬ᅾ࡞ኚࡀࡲࡓぢ࡛࠶ࡿࠋࡇࡢⅬ
ࡘ࠸࡚ᖹࡣࠊ
ࠕㄞࡳᡭࡣస୰ࡢヰ⪅ᑐᓖࡍࡿࡢ࡛ࡣ࡞ࡃࠊ
ㄒࡾᡭᐤࡾῧࡗ࡚㏞㊰ࢆṌࡳ⥆ࡅࡿ
ࡇ࡞ࡾࠊࡑࡇࡽ❧ࡕୖࡀࡗ࡚ࡃࡿࢧࢫ࣌ࣥࢫᛶࡸ࣑ࢫࢸ࣮ࣜឤࡀࠊసရࠊࡼࡾຠᯝⓗస
⏝ࡍࡿࡇ࡞ࡿࠋࡋࡶࠊస୰ࡢᏊࡶࡓࡕࡀ┿ᐇࡵࡊࡵࡿࢫࣆ࣮ࢻࠊㄞ⪅ࡢࡑࢀࡢ࠶࠸
ࡔࡣࠊࢃࡎ࡞ࢬࣞࡀࡅࡽࢀࠊࡑࡢ㛫㝽ࡽࠊᏊࡶࡓࡕࡀࠊ࡞ࡶ▱ࡽ࡞࠸ࡇࡓ࠸ࡍ
ࡿᝒယࡀࠊㄞ⪅ࡢ⬚ఏࢃࡗ࡚ࡃࡿࡢ࡛࠶ࡿࠖ4 ศᯒࡋ࡚࠸ࡿࠋ

㸯.㸰 Controlling Time
ࢩࢢࣟࡣࡲࡓࠊ㸯ே⛠㸯どⅬ࠸࠺ᡭἲࢆ᭱㝈⏝ࡋ࡚≀ㄒෆ㛫ࢆ⮬ᅾ⾜ࡁ᮶ࡍࡿࠋ
ࡇࡢㄒࡾࡢᢏἲ㛵ࡋࠊNL ௨๓࡛➹⪅ࡀ㩭Ⅿ࡞༳㇟ࢆཷࡅࡓ୍ࡋ࡚ࠊPV ࡢ୍ሙ㠃ࢆ௨ୗᘬ
⏝ࡍࡿࠋࡇࢀࡣࠊேබ㸦ㄒࡾᡭ㸧࢚ࢶࢥࡀࠊேࢧࢳࢥࡢፉ࣐ࣜࢥࡀᐙࢆ㣕ࡧฟࡋ࡚ࡋࡲࡗࡓࡢ
࡛ࠊ⚾㸦࢚ࢶࢥ㸧ࡶ࣐ࣜࢥࢆ᥈ࡋ⾜ࡇ࠺ࢧࢳࢥゝ࠺ሙ㠃࡛࠶ࡿ㸸


“Should we go and look for her now?” I said.
“No,” Sachiko said, still looking out. “She’ll be back soon. Let her stay out if that’s what she wants.”
I feel only regret now for those attitudes I displayed towards Keiko. In this country, after all, it is not
unexpected that a young woman of that age should wish to leave home. All I succeeded in doing, it would
seem, was to ensure that when she finally left – now almost six years ago – she did so severing all her ties
with me. But then I never imagined she could so quickly vanish beyond my reach. (pp.87-88)
“Let her stay out if that’s what she wants.”  “I feel only regret now for those attitudes I displayed towards

Keiko.” ࡢ㛫ࡣ୍⾜ศࡢ✵ⓑࡀᤄධࡉࢀ࡚࠸࡚ࠊࡇࡢࠕ✵ⓑࠖࡢ୰࡛ࢼ࢞ࢧ࢟ࡽࣟࣥࢻࣥࡢ
✵㛫⛣ືࡀ࠶ࡾࠊࡉࡽ༑ᩘᖺࡢ㛫ࡀ᥎⛣ࡋ࡚࠸ࡿࠋWoolf To The Lighthouse ࡸ Faulkner The Sound
and the Fury ࢆࡑࡢᆺࡍࡿ ‘stream of consciousness’ࠊ࠶ࡿ࠸ࡣࠗ➲ࡲࡃࡽ࠘1 ࢩࢢࣟ∧ᤊ࠼ࡿ
ࡇࡶฟ᮶ࡿࡔࢁ࠺ࡀࠊࡇࡢࠕ✵ⓑࠖ
㸦reticence㸧ࢆ⏕ࡋࡓㄒࡾࡇࡑࢩࢢࣟసရ࠾ࡅࡿ㛫᧯
సࡢ⢭㧊ࢆ♧ࡋ࡚࠸ࡿࠊ➹⪅ࡣ⪃࠼ࡿࠋ
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 NL ࡛ࡣࠊࡇࡇࡲ࡛ⓗ࡞㛫᧯సࡣ⾜ࡗ࡚࠸࡞࠸ࡶࡢࡢࠊᏘ⠇ࡸ᭶ࡣゝཬࡋࡘࡘᖺࡸ᪥ࡣ
୍ษ≉ᐃࡏࡎࠊලయⓗ࡞㛫᥎⛣ࡀᖖࡰࡸࡉࢀ࡚࠸ࡿࠋேࡀ⮬ศࡢ୍⏕ࢆࡾ㏉ࡿࡣࠊࡁࡕ
ࢇࢡࣟࣀࣟࢪ࢝ࣝ㎺ࡗ࡚࠸ࡎ㝶ᡤ࡛㛫ࡀ㘒ࡋࡓࡾ᭕ᶍ⢶࡞ࡿࡢࡣᙜ↛ࡢࡇ࡛࠶ࡾࠊ
ࡑࢀྠࡌຠᯝࢆ≺ࡗ࡚࠸ࡿࡶᛮࢃࢀࡿࠋRD ࡛ࡣேබࡀ㌴࡛᪑ࢆࡍࡿࡢ࡛✵㛫⛣ື࠸࠺୕
ḟඖኚࡀຍ࠼ࡽࢀ࡚࠸ࡓࡀࠊ࢟ࣕࢩ࣮ࡣ୍⟠ᡤ␃ࡲࡗ࡚ㄒࡗ࡚࠸ࡿᛮࡋ࠸ࡢ࡛ࠊࡑࡢศ㛫
᧯సࡀ㢖⦾ࠊࡋࡶഐ┠ࡣ⮬↛࡞ὶࢀぢ࠼ࡿࡼ࠺⾜ࢃࢀ࡚࠸ࡿࠋࡇࡢ㛫᧯స㛵ࡋඃࢀ
ࡓㄽ⪃ࢆୖᱻࡋࡓࡢࡀ Currie ࡛ࠊᙼࡣ ‘the proleptic past perfect’ ࠸࠺ᴫᛕࢆ⏝࠸ไ࠸࠺ᙧᘧ
ὀ┠ࡋ࡚㢟ⓗෆᐜࡢศᯒࢆヨࡳ࡚࠸ࡿ 2ࠋࡲࡓࠊLewis ࡣ ‘concertina effect’ ࠸࠺ほⅬࡽࠊ」㞧
⧊ࡾ㎸ࡲࢀࡓ࢟ࣕࢩ࣮ࡢグ᠈ࡀ≀ㄒࡢ㐍ᒎకࡗ࡚ᒎ㛤ࡍࡿᵝࢆศᯒࡋ࡚࠸ࡿࠋ௨ୗࠊ࣎ࣝ࣊
ࢫࢆᘬࡁྜ࠸ฟࡋ࡚ㄽࡌࡓ⟠ᡤࢆᘬ⏝ࡍࡿ㸸“Meaning is constantly deferred. The linear progress of the
story is constantly interrupted by jumps back to the past through memory. Each memory leads to another
memory, which prompts yet another memory; there are more and more contexts and circumstances to be
explained; and we are forever zigzagging through the past, never quite arriving at a present that is satisfactorily
accounted for. An infinite regress is set in motion that would not be out of place in a short story by Borges.” 3ࠋ
 ᑠㄝࡸᫎ⏬࡛ࡣࠊ▐㛫ⓗ㛫ࡀ㐣ཤ㐳ࡿࣇࣛࢵࢩࣗࣂࢵࢡ࠸࠺ᢏἲࡀࡼࡃ⏝࠸ࡽࢀࡿࡀࠊ
ࢩࢢࣟࡢࡑࢀࡣࠕࣇࣛࢵࢩࣗࣇ࢛࣮࣡ࢻࠖ
ࠊࡘࡲࡾ≀ㄒࡢ୰ᚰ㛫ࢆ㐣ཤࡋࡓࠊࡑࡢⅬ
ࡽぢࡓᮍ᮶㸦⌧ᅾࡽぢࡓ㐣ཤ㸧ࢆᤄධࡍࡿࢸࢡࢽࢵࢡࢆ㢖⦾⏝࠸ࡿࠋ≀ㄒෆ࡛࢟ࣕࢩ࣮ࡓࡕࡀ
⏕ࡁ࡚࠸ࡿ㛫ㄞ⪅ࡀ㎺ࡗ࡚࠸ࡿ㛫ࡢ㛫㞳ࢆ⏕ࡌࡉࡏࠊㅦࡢᑟධࠊࢧࢫ࣌ࣥࢫࡢ㔊ᡂࠊ
ேබᚋ㉳ࡇࡿฟ᮶ࡢண࠸ࡗࡓຠᯝࢆᣲࡆ࡚࠸ࡿࠋࡋ࡚ࠊ࢟ࣕࢩ࣮ࡀㆤேࡢࢆ
ᖺෆ⤊࠼ࡿࡇࡢឤ៓ࢆྤ㟢ࡍࡿሙ㠃ࠊࢪࣗࢹ࣭ࣈࣜࢵࢪ࢛࣮࢘ࢱ࣮ࡢࣝࣂ࣒ࠗࢯࣥࢢ
ࢬ࣭ࣇࢱ࣮࣭ࢲ࣮ࢡ࠘ࢆ⤂ࡍࡿሙ㠃ࡢࡘࢆぢ࡚ࡳࡿࠋ
I won’t be a carer any more come the end of the year, and though I’ve got a lot out of it, I have to admit I’ll
welcome the chance to rest – to stop and think and remember. I’m sure it’s at least partly to do with that, to
do with preparing for the change of pace, that I’ve been getting this urge to order all these old
memories….But I realise now just how much of what occurred later came out of our time at Hailsham,
and that’s why I want first to go over these earlier memories quite carefully. (Ch.4 p.37)
The album’s called Songs After Dark and it’s by Judy Bridgewater. What I’ve got today isn’t the actual
cassette, the one I had back then at Hailsham, the one I lost. It’s the one Tommy and I found in Norfolk
years afterwards – but that’s another story I’ll come later. What I want to talk about is the first tape, the one
that disappeared. I should explain before I go any further this whole thing we had in those days about
Norfolk. (Ch.6 p.64)
㛫ࢆ୍Ẽ㐍ࡵࡎ୍᪦ࢢࢵὶࢀࢆᘬࡁ␃ࡵࠊ≀ㄒࡢඛࢆ▱ࡾࡓࡃ࡚࠸ࡁࡾ❧ࡘㄞࡳᡭࡢᡭ
⥘ࢆ⥾ࡵ࡚ㅋࡵࡿࡼ࠺࡞ឤぬࢆ⏕ࡳฟࡋ࡚࠸ࡿࠋᑡ࡞ࡃࡶ➹⪅ࡗ࡚ࠊNL ࢆ⧞ࡾ㏉ࡋㄞࡋ
ࡓࡃ࡞ࡿ⌮⏤ࡢ୍ࡘࡣࠊ≀ㄒ㛫ࡀࣇࣛࢵࢺὶࢀࡿࡢ࡛ࡣ࡞ࡃࠊࡇࡢࡼ࠺ணᮇࡏࡠࢱ࣑ࣥࢢ
࡛ࣈ࣮ࣞ࢟ࢆࡅࡽࢀ࡚⥭㏕⦆ᚎࡀ⤯ጁ⧊ࡾᡂࡉࢀࡿⅬ࠶ࡿࠋ
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㸯.㸱 Symbolism
࢟ࣕࢩ࣮ࡢኌࡣᖹᆠ࡛ᢚᥭஈࡋࡃࠊ࡛࠶ࡿࡀᨾࢩࢢࣟࡀࡑࡇࡋࡇࡅࡓ࢜ࣈࢪ࢙ࡀ
࣓ࢱࣇ࣮ࡋ࡚ຠᯝⓗస⏝ࡋ࡚࠸࡚ࠊᮏ㡯࡛ࡣࡑ࠺࠸ࡗࡓࢆᗄࡘぢ࡚࠸ࡃࠋ

࣮ࣝࢫࡀᑟࡋ࡚௰Ⰻࡋࢢ࣮ࣝࣉࡀ࣐ࢲ࣒ᝏᡙࢆࡅࡓ㝿ࠊ࣐ࢲ࣒ࡢ♧ࡋࡓᛮ࠸ࡀࡅ࡞࠸
ᛂࡣࡇ࠺ㄒࡽࢀ࡚࠸ࡿ㸸“Madame was afraid of us. But she was afraid of us in the same way someone might
be afraid of spiders. We hadn’t been ready for that. It had never occurred to us to wonder how we would feel,
being seen like that, being the spiders.” (Ch.3 p.35)ࠋ᪥ᮏேㄞ⪅ࡣవࡾࣆࣥࡇ࡞࠸ࡶࡋࢀ࡞࠸ࡀࠊ
Ḣ⡿࡛ࡣࠊ⻡⺸ࡣ㠀ே㛫⏕≀ࡢ୰࡛ࡶࡾࢃࡅ␗㉁࡞Ꮡᅾࡋ࡚ㄆ▱ࡉࢀ࡚࠾ࡾࠊㄽࡼࡾドᣐ
Stephen King ␌⏕ࡢస IT Ⓩሙࡍࡿ┦ᡭࡢᢪࡃᜍᛧᙧࢆኚ࠼ࡿ≀ࡢṇయࡣࠊ⻡⺸ࡢጼࢆࡿ
࢚࡛ࣜࣥ࠶ࡗࡓࠋᚑࡗ࡚ࠊ
ࠕ⻡⺸ࢆ᎘࠸࡞ேࡀ⻡⺸ࢆᜍࢀࡿࡼ࠺ᛧࡀࡿࠖ࠸࠺ࡢࡣࠊ࢟ࣕࢩ
࣮㐩ࢡ࣮ࣟࣥࡀࡇࢀ௨ୖ࡞࠸ே㛫ࡽࡅ㞳ࢀࡓᏑᅾ࡛࠶ࡿࡇࢆᬯ♧ࡋ࡚࠸ࡿࠋ
ḟࡣᫎ⏬ࠗ⬺㉮࠘1ࠋ࣮࣊ࣝࢩ࣒࡛ࣕࡣࣅ࣮ࣜࣖࢻᐊࣅࢹ࢜ࢹࢵ࢟ࡀ⨨ࢀࠊ㏻ᖖ 20 ேࡢ
⏕ᚐࡀ୍⥴ぢࡿࡢ࡛ࠊࡇࢇ࡞ࡇࡶ㉳ࡁࡿ㸸“[W]e called for particular favourite scenes to be played
again – like, for instance, the moment the American jumps over the barbed wire on his bike in The Great
Escape. There’d be a chant of: ‘Rewind! Rewind!’ until someone got the remote and we’d see the portion again,
sometimes three, four times.” (Ch.8 p.97)ࠋࢼࢳࢫࡢᤕᐜᡤࡽ⬺㉮ࡋࡓ㐃ྜ㌷⡿ර Hilts㸦Steve
McQueen㸧ࡀࠊ୰❧ᅜࢫࢫࡢᅜቃ⫇࠼ࡿኴ㕲᮲⥙ࡢ㔜ࣇ࢙ࣥࢫࢆᯝᩒࣂࢡ࡛㣕ࡧ
㉺࠼ࡼ࠺ࡍࡿࠋࡇࡢሙ㠃⏕ᚐࡓࡕࡀࡸࢇࡸࡢ႑㔗ࢆ㏦ࡿࡢࡣᐇᚤ➗ࡲࡋࡃᫎࡿࡀࠊࡇࡢࢩ࣮
ࣥ₯ࡴ࣓ࢱࣇ࣮ࢆ Eaglestone ࡣࡇ࠺ㄞࡳゎࡃ㸸“No wonder all the clones in the school watch, over
and over, Steve McQueen’s doomed motorcycle break-out in The Great Escape. It is their lives. But unlike
Steven McQueen, Kathy can’t escape and will never be rescued. Her war will never be over.” 2
࣮࣊ࣝࢩ࣒ࣕࢆཤࡗ࡚ࢥࢸ࣮ࢪ࡛ࡢ⏕άࢆጞࡵࡓ࢟ࣕࢩ࣮ࡣࠊୖ⣭⏕ (veterans) ࡢ⾜ືࡢከࡃࡀ
ࢸࣞࣅࡢ≀┿ఝ࡛࠶ࡿࡇẼ࡙ࡃ㸸“I began to notice all kinds of other things the veteran couples had
taken from TV programmes: the way they gestured to each other, sat together on sofas, even the way they
argued and stormed out of rooms.” (Ch.10 p.119)ࠋ࣮ࣝࢫࡶࡘࡽࢀ࡚ୖ⣭⏕ࡢ┿ఝࢆࡋጞࡵࠊ࠶ࡿ᪥ࠊࣝ
࣮ࢫࡢ⾜ືࣛࡘ࠸࡚࠸ࡓ࢟ࣕࢩ࣮ࡣࠊࡘ࠸ࡇ࠺␚ࡳࡅ࡚ࡋࡲ࠺㸸“[T]hat afternoon I just pressed
on, explaining to her how it was something from a television series. ‘It’s not something worth copying,’ I told
her. ‘It’s not what people really do out there, in normal life, if that’s what you were thinking.’” (Ch.10 p.121)ࠋࣉ
ࣟࢵࢺࡢᒎ㛤వࡾ㛵ࢃࡾࡀ࡞࠸ᛮ࠼ࡿ࢚ࣆࢯ࣮ࢻ࡛࠶ࡿࡀࠊࢡ࣮࡛ࣟࣥ࠶ࡿᙼࡽࡀࠕே㛫ࠖࡢ
ࢥࣆ࣮࡛࠶ࡿࡇࢆ⪃࠼ࡿࠊࢸࣞࣅࡢ┿ఝࢆࡋ࡚࠸ࡿୖ⣭⏕ࡢࡑࡢࡲࡓ┿ఝࢆࡋ࡚࠸ࡿ࣮ࣝࢫࡣ
ṇ㐨ⓗᏑᅾ࡛࠶ࡿࡋࠊࡲࡓᚋୖ⣭⏕୍⥴࣮ࣝࢫࡢ ‘possible’ ࢆ᥈ࡋ⾜ࡃᒎ㛤࡞ࡿࡇ
ࢆ㚷ࡳࡿࠊᐇᕦ࠸అ⥺ࡢᙇࡾ᪉࡛࠶ࡾࠊࡲࡓᕦ࠸࣓ࢱࣇ࣮ࡢ࠸᪉ࡔឤᚰࡉࡏࡽࢀࡿࠋ
➨㸯㒊 Part One ࡛ゐࢀࡓࣀ࣮ࣇ࢛࣮ࢡࠋඖࠎࡣ࢚࣑ࣜඛ⏕ࡀᆅ⌮ࡢᤵᴗ࡛ࡇࡢሙᡤࢆࠕࢠࣜࢫ
ࡢࣟࢫࢺࢥ࣮ࢼ࣮ࠖࢇࡔࡇ⏤᮶ࡋࠊ࠸ࡘࡋ⏕ᚐࡢෆ㍯ࢪ࣮ࣙࢡ࡛ “Norfolk was England’s
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‘lost corner’, where all the lost property found in the country ended up.” (Ch.6 p.65) ࠸࠺ࡇ࡞ࡗࡓࠋࡇ
ࡢⅬ࡛ࡣ⮬ศࡓࡕࡀࢡ࣮࡛ࣟࣥ࠶ࡿࡇࡢពࢆࡲࡔࡣࡗࡁࡾㄆ㆑ࡋ࡚࠸࡞࠸ࡀࠊ࠶ࡿពୡ
ࡢ୰ࡽᛀࢀࡽࢀࡓᏑᅾ࡛࠶ࡿᙼࡽࡗ࡚ࠊኻࢃࢀࡓ≀ࡀ᭱ᚋ྿ࡁᐤࡏࡽࢀࡿሙᡤࣀ࣮ࣇ࢛࣮
ࢡࡀࠊᙼࡽࡢ୍⦷ࡢᮃࡳ㸦ᚰࡢ᭱ᚋࡢᣐࡾᡤ㸧ࡢ㇟ᚩᡂࡾᚓࡿࡇࡣ⣡ᚓฟ᮶ࡿࠋࡔࡽࡇࡑࣝ
࣮ࢫࡢࠊ“[W]hen we lost something precious, and we’d looked and looked and still couldn’t find it, then we
didn’t have to be completely heartbroken. We still had that last bit of comfort, thinking one day, when we were
grown up, and we were free to travel around the country, we could always go and find it again in Norfolk.’” (Ch
6 p.66) ࠸࠺Ⓨゝࡣជជ㌟ᰁࡳࡿࠋࣀ࣮ࣇ࢛࣮ࢡࡣ≀ㄒᚋ༙࡛㸰ࡘࡢ㔜せ࡞ᙺࢆᢸ࠸ࠊ୍ࡘ
ࡣࠊ࣮ࣝࢫࡢ࣏ࢩࣈࣝࢆ᥈ࡋࣀ࣮ࣇ࢛࣮ࢡ⾜ࡗࡓ㉳ࡇࡗࡓฟ᮶ࠋ࣏ࢩࣈࣝ᥈ࡋࡀ↓Ⅽ
⤊ࢃࡗࡓᚋࠊ㛫ࡘࡪࡋ࢟ࣕࢩ࣮ࢺ࣑࣮ࡀ୰ྂရᗑࢆᅇࡗ࡚࠸࡚ࠊ⣮ኻࡋࡓ࢝ࢭࢵࢺࢸ࣮ࣉࢆ
ᖾ㐠ࡶぢࡘࡅࡓࡇ࡛࠶ࡿ㸦Ch.15 pp.169-170㸧
ࠋࡶ࠺୍ࡘࡣࠊ≀ㄒࡢ୍␒᭱ᚋࠊࢺ࣑࣮ࡢṚᚋ
࢟ࣕࢩ࣮ࡀࢻࣛࣈࡋ࡚࠸࡚≀ᛮ࠸⪮ࡿሙᡤࡀࣀ࣮ࣇ࢛࣮ࢡ࡛࠶ࡿ㸸“The only indulgent thing I did,
just once, was a couple of weeks after I heard Tommy had completed, when I drove up to Norfolk, even though
I had no real need to….All along the fence, especially along the lower line of wire, all sorts of rubbish had
caught and tangled….I started to imagine just a little fantasy thing, because this was Norfolk after all, and it was
only a couple of weeks since I’d lost him.” (Ch.23 pp.281-282)ࠋ
ࡑࡋ࡚᭱ࡶ㔜せ࡞࣓ࢱࣇ࣮ࡀࠊ࢟ࣕࢩ࣮ࡀษࡋ࡚࠸ࡓ࢝ࢭࢵࢺࢸ࣮ࣉ࡛࠶ࡿࠋ“I lost my
favourite tape.” (Ch. 6 p.64) ࠸࠺ᙧ࡛ึࡵ࡚ゝཬࡉࢀࠊࡑࡢᚋࡇࡢ࢝ࢭࢵࢺࡣࢪࣗࢹ࣭ࣈࣜࢵࢪ
࢛࣮࢘ࢱ࣮ࡢࣝࣂ࣒࡛࠶ࡿࡇゐࢀࠊࣀ࣮ࣇ࢛࣮ࢡࡢㄝ᫂ࢆᣳࢇ࡛ࡽࣝࣂ࣒ࡢࢪࣕࢣࢵࢺ
ࢹࢨࣥࡘ࠸࡚㏙㸦Ch.6 pp.66-67㸧
ࠊA 㠃㸱᭤┠㘓ࡉࢀ࡚࠸ࡿ “Never Let Me Go” ᙉࡃច
ࢀ࡚⮬ศ࡞ࡾᴦ᭤ࢆゎ㔘ࡋࡓࡇࡘ࠸࡚ヲࡋࡃㄒࡿ㸦Ch.6 pp.69-70㸧
ࠋࡇࡢ “Never Let Me Go”
࠸࠺ゝⴥࡣࠊᗄᒙࡶࡢḟඖ࠾࠸࡚ᶵ⬟ࡋ࡚࠸ࡿࠋࡲࡎ࢟ࣕࢩ࣮ࡗ࡚࣮࣊ࣝࢩ࣒࡛ࣕࡢ᪥ࠎ
ࢆ㇟ᚩࡍࡿษ࡞ࠑ࠸ฟࡢရࠒ
㸹ࡑࡇ㘓ࡉࢀ࡚࠸ࡿࠑᴦ᭤ࠒ
㸹ࡑࡢᴦ᭤ࡽ࢟ࣕࢩ࣮ࡀ㐀ࡗࡓ
ࠑീࡢୡ⏺ࠒ
㸹ࡇࡢ᭤ࢆ⪺ࡁ࡞ࡀࡽ୍ே㋀ࡗ࡚࠸ࡓࡇࢁࢆ࣐ࢲ࣒ぢࡽࢀࠊࡑࡢ࣐ࢲ࣒ࡀᾦ
ࢆὶࡋ࡚࠸ࡓ࠸࠺ࠑ௳ࠒ
ࠋࡑࡋ࡚ࡇࡢ᭤ྡࢆ㢟ྡෙࡋࡓࠑᑠㄝࠒ
ࠋ“Never Let Me Go” ࡢࢩࢽࣇ
ࣥࢩࢽࣇ࢚ࡣࠕὶࢀࠖࡢ࣓ࢱࣇ࣮⧅ࡀࡗ࡚࠸ࡁࠊࡇࢀࡘ࠸࡚ࡣ㸱.㸰࡛ᨵࡵ࡚ゝཬࡍ
ࡿࡇࡋࡓ࠸ࠋ
 ࡞࠾ࠊࡇࡢ࢝ࢭࢵࢺࢸ࣮ࣉࡘ࠸࡚ࡣࠊWalkowitz ࡀᮏ᭩᪥ᮏ∧⾲⣬̿̿ୡ⏺࡛ὶᕸࡋ࡚࠸ࡿ∧
ࡢṤࡢࣦ࣮࢝ࡣⱝ࠸ዪᛶࡸᏊ౪ࡢጼࢆᥥ࠸࡚࠸ࡿࡀࠊ᪥ᮏ∧࡛ࡣ⾲⣬୍ᮼ࢝ࢭࢵࢺࢸ࣮ࣉࡀ
ᥥࢀ࡚࠸ࡿ̿̿ࢆᘬࡁྜ࠸ࡋ࡚ࠊ⊂⮬ࡢ⪃ᐹࢆ⾜ࡗ࡚࠸ࡿ㸸“In Ishiguro’s novel, the work of art has
no ‘deep down’: its meanings are collaborative and comparative, and thus affirm, instead of a soul, various
social networks of production and consumption. Ishiguro suggests that a song or a novel or a person can be a
singular object as well as a multiple-type object. In so doing, he proposes that uniqueness depends not on an
absolute quality or a predetermined future but on the potential for comparison and likeness: all art is a cassette
tape, for better or for worse. Only by appreciating the unoriginality of art, Ishiguro suggests, can we change the
idea of culture itself.” 3ࠋ
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㸰 Do Clones Dream of Electric Sheep?
㸰.㸯 Genre Fiction
 NL Ⓨ⾲ࠊࡇࢀࡣ SF ᑠㄝ࡞ࡢྰ࠸࠺Ⅼࡀ≀㆟ࢆ㔊ࡋࡓࠋ࣑ࢫࢸ࣮ࣜྠᵝࠊSF ࡣࠕࢪ
ࣕࣥࣝᑠㄝࠖ≉᭷ࡢᬯ㯲ࡢᩥᚊ๎ࡗ࡚᭩ࢀࡿࡢࡀᖖ࡛࠶ࡿࡢࠊNL ࡣࡑࢀࢆ↓どࡋ࡚࠸ࡿࠊ
࠶ࡿ࠸ࡣ㐓⬺ࡋ࡚࠸ࡿ࠸࠺ᢈุࡀᑡ࡞ࡽࡎ࠶ࡗࡓࡢ࡛࠶ࡿࠋ☜ࠊࢡ࣮ࣟࣥ⏕ᡂᢏ⾡ࡸሙᡤ࣭
⣲ᮦ࠸ࡗࡓ〇㐀㐣⛬ࡘ࠸࡚ࡢ⛉Ꮫⓗㄝ᫂㸦ࡅ㸧ࡣࠊࡃⅭࡉࢀ࡚࠸࡞࠸ࠋࡲࡓࠊࢡ࣮ࣟࣥ
ࡓࡕࡣே㛫ࡋ࡚ㄆࡵࡽࢀࡼ࠺ᢠ㆟࣭ᢠࡋࡓࡾࡋ࡞࠸ࡋࠊே㛫ࡢᨭ㓄ୗࡽ㏨ࢀࡼ࠺ࡶࡋ࡞
࠸ࡢ࡛ࠊࡇࢀ࡛ࡣ௬ⓗᮍ᮶ࢆᥥࡃ SF ᑠㄝࡋ࡚ࣜࣜࢸࢆḞࡃ࠸࠺ᣦࡀከࠎ࠶ࡗࡓࠋ
୍ࢆᣲࡆࡿࠊThe Handmaid’s Tale ࡢⴭ⪅ Atwood ࡣࡇ࠺ᣦࡋ࡚࠸ࡿ㸸“The children’s poignant
desire to be patted on the head – to be a “good carer,” keeping those from whom organs are being taken from
becoming too distressed; to be a “good donor,” someone who makes it through all four “donations” – is
heartbreaking. This is what traps them in their cage: None of them thinks about running away or revenging
themselves upon the “normal” members of society.’ 1 ࠋࢡ࣮ࣟࣥࡓࡕࡀ㏨ࡆࡓࡾᢠࡋࡼ࠺ࡋ࡞࠸ࡇ
ࡘ࠸࡚ࡣࠊᚋ࡛ࡶ࠺୍ᗘゐࢀࡿࠋࡲࡓ Sawyer ࡣࠊNL ࢆ ‘outsider science fiction’ ࡍࡿどⅬ❧
ࡗ࡚ศᯒࡍࡿㄽ⪃ࡢ୰࡛ࠊSF ᫎ⏬ࡢ㔠Ꮠሪ Blade Runner 2 ࠾ࡼࡧࡑࡢཎస Philip K. Dick Do Androids
Dream of Electric Sheep?ẚ㍑ࡋ࡞ࡀࡽࠊNL ࡢ⊂⮬ᛶ࣭ಶᛶࢆ㏙࡚࠸ࡿ㸸“Both Dick’s fiction and the
film adaptation lead us to the same conclusion that the revelation at Madame’s house in Ishiguro also gives us:
that authenticity is not the same thing as originality. A deeper level or irony and poignancy is reached when we
realize that Hailsham’s art is, and never was, anything to do with proving humanity. Being human lies in
another plane entirely from being creative. But Ishiguro, unlike Dick, noticeably avoids playing with the
implications of technological constructs such as ‘android’ or ‘replicant’. Ishiguro is far removed from Ridley
Scott’s world of special effects or even Dick’s complex and sombre interplay of alternative realities.” 3 ࠋ
➹⪅ࡀึࡵ࡚ᮏ᭩᥋ࡋࡓࡁࡣࠊBurgess A Clockwork Orange ࡸ Huxley Brave New World ௦⾲ࡉ
ࢀࡿ㏆ᮍ᮶ SFࠊ࠶ࡿ࠸ࡣ Orwell Nineteen Eighty-Four ࡸ Atwood The Handmaid’s Tale ࠸ࡗࡓࢹࢫ
ࢺࣆᑠㄝࡢ⣔㆕ࡣᤊ࠼ࡎ̿̿ᅵᒇᨻ㞝Ặࡢ⩻ヂࡀ⣲ᬕࡽࡋࡗࡓࡇࡶ࠶ࡗ࡚̿̿タᐃࡇࡑ㢼
ኚࢃࡾ࡛ࡣ࠶ࡿࡀ୍✀ࡢ bildungsroman㸦ᩍ㣴ᑠㄝ㸧ࡋ࡚ࢃࡗࡓࠋࡔࡽ➹⪅ࡣࠊ࡞ SF
࠸࠺ᢈุࡼࡾࡶࠊ࠼ࡤ James ࡢホゝ “Far from creating genre fiction, he uses cloning as a way to get at
profound emotions of love and loss, and to address a mechanized culture in which individuality itself
sometimes seems threatened.” 4 ࡢ᪉ࡼࡾ㈶ྠࡍࡿࠋ
➹⪅ࡣ NL ࢆ㸦୍✀ࡢ㸧ࣅࣝࢻࣥࢢࢫ࣐ࣟࣥࡋ࡚ㄞࡳࡁ࡞ឤ㖭ࢆཷࡅࡓࢃࡅࡔࡀࠊࡑࡢ⌮
⏤ࡢ୍ࡘࡣ࢟ࣕࢩ࣮ࠊࢺ࣑࣮ࠊ࣮ࣝࢫ୕ேࡢே≀㐀ᙧ࠾ࡼࡧே㛫㛵ಀ࠶ࡿࠋ࢟ࣕࢩ࣮㸸ᖖⴠࡕ
╔࠸࡚࠸࡚ࠊඃࡋࡃᚰ㓄ࡾࡀฟ᮶ࡿ᥍࠼ࡵ࡞ᛶ᱁ࠋࡑࡢᢚไࡋࡓ voice ࡢ➃ࠎࡽࢺ࣑࣮ࡢ῝࠸
ឡࡀᇉ㛫ぢ࠼ࡿࠋࢺ࣑࣮㸸⏕᮶ࡢ⒯Ⓝࡶࡕ࡛ࠊ㛤ᕳ᪩ࠎ “[H]e began to scream and shout, a nonsensical
jumble of swear words and insults….He was just raving, flinging his limbs about, at the sky, at the wind, at the
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nearest fence post.” (Ch.1 pp.9-10) ᛣࡾࢆ⇿Ⓨࡉࡏࡿࠋࡓࡔࠊ࠶ࡿព⣧࡛⏕୍ᮏ࡞ᛶ᱁࡞ࡢ࡛ࠊᚋࠎ
࠸࠸ࡼ࠺࣮ࣝࢫᡭࡅࡽࢀࡿࠋᡂ㛗ࡘࢀ⒯Ⓝࢆୖᡭࡃᢚ࠼㎸ࡵࡿࡼ࠺࡞ࡿࡀࠊࡔࡽࡇࡑ
࣐ࢲ࣒ࡽ⊰ண࡞࡞࠸▱ࡽࡉࢀࡓᚋࡢᖐ㏵ࠊᛣࡾࢆ᭱㝈⇿Ⓨࡉࡏࡿሙ㠃 (Ch.22 pp.268-269)
ࡣᅽᕳ࡛ࠊ⤯ᮃᡴࡕࡦࡋࡀࢀࡓᨾࡢ⃭ࡋ࠸ᛣࡾࠊㄞࡳᡭࡣᙉࡃᚰࢆᦂࡉࡪࡽࢀࡿࠋ࣮ࣝࢫ㸸ึ
ࡵ࡚࢟ࣕࢩ࣮㢦ࢆྜࢃࡏ࡚✵ࡢ㤿࡛㐟ࡪ࠶ࢀࡇࢀᣦᅗࡋࡓࡀࡾࠊbossy ࡞ᛶ᱁ࡀ᪤࠺
ࡀ࠼ࡿ (Ch.4 pp.46-47)ࠋࡲࡓࠊࢳ࢙ࢫࡢࡇ࡞ⓙ┠▱ࡽ࡞࠸ࡢ▱ࡗࡓࡪࡾࢆࡍࡿࠊ࠸࠸᱁ዲ
ࡋ࠸࡛࠶ࡿ (Ch.5 pp.52-53)ࠋᡂ㛗ࡋࡓࡽࡋࡓ࡛ࠊᗘࡣ࢟ࣕࢩ࣮ࢺ࣑࣮ࡢ௰ࢆጊࢇ࡛㑧㨱ࡋ࡚ࢺ
࣑࣮ࢆᶓྲྀࡾࡋࠊࡣࡗࡁࡾゝࡗ࡚ㄡࡽࡶඹឤࢆᚓࡽࢀࡃ࠸࡛࢟ࣕࣛ࠶ࡿࠋࡋࡋࠊࡔࡽࡇࡑࠊ
ᗄᗘᥦ౪ࢆ⤊࠼࡚㌟యࡀࡍࡗࡾ⾶ᙅࡋࡓ࣮ࣝࢫࡀࠊఱࡶࡶ࿌ⓑࡋ࡚࢟ࣕࢩ࣮チࡋࢆㄳ࠺ሙ
㠃ࡣࠊឤືⓗ࡛࠶ࡿ (Ch.19 pp.227-230)ࠋ
Wood ࡀ “Ishiguro’s real interest is not in what we discover but in what his characters discover, and how it
will affect them. He wants us to inhabit their ignorance, not ours.” 5 ᣦࡍࡿࡼ࠺ࠊ ㄞࡳᡭࡣ࢟ࣕࢩ࣮
ࡓࡕࡢᡂ㛗㐣⛬ࢆࠊࡣឡ࠾ࡋࡃᛮ࠸ࠊࡣࢫࣜࣝࢆࢃ࠸࡞ࡀࡽࠊᛮᮇࡢⱝ⪅≉᭷ࡢࠕ┠
ぬࡵࠖ㔜ࡡྜࢃࡏ࡚ㄞࡴࡇ࡞ࡿࠋࢡ࣮ࣟࣥ࠸࠺タᐃࡀ↓ࡅࢀࡤࠊࡇࡢ㸱ேࡣ 1990 ᖺ௦ⱥᅜ
ࡢࡳ࡞ࡽࡎࠊ࠸ࡘࡢ௦ࡶࠊࡢሙᡤࡶᏑᅾࡍࡿ࡛࠶ࢁ࠺ឡࡍࡁⱝ⪅ࡓࡕ࡛࠶ࡾࠊᙼࡽࡢ୍
ᣲᡭ୍ᢞ㊊ࢆឿឡࡢ║ᕪࡋ࡛ᥥ࠸࡚࠸ࡃࢩࢢࣟࡢ➹⮴ࡣࠊ
ᑠㄝࢆㄞࡴࡇࡢ⮳⚟ࢆ࠼࡚ࡃࢀࡿࠋ
ࡔࡽࡇࡑࠊ➹⪅ࡣึㄞᮏ᭩ࢆ୍✀ࡢࣅࣝࢻࣥࢢࢫ࣐ࣟࣥࡋ࡚ࢃࡗࡓࢃࡅ࡛࠶ࡿࠋ

㸰.㸰 Anti-Bildungsroman
 ➹⪅ࡢலឤയ㐣ከࡢึㄞឤࢆ┿ࡗྥࡽ⢊○ࡍࡿࡀዴࡃࠊNL ࡣࠕ࣭ᩍ㣴ᑠㄝࠖࡔㄽࡌ
ࡿࡢࡀ Eaglestone ࡛ࠊᙼࡣࡇ࠺ᙇࡍࡿ㸸“Never Let Me Go is structured like a Bildungsroman, divided
into three sections, each corresponding to a stage in Kathy’s life: the ‘school’, Hailsham; the ‘cottages’; and her
life as a carer. Yet, like much Holocaust testimony and fiction, it is an anti-Bildungsroman. Instead of
developing as an agent from a child’s to an adult’s world, Kathy’s world and agency are destroyed. Rather than
become integrated into a community, she becomes more and more solitary as her friends are taken from her by
the system and are then murdered for their organs. She learns, really, that she was never supposed to have any
Bildung at all.” 1ࠋ࣮ࢢࣝࢫࢺࣥࡣࠊࢡ࣮ࣟࣥࡓࡕࡀ┿ᐇࢆࠕᩍࢃࡗ࡚࠸ࡿࡼ࠺࡛ࠊᩍࢃࡗ࡚࠸࡞࠸ࠖ
⌧≧ࢆ࣍ࣟࢥ࣮ࢫࢺᨃ࠼࡞ࡀࡽࠊ⌧௦ୡ⏺࠾࠸࡚ࡶ⛣Ẹࡢฎ㐝ࢆࡵࡄࡗ࡚ྠࡌᵓ㐀ࡀ㟢ࢃ࡞
ࡗ࡚࠸ࡿࡇࢆㄽࡌ࡚࠸ࡿࡢࡔࡀࠊ➹⪅ࡣṇ┤ࠊࡑࡇࡲ࡛῝ㄞࡳࡍࡿ㸽࠸࠺㐪ឤࡀᣔ࠼࡞
ࡗࡓࠋ
☜ࠊඛ㐍ᅜᥦ౪ࡍࡿࡓࡵࡢ⮚ჾ㈙ࡀ㈋ᅔᅜ࡛ᐦ⾜ࢃࢀ࡚࠸ࡿ⌧ᐇࢆ㚷ࡳࢀࡤࠊ≀ㄒ
ࡢタᐃ㸦࣮࣊ࣝࢩ࣒ࣕࡢ❧┠ⓗᏑᅾព⩏㸧ࢆ⤮✵୍➗ࡍࡇࡣฟ᮶࡞࠸ࠋࡲࡓࠊࡑࡶ
ࡑࡶࠕ㏻ᖖࡢே㛫ࠖࠕ࣮࣊ࣝࢩ࣒ࣕࡢᏊ౪ࡓࡕ㸦㸻⮚ჾᥦ౪⪅㸧
ࠖࡀ㡯ᑐ❧ⓗేᏑࡋ࡚࠸ࡿࣄ
࢚࣮ࣛࣝ࢟ࡣࠊ࠼ࡤ࣓ࣜ࢝࠾ࡅࡿⓑே㯮ேࠊࢻࢶ࠾ࡅࡿࢤ࣐ࣝࣥẸ᪘ࣘࢲࣖேࠊ࠶
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ࡿ࠸ࡣྂ௦ࢠࣜࢩࡢࠕᕷẸࠖࠕያ㞔ࠖ࠸࠺ࡼ࠺⌧ᐇୡ⏺࡛ࡶྂᮾす㐢ࡃᏑᅾࡋ࡚ࡁࡓࡢ
࡛࠶ࡿࠋ࡛ࡣࠊࢩࢢࣟࡣ NL ࠾࠸࡚♫ⓗၥ㢟ᥦ㉳ࢆࡋࡼ࠺ࡋ࡚࠸ࡿࡢ㸽ࡑ࠺࡛࡞࠸࡞ࡽࠊ
ࡢࡼ࠺࡞ᩥᏛⓗヨࡳࢆ⾜ࡗ࡚࠸ࡿࡢࡔࢁ࠺㸽⊂⮬ࡢどⅬࢆᡴࡕฟࡋࡓㄽ⪃ࢆࠊࡘ⤂ࡍࡿࠋ
ே㛫ࡣಶேࡋ࡚⮬❧ࡋ࡚࡞Ꮡᅾ࡞ࡿࡢ࡛ࡣ࡞ࡃࠊ࡞ࡲࡲ⪅౫Ꮡࡋࠊ⪅ࡢ
㛵ಀᛶࡢ୰࡛Ꮡᅾࡍࡿ࠸࠺᪂ࡋ࠸⌮ࢆᥦ♧ࡋ࡚࠸ࡿ̿̿ၐ࠼ࡿࡢࡀ Jerng ࡛࠶ࡿࠋᙼࡣࠊ
ࠕࢡ
࣮ࣟࣥ⮬ศࡢ㐠ࢆཷࡅධࢀࡉࡏࠊ㏨ࡆࡿࡇ࡞⪃࠼ࡉࡏ࡞࠸ࡢࡔࡽࠊࢩࢢࣟࡣᙼࡽࡀ
࡞ே㛫࡛ࡣ࡞࠸♧ࡑ࠺ࡋ࡚࠸ࡿࠖ࠸࠺ពぢᑐࡋ࡚ࡇ࠺ᛂ⟅ࡍࡿ㸸“It is not that Ishiguro fails
to portray these clones as human; rather, he writes a story that reverses the narrative trajectory of individuation.
Ishiguro does not reveal the human as unfolding and developing from a given inert potentiality. This is a much
more disturbing story because it withholds the reader’s desire for emancipation: the clones do not rebel and thus
“become human.” Rather, they learn to make sense of their lives as clones. In this way, Never Let Me Go
disrupts the narrative of individuation and the values placed on the mysteriousness of birth, the “giftedness” of
life, and wholeness. The novel takes up the question that challenges our privileged narratives of humanness:
how is a life that is not “born” in the usual sense given form and dignity? By disrupting the narrative trajectory
of individuation, Ishiguro gives us the imaginative potential of shifting our expectations of the form of
humanity.” 2ࠋ㏻ᖖࡢព࡛ࠕ⏕ࡲࢀࡿࠖࡢ࡛ࡣ࡞࠸⏕ࡀࠊࡢࡼ࠺ࡋ࡚ᙧែᑛཝࢆ⋓ᚓࡍࡿࡢ
ࢆᥦ㉳ࡍࡿࡇ࡛ࠊNL ࡣᡃࠎࡀ⮬᫂ࡢ⌮ࡋ࡚࠸ࡿ≀ㄒࢆᦂࡿࡀࡋ࡚࠸ࡿ̿̿࠸࠺ࢪ࣮ࣕࣥ
ࢢࡢศᯒࡣࠊㄞࡳᡭ㸦ே㛫㸧ࡢᏑᅾࡢ᭕ࡉࢆࡶಠ▔ⓗᤊ࠼࡚࠸࡚ࠊᴟࡵ࡚ၨⵚⓗ࡛࠶ࡿࠋ୍᪉ࠊ
NL ࡣே㛫ࡢᚲ↛ⓗṚ⣧⢋ᛶࡢ႙ኻࡘ࠸࡚ࡢᛮ⣴࡛࠶ࡿၐ࠼ࡿࡢࡣ Kakutani ࡛࠶ࡿ㸸“The
result, amazingly enough, is not the lurid thriller the subject matter might suggest. Rather, it’s an oblique and
elegiac meditation on mortality and lost innocence: a portrait of adolescence as that hinge moment in life when
self-knowledge brings intimations of one’s destiny, when the shedding of childhood dreams can lead to
disillusionment, rebellion, newfound resolve or an ambivalent acceptance of a preordained fate.” 3 ࠋ
 ᪁ᵝࠊNL ࡣከᵝ࡞ㄞࡳศᯒࢆྍ⬟ࡍࡿࡔࡅࡢ῝ࡳ㔜ᒙᛶࢆഛ࠼ࡓసရ࡛࠶ࡿࠋ

㸰.㸱 What Does It Mean To Be Human?
 ᢈホᐙࡸᏛ⪅ࠊసᐙࡓࡕࡀ႖ࠎㅈࠎ⧞ࡾᗈࡆࡿ NL ㄽ⪃┠ࢆ㏻ࡋ࡚࠸ࡃࠊ⮬ศࡀึㄞ
ᢪ࠸ࡓឤ㖭ࡢグ᠈ࡣ̿̿ࡑࢀࡇࡑࠊ࢟ࣕࢩ࣮ࡸ࣮ࣝࢫࡢグ᠈ࡉ࡞ࡀࡽ̿̿᭕࡞ࡗࡓࡾࠕಟṇࠖ
ࡉࢀࡑ࠺࡞ࡿࠋNL ࢆࡵࡄࡗ࡚ᩘከ࠶ࡿゝㄝࡢ୰࡛ᡃࡀពࢆᚓࡓࡾඹឤࢆぬ࠼ࡓࡢࡣࠊᐇࡣࠊ
ࢩࢢࣟࡀࣥࢱࣅ࣮࡛ࣗㄒࡗࡓゝⴥ࡛࠶ࡿࠋWong ࡀ WW  NL ࡢసࡘ࠸࡚ࠊ“There seems to
be links in terms of place, characters, and the kind of disorientation both characters face.” ㏙ࡓࡢࢆཷࡅ
࡚ࠊࢩࢢࣟࡣࡇ࠺⟅࠼ࡿ㸸“I first started to write Never Let Me Go in 1990, and then I gave up. I was
surprised when I started to look back at my notes. In those days, it was called “The Students’ Novel,” and my
wife thought it was a campus novel. But, it was definitely Never Let Me Go, with these strange young people
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living in the countryside, calling themselves students where there’s no university. And, there’s some kind of
strange fate hanging over them….[T]here was no cloning. That was the point, you see, in 1990 I didn’t have the
clone stuff. I was looking for a story to do with nuclear weapons and a cold war mentality. They came across
some kind of nuclear whatever and their lives were doomed. It was very embryonic. Then, it became an
abandoned project. Then I wrote The Unconsoled, and I tried again. I did more work on what became Never Let
Me Go, but abandoned it again, because I couldn’t get any further. After When We Were Orphans, I finally
wrote Never Let Me Go.” 1ࠋ⩏⪅ࢩࢢࣟࡢ㠃┠㌍ዴ࠸࠺ࠊ15 ᖺࡢ㛗ࡁࢃࡓࡿヨ⾜㘒ㄗ
ࡢไస㐣⛬ࢆ⮬ࡽ᫂ࡽࡋ࡚࠾ࡾࠊᡂ⛬ NL ࡀ୍㒊ࡢ㝽ࡶ↓࠸ᡂᗘከᒙᛶࢆࡿࡢࡶᐅ࡞ࡿ
࡞⣡ᚓࡉࡏࡽࢀࡿࠋ
 Ṉฎ࡛ࡕࡻࡗࢩࢢࣟసࡢ㌶㊧ࢆࡾ㏉ࡗ࡚ࡳࡿࠋฎዪస A Pale View of Hills (1982) ࡽ An
Artist of the Floating World (1986) ࢆ⤒࡚ࣈࢵ࣮࢝㈹ཷ㈹స The Remains of the Day (1989) ࡲ࡛ࡣࠊಶே
㸦ேබ㸧ࡢグ᠈ࢆ᥈ࡿ≀ㄒࡢࠕჾࠖࡋ࡚ࢼ࢞ࢧ࢟ࠊᡓ๓ᡓᚋࡢ᪥ᮏࠊ➨ḟᡓ๓ᚋࡢⱥᅜࢆ
⏝࠸ࠊ⤖ᯝⓗ୍㒊ࡢᢈホᐙࡽࣜࣜࢫࢺసᐙぢࡉࢀࡿㄗゎࢆ⏕ࢇ࡛ࡋࡲࡗࡓࠋḟࡢ The
Unconsoled (1995) ࡛ࡣᡴࡗ࡚ኚࢃࡗ࡚๓㸱సࡢୡ⏺ࢆ㊧ᙧࡶ↓ࡃ◚ቯࡋࠊ㛫✵㛫ࢆᴟ㝈ࡲ࡛ṍ
ࡲࡏࡓ࢝ࣇ࢝ⓗ᮲⌮ୡ⏺࠸࠺ࠕჾࠖࡢ୰࡛ࠊேබࡢࡳ࡞ࡽࡎᙼࡀᒓࡍࡿ୍ࡘࡢࢥ࣑ࣗࢽࢸ
ෆ࡚ࡢࠕ៘ࡵࢆᚓࡽࢀࡊࡿேࠎ The Unconsoledࠖࢆᑐ㇟ࡋࡓࠋThe Unconsoled ࡢᐇ㦂ᛶ᮲
⌮ᛶࡣ When We Were Orphans (2000) ࠾࠸࡚ࡶⰍ⃰ࡃṧࡗ࡚࠾ࡾࠊྲྀࡾᩒ࠼ࡎ᥈ഄᑠㄝ࠸࠺ࠕჾࠖ
ࢆ⏝࠸࡚ࡣ࠸ࡿࡶࡢࡢࠊᗂᖺ௦ࢆᮍࡔ㏣࠸⥆ࡅࡿேබࢆ≬ゝᅇࡋࡋ࡚ࠊ୍✀ࡢ ‘iconoclastic’
࡞≀ㄒࢆ㐀ᙧࡋࡓࠋNever Let Me Go (2005) ࡣࡇࡢ๓సࡢ᪉ἲㄽࢆⓎᒎᣑࡋࠊࢡ࣮ࣟࣥே㛫ࡢⅭ
సࡽࢀࡓ࣊ࣝࢩ࣒ࣕ࠸࠺ࠕჾ࡛ࠖ⫱ࡗࡓⱝ⪅ࡓࡕࡢ㟷⩌ീࢆᥥ࠸࡚࠸ࡿ㸦ࡕ࡞ࡳḟࡢ The
Buried Giant (2015) ࡛ࡣࠊಶࠎࡢே㛫ࡸࢥ࣑ࣗࢽࢸࡽࡉࡽᑐ㇟ど㔝ࢆᣑࡆࠊ♫యࢆໟᣓ
ⓗᤊ࠼ᚓࡿࠕჾࠖࡋ࡚ࠊ࣮ࢧ࣮⋤ఏㄝࢆࣔࢸ࣮ࣇࡋࡓ㸧
ࠋࢩࢢࣟసရࡣᡂᗘࡀ㧗ࡃࠊ
ከᵝ࡞ㄞࡳ⪏࠼ᚓࡿࡔࡅࡢ⢭ᐦ࡞ᵓ㐀ࢆ᭷ࡋ࡚࠸ࡿࡀᨾࠊᏛ⾡ⓗศᯒ̿̿㞴ゎࡘᬉ࡞ࡿ
ࡇࡀ ࠎࡋ࡚࠶ࡿࡀ̿̿ࡢᑐ㇟ࡶ࡞ࡿࡢࡔࢁ࠺ࡀࠊస⪅ࡢ≺࠸࠸࠺Ⅼࡽࡍࡿࠊே㛫
ࢡ࣮ࣟࣥࡢ㡯ᑐ❧࠸࠺ࡼࡾࠊࢡ࣮ࣟࣥࡢጼே㛫ࡢᮏ㉁ࢆ㔜ࡡྜࢃࡏࡿㄞࡳ᪉ࡢ᪉ࡀࢩࢢࣟ
ࡢ≺࠸㏆࠸࡛࠶ࢁ࠺ࠋࡑࡢࡅࡋ࡚ࠊࢩࢢࣟࡣ Wong ࡢࣥࢱࣅ࣮࡛ࣗ㸦ඛᘬ⏝ࡋࡓ
㒊ศࡢᚋࡢ⟠ᡤ࡛㸧
ࠊ“I was always trying to find a metaphor for something very simple—it sounds rather
grand—but, a metaphor for the human condition, and for coming to terms with the fact that we’re not immortal,
that we’re here for a limited time.” 2 ㄒࡗ࡚࠸ࡿࠋࢡ࣮ࣟࣥࡣᡃࠎே㛫ࡢጼ࡛ࡶ࠶ࡿ࠸࠺ほⅬ
❧ࡘࠊ࠼ࡤⲮ୰ࡢࡼ࠺࡞ᙇࡶ⏕ࡲࢀ࡚ࡃࡿ̿̿ࠕከࡃࡢேࠎࡀຍ㱋ࡶ㌟యࡢྛᡤኚ
ㄪࢆࡁࡓࡋࠊ᭱⤊ⓗせㆤࡢ≧ែ࡞ࡗ࡚㝔ࡸタ࡛Ṛࢇ࡛࠸ࡃࠋࡑࢀ࡞ࡽࡤᥦ౪⪅ࡋ࡚ࡢ
᭱⤊ẁ㝵ࡣࠊࡲࡉ⪁ᖺᮇࡢẚ႘ゝ࠼ࡿࡢ࡛ࡣ࡞࠸ࡔࢁ࠺ࠖ3ࠋ
ࢩࢢࣟࡢⓎゝࢆࠊᗘࡣ The Guardian ⣬ࡢࣥࢱࣅ࣮ࣗࡽ⤂ࡍࡿ㸸“I found that having
clones as central characters made it very easy to allude to some of the oldest questions in literature; questions
which in recent years have become a little awkward to raise in fiction. “What does it mean to be human?”
“What is the soul?” “What is the purpose for which we’ve been created, and should we try to fulfill it?” In
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books from past eras – in Dostoevsky or Tolstoy, say – characters would debate these issues for 20 pages at a
time and no one would complain. But in our present era, novelists have struggled to find an appropriate
vocabulary – an appropriate tone, perhaps – to discuss these questions without sounding pompous or archaic.
The introduction of clones – or robots, or super-computers, I suppose – as main characters can reawaken these
questions for modern readers in a natural and economic way.” 4ࠋ
ᩒ࠼࡚ SF ⓗタᐃࢆࡍࡿࡇࡼࡗ࡚ࣜࣜࢬ࣒ࡢไ⣙ࡽゎᨺࡉࢀࠊࡘ࡚ୡ⏺ᩥᏛࡀ┿ṇ㠃
ࡽྲྀࡾ⤌ࢇ࡛࠸ࡓࠕே㛫ࡣఱࠖ
ࠕ㨦ࡣఱࠖ
ࠕே㛫ࡣఱࡢࡓࡵ⏕ࡁࡿࡢࠖப࠺ၥ㢟
ᑐࡋ࡚ࠊᐯពᛶ㇟ᚩᛶࢆ㧗ࡵࡓᡭἲࢆ⏝࠸࡚᪂ࡓᣮࢇ࡛࠸ࡃࡇࡇࡑࠊࢩࢢࣟࡢ┿ពࡔࡗ
ࡓࡢ࡛࠶ࡿࠋ௨ୗࡣࡃࡢ⚾ⓗឤ៓ࡔࡀࠊ
ࠕ⊰ணࠖࢆᚓࡿࡓࡵⰋࡁࠕࢡ࣮ࣟࣥࠖ࡞ࡽࡡࡤດຊ
ࡍࡿ࢟ࣕࢩ࣮㐩ࡢጼࡽࡣࠊᮏ≀ࡢࠕே㛫ࠖ࡞ࡾࡓ࠸㢪࠺ࣆࣀ࢟࢜ࢆ㐃ࡋࠊࡲࡓࠊ
ࠕே㛫ࠖ௨
ୖࠕே㛫ࠖࡽࡋࡃ┿ᦸࡦࡓࡴࡁ⏕ࡁࡼ࠺ࡍࡿጼࡽࡣࠊBlade Runner ࡢࣞࣉࣜ࢝ࣥࢺࠊࣟ
࣭ࣂࢸࡢጼࢆ㔜ࡡྜࢃࡏࡓࡾࡶࡋࡓࠋ
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㸱 Nostalgia Is the Emotional Equivalent of Idealism.
㸱.㸯 William Wilson
 ࣮࣊ࣝࢩ࣒ࣕࡢᩍ⫱࡛ࡣ creativity ࡀ㔜どࡉࢀࠊ࣐ࢲ࣒ࡢ┠␃ࡲࡗࡓඃ⚽సရࡣ gallery ⶶࡉ
ࢀࡿࡢშࡶ࠶ࡎࡗ࡚ࠊ⏕ᚐࡓࡕࡣ➇ࡗ࡚ඃࢀࡓసရࢆ⏕ࡳฟࡑ࠺ࡋ࡚࠸ࡓࠋࡑࢇ࡞ᡈࡿ᪥ࠊ
⤮ࡀࡽࡗࡁࡋ㥏┠࡞ࢺ࣑࣮ࡣ࣮ࣝࢩ࣮ඛ⏕ࡧฟࡉࢀࠊᠱດຊࡋ࡚࠸࠸ࡶࡢࢆࢀ࡞ࡃ࡚
ࡶࡑࢀࡣࡑࢀ࡛ᵓࢃ࡞࠸ࠊㅍࡉࢀࡿ㸦Ch.3 p.27㸧
ࠋ➨ 21 ❶௨㝆࡛᫂ࡽࡉࢀࡿࡼ࠺ࠊ࣮࣊ࣝ
ࢩ࣒࡛ࣕࡣࠊࢡ࣮ࣟࣥࡀࡼࡾࠕே㛫ⓗ࡛ࠖ࠶ࡿࡓࡵⱁ⾡ᩍ㣴ࢆఱࡼࡾ㔜ࢇࡎࡿ⪃࠼᪉ࠊ⮬ࡽ
ࡢ≧ἣࢆᗈ࠸ど㔝ࡽㄆ㆑ࡉࡏࠊࡦ࠸࡚ࡣࡑࡢ≧ἣၥࢆᢪࡏࡿࡇࡀ⫢せࡍࡿ⪃࠼᪉ࡀᑐ
❧ࡋ࡚࠸࡚ࠊ๓⪅ࡣ࢚࣑ࣜඛ⏕࣐ࢲ࣒ࠊᚋ⪅ࡣ࣮ࣝࢩ࣮ඛ⏕ࡀࡑࡢ௦⾲࡛࠶ࡿࠋ࢟ࣕࢩ࣮ࢺ࣑
࣮ࡀ࣐ࢲ࣒ࡢᐙ࡛࢚࣑ࣜඛ⏕ヰࢆࡍࡿ୰࡛ࠊ࣮ࣝࢩ࣮ඛ⏕ఱࡀ࠶ࡗࡓࡢၥ࠸㉁ࡍࠊ࢚࣑
ࣜඛ⏕ࡣࡇ࠺⟅࠼ࡿ㸸“‘Lucy Wainright was idealistic, nothing wrong with that. But she had no grasp of
practicalities. You see, we were able to give you something, something which even now no one will ever take
from you, and we were able to do that principally by sheltering you….I’m so proud to see you both. You built
your lives on what we gave you. You wouldn’t be who you are today if we’d not protected you.’” (Ch. 22
pp.262-263)ࠋ࢚࣑ࣜඛ⏕ࡸ࣐ࢲ࣒ࡢࠕၿពࠖࡣ࠺ࡃࡶ࡞࠸ࡀࠊࢡ࣮ࣟࣥࡣே㛫ࡢⅭࡢࡳᏑᅾ
ࡍࡿப࠺๓ᥦᑡࡋ࡛ࡶⓗ࡛࠶ࡗࡓ࠸࠺ࠊࡑ࠺࡛ࡣ࡞࠸ࠋ
ࠕၿពࠖࡢ࠶ࡿࡇࡢഇ
ၿᛶࢆᮏ⬟ⓗᐹ▱ࡋࡓࢺ࣑࣮ࡣࠊ࣐ࢲ࣒ࡢᐙࡽᖐࡿ㏵ୖ “‘I think Miss Lucy was right. Not Miss
Emily.’” (Ch.22 p.268) ゝ࠸ࠊࡑࡢᚋ࡛ᛣࡾࢆ⇿Ⓨࡉࡏࡿࠋ
creative ࡞ࢡ࣮ࣟࣥࡣఱࡽࡢඃ㐝ࢆཷࡅࡿࡢ㸽ᮏᙜឡࡋ࠶ࡗ࡚࠸ࡿ࡞ࡽࠕ⊰ணࠖࡀཷࡅࡽࢀ
ࡿࡢ㸽࡛࠶ࡿ࡞ࡽࠊᮏᙜࡢឡࡣ࠺ࡸࡗ࡚ド᫂ࡍࡿࡢ㸽➼ࠎࡢၥ̿̿࠸࠺ዶ̿̿ྲྀ
ࡾ៰ࢀ࡚࠸ࡿ࢟ࣕࢩ࣮ࡸࢺ࣑࣮ࢆぢᏲࡗ࡚ࡁࡓᡃࠎㄞࡳᡭࡶࠊṈฎ࡛ᡈࡿၥࢆᢪ࠸࡚ុ↛ࡉ
ࡏࡽࢀࡿࠋ࡛ࡣࠊᡃࠎே㛫ࡢࠑ౯್ࠒࡣࠊ୍యㄡࡀࡢࡼ࠺Ỵࡵࡿࡢ㸽ࡲ࡛┳㐣ࡋ࡚ࡁࡓ㸦ⷧࠎ
ࡣឤ࡙࠸࡚࠸ࡓ㸧┿ᐇࢆྰᛂ࡞ࡋ┤どࡋ࡞ࡅࢀࡤ࡞ࡽ࡞ࡃ࡞ࡗࡓࢡ࣮ࣟࣥࡣࠊᐇࡣᡃࠎே㛫ࡢࡇ
࡛ࡣ࡞࠸ࡢࠋ
 ෑ㢌ࡢ࢟ࣕࢩ࣮ࡢㄒࡾࢆࡶ࠺୍ᗘ⪃ᐹࡋ࡚ࡳࡿࠋⓎヰ୰ࡢ “you” ࡣࠊ➨୍⩏ⓗࡣ㸦࣮࣊ࣝࢩࣕ
࣒௨እࡢฟ㌟࡛࠶ࡿ㸧ㆤேࢆᣦࡋ࡚࠸ࡿࡀࠊ࢟ࣕࢩ࣮ࡢㄒࡾ⪥ࢆഴࡅ࡚࠸ࡃ࠺ࡕࠊ “you” ࡣ
ㄞࡳᡭ㸦㸻ே㛫㸧ḟ➨㔜࡞ࡾྜࡗ࡚࠸ࡗࡓࡇࢆㄆ㆑ࡍࡿࠋJerng ࡣࠊࡇࡢㄒࡾࡢ㔜ᛶࡘ࠸
࡚ࠊ࢟ࣕࢩ࣮ࡢ “I don’t know if you had ‘collections’ where you were”. (Ch.4 p.38) ࢆᘬࡁྜ࠸ฟࡋ࡚
ศᯒࡍࡿ㸸“The assumption behind this statement is that “you” were in some other place—not Hailsham—that
also raised clones. This particular double mode of address interrupts the easy divide between the implicit reader
as human and the “you” as clone. Indeed, the structure of address places being a human and being a clone
side-by-side, as “you” are made to shuttle in-between the universal condition of being human and the universal
condition of being a clone.”1 ࠋࡲࡓࠊ࢟ࣕࢩ࣮ࡢࡧࡅࡣே㛫㠀ே㛫ࡢቃ⏺⥺ࡢ᰿※ⓗ࡞⪃ࢆ
ㄞ⪅ಁࡍㄝࡃࡢࡀ⛙࡛ࠊᙼࡣࡇ࠺㏙ࡿ㸸
ࠕࢩࢢࣟࡢᢏᕦࡢ┿ࡢ෪࠼ࡣࠊࡋࡤࡋࡤᢳ㇟ㄽ㝗
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ࠊࠊࠊ
ࡾࡀࡕ࡞ࡇ࠺ࡋࡓᛮ⣴ࡢㄏ࠸ࡀࠊ࠶ࡃࡲ࡛ࡶ⩎ᮃࡸ᎖ጊ࠸࠺ࠊࡑࢀ⮬యࡁࢃࡵ࡚ே㛫ⓗ࡞ື
ࡢ⥙ࡢ┠ࡢ࡞ࡽ❧ࡕ⌧ࢀࡿࡇ࠶ࡿࡢ࡛ࡣ࡞࠸ࠋ
㸦୰␎㸧
Ⓩሙே≀ࡓࡕࡢ⩎ᮃࡢⓗ࡞ࡗࡓ
ࠕᮃࡲࡋ࠸ࡶࡢࠖࡢ᳨ド㏦ࡾฟࡉࢀࡿࡢࡣࠊ✲ᴟⓗࡣ⚾ࡓࡕㄞ⪅⮬㌟࡞ࡢ࡛࠶ࡿࠋࡇࡢⅬࢆ
ព㆑ࡋࡓࡁࠊ⚾ࡓࡕࡣ⮬㌟ࡢࠕᖾ⚟࡞⏕ࠖࡀࠊ⪅ࡢ⏕ࢆዣࡍࡿᖹ➼ࡢᵓ㐀ᇶ♏࡙ࡅࡽࢀ
࡚ࡣ࠸࡞࠸ࡢࠊᏳࢆࡁ❧࡚ࡎࡣ࠾࡞࠸⮬ᕫ┬ᐹᑟࢀࡿࡇ࡞ࡿࠖ2ࠋ
 ே㛫ࡀୗ㒊㝵ᒙࡢࢡ࣮ࣟࣥࢆᦢྲྀࡍࡿࣄ࢚࣮ࣛࣝ࢟ࢆᑐᓊࡢⅆ═ࡵ࡚࠸ࡓㄞࡳᡭࡣࠊᐇࡣࡇ
ࢀࡣ⌧ᐇࡢᡃࠎࡢࣄ࢚࣮ࣛࣝ࢟ྠ㉁࡛࠶ࡿࡇẼ࡙ࡃࠋࡘࡲࡾࠊ⛙ࡢゝ࠺ࠕᖾ⚟࡞⏕ࠖ࡞
࠸࠺௦≀ࡣࠊ⿕ᚁ᭹⪅ࠊ㞔ᒓ⪅ࠊຎ➼ே✀ぢࡉࢀ࡚ࡁࡓᏑᅾ̿̿࠼ࡤࠊⓑேࡗ࡚ࡢ㯮ே
ࡸࠊḢ⡿ேࡗ࡚ࡢࣘࢲࣖே̿̿ࡢ⏕ࢆዣࡍࡿࡇࡼࡗ࡚ᡂ❧ࡋ࡚ࡁࡓྐᐇࢆᨵࡵ࡚㉳ࡍ
ࡿࠋ㐀ⓗ࡛࡞࠸ࢡ࣮ࣟࣥࡣ↓౯್ぢࡉࢀࡿࡢ࡛ࡣ࡞࠸ᜍࢀុ࠸ࡓࢺ࣑࣮ࢆࠊᡃࠎࡣ୍➗
ࡍࡇࡣฟ᮶࡞࠸ࠋ⌧ࡇࡢ᪥ᮏ࠾࠸࡚ࡶࠊྠᛶឡ࢝ࢵࣉࣝࡣ♫㈉⊩࡛ࡁ࡞࠸㸦⏕⏘
ᛶࡢ↓࠸㸧ຎࡗࡓᏑᅾࡔࡍࡿᭀຊⓗゝㄝࡀࠊഐⱝ↓ே╫╮ࡋ࡚࠸ࡿࡢ࡛࠶ࡿࠋ

➨㸰㒊㸯.㸱࡛ண࿌⦅ⓗゐࢀࡓࠕὶࢀࠖࡢ࣓ࢱࣇ࣮ࡘ࠸࡚ࠊᨵࡵ࡚⪃ᐹࡋ࡚ࡳࡓ࠸ࠋNL ࡛
ࡣᗄࡘࡢሙ㠃࡛ࠕὶࢀࠖࡢ࣓ࢱࣇ࣮ࡀຠᯝⓗ⏝࠸ࡽࢀ࡚࠾ࡾࠊ≉㔜せ࡞ಶᡤࢆ㡰ࡳ࡚࠸
ࡃࠋ
ᩍᆅ࡛࢟ࣕࢩ࣮ࡀ࣮ࣝࢫゝ࠸த࠸ࠊ⤖ᯝⓗࡑࢀࡀᘬࡁ㔠࡞ࡗ࡚࢟ࣕࢩ࣮ࡣㆤே࡞
ࡿࡃࢥࢸ࣮ࢪࢆཤࡿࡢࡔࡀࠊ႖ვࡢ┤ᚋࡢ࢟ࣕࢩ࣮ࡢᅇࡣࡇ࠺グࡉࢀࡿ㸸“[I]t wasn’t until a long
time afterwards – long after I’d left the Cottages – that I realised just how significant our little encounter in the
churchyard had been….It never occurred to me that our lives, until then so closely interwoven, could unravel
and separate over a thing like that. But the fact was, I suppose, there were powerful tides tugging us apart by
then, and it only needed something like that to finish the task. If we’d understood that back then – who knows?
– maybe we’d have kept a tighter hold of one another.” (Ch.17 p.194)ࠋ
 ࣐ࢲ࣒ࡢᐙࡽᖐࡿࠊ✺↛㌴ࡽ㝆ࡾࡓࢺ࣑࣮ࡀᛣࡾ௵ࡏ࡚Ⲩࢀ≬࠸ጞࡵࠊ࢟ࣕࢩ࣮ࡀᚲṚ
࡛Ṇࡵࡼ࠺ࡍࡿ㸸“I caught a glimpse of his face in the moonlight, caked in mud and distorted with fury,
then I reached for his flailing arms and held on tight. He tried to shake me off, but I kept holding on, until he
stopped shouting and I felt the fight go out of him. Then I realised he too had his arms around me. And so we
stood together like that, at the top of that field, for what seemed like ages, not saying anything, just holding each
other, while the wind kept blowing and blowing at us, tugging our clothes, and for a moment, it seemed like we
were holding onto each other because that was the only way to stop us being swept away into the night.” (Ch.
22 p.269)ࠋ
 ࣐ࢲ࣒ࡢᐙࢆ࢟ࣕࢩ࣮ゼၥࡋࡓᩘ᪥ᚋࠊࢺ࣑࣮ࡣ࢟ࣕࢩ࣮ࡀㆤࡍࡿࡇࢆṆࡵࡓ࠸⏦ࡋฟ
ࡿ㸸“‘I keep thinking about this river somewhere, with the water moving really fast. And these two people in the
water, trying to hold onto each other, holding on as hard as they can, but in the end it’s just too much. The
current’s too strong. They’ve got to let go, drift apart. That’s how I think it is with us. It’s a shame, Kath,
because we’ve loved each other all our lives. But in the end, we can’t stay together forever.’” (Ch.23 p.277)ࠋ
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 ࣛࢫࢺࢩ࣮ࣥࠊ㢼࡛྿ࡁ㣕ࡤࡉࢀ࡚ࡁࡓࢦ࣑ࡀ᭷่㕲⥺ᘬࡗࡗ࡚࠸ࡿࡢࢆ═ࡵ࡞ࡀࡽࠊ࢟
ࣕࢩ࣮ࡣ≀ᛮ࠸ᾐࡿ㸸“I was thinking about the rubbish, the flapping plastic in the branches, the shore-line
of odd stuff caught along the fencing, and I half-closed my eyes and imagined this was the spot where
everything I’d ever lost since my childhood had washed up, and I was now standing here in front of it, and if I
waited long enough, a tiny figure would appear on the horizon across the field, and gradually get larger until I’d
see it was Tommy, and he’d wave, maybe even call.” (Ch.23 p.282)ࠋ
ࡇࢀࡽ୍㐃ࡢࠕὶࢀࠖࡢ࣓ࢱࣇ࣮ࡣࠊỌஂ♫ࡢ᭱ୗ㒊ᵓ㐀⨨ࡅࡽࢀࡿࢡ࣮ࣟࣥࡣࠊ
ࠕ㐠ࠖ࠸࠺ྡࡢ㢼ࡸᕝẼ൷⩻ᘝࡉࢀࡿᙅࡃ⬤࠸Ꮡᅾ࡛࠶ࡿࡇࢆ࣓࣮ࢪࡋ࡚࠸ࡿࠋ࠶
ࡿ⛬ᗘࡣ㐠ᢠ࠾࠺ࡍࡿࡶࡢࡢࠊ᭱⤊ⓗࡣ㐠ࢆཷࡅධࢀࡊࡿࢆᚓ࡞࠸ࢡ࣮ࣟࣥࡢᏑᅾ⏕
ࡁ᪉ࡣ NL ࡢ᰿ᖿࢆᡂࡍࢥࣥࢭࣉࢺ࡛࠶ࡾࠊ
ࢩࢢࣟ⮬㌟ࡶࡇࡢࡇࢆ᫂ࡽࡋ࡚࠸ࡿ㸸“I suppose
the big thing about Never Let Me Go is that they never rebel, they don’t do the thing you wanted them to do.
They passively accept the programme in which they are butchered for their organs. I wanted a very strong
image like that for the way most of us are, in many ways we are inclined to be passive, we accept our fate.
Perhaps we wouldn’t accept this to that extent, but we are much more passive than we’d like to think. We
accept the fate that seems to be given to us. We accept the conditions that are given to us.” 3ࠋࡇࡢⓎゝࡔࡅㄞ
ࡴࠊே㛫ࡣࡃࡶᙅࡁᏑᅾ࡞ࡢ↓ᖖほࢆᢪࡁࡓࡃࡶ࡞ࡿࡀࠊࢩࢢࣟࡢ┿ࡢពᅗࡣࠊ
ࠕே
㸬㸬㸬㸬
㛫ࡣᙅ࠸୍ᮏࡢⴺ㐣ࡂ࡞࠸ࡀࠊグ᠈ࡍࡿⴺ࡛࠶ࡿࠖᙇࡍࡿࡇ࠶ࡗࡓࠊ➹⪅ࡣ⪃࠼ࡿࡶ
ࡢ࡛࠶ࡿࠋ

㸱.㸰 Verweile doch, du bist so schön!
ࠕࡣࡌࡵࠖ
࡛㏙ࡓࡼ࠺ࠊ
➹⪅ࡣࢩࢢࣟࡢ㸵ࡘࡢ㛗⦅ࢆ୍ࡘࡢ㢟ኚዌ᭤ᤊ࠼࡚࠾ࡾࠊ
NL ࡢ㢟ࡸᡭἲࡣࠊPV ࡽ࢜ࢫࢸࢼ࣮ࢺࡢࡼ࠺ࡉࢀ࡚࠸ࡿࠋࡇࡇ࡛ࡣ RD ࢆᑐ㇟ࡋࡓ
ㄽ⪃ࡽࠊ➹⪅ࡀ≉ὀ┠ࡋࡓࡶࡢࢆࡘᣲࡆࡿࠋࡲࡎࠊᑠụࡼࡿࡶࡢ㸸
ࠕࡇࡢసᐙࡗ࡚ࠊ≀
ㄒࡿ࠸࠺⾜Ⅽࡣࠊᛮ࠸ฟࡍ࠸࠺⾜Ⅽ➼ࡋ࠸ࡢ࡛ࡣ࡞࠸ࠋࡋࡶ⮬ศࡢ㐣ཤࢆࡩࡾ࠼ࡿࡢ
࡛ࡣ࡞ࡃࠊே㛫ே㛫ࡢグ᠈ࡢ㔜࡞ࡾྜ࠺ࡇࢁࠊ㔜࡞ࡾྜࢃ࡞࠸ࡇࢁࢆࠊ┿ᦸ᳨ドࡋࠊ⧊≀
ࢆ⧊ࡿࡼ࠺㐣ཤࢆ⧊ࡗ࡚࠸ࡃࠋᑠㄝⓏሙࡍࡿከࡃࡢேࠎࠊඹྠࡋ࡚ࠕ㐣ཤࠖࢆฟࡋࡼ࠺
ࡋ࡚࠸ࡿࠋࡑࡢែᗘࡣࠊேࡀࡇࢀࡀ⮬ศࡢࠕ㐣ཤ࡛ࠖ࠶ࡿᛮࡗ࡚࠸ࡓࡇࢁࡢࠕ㐣ཤࠖࢆゎయࡋࠊ
⤌ࡳ᭰࠼࡚ࡋࡲ࠺⃭ࡋ࠸ࡶࡢ࡛࠶ࡾࠊ㐀ⓗ࡛ᯝᩒ࡞⾜Ⅽぢ࠼ࡿࠖ1ࠋḟࠊᖹࡼࡿࡶ
ࡢ㸸
ࠕࢩࢢࣟࡣࢹࣅ࣮ࣗᙜึࡽࠊᑠㄝ࠾ࡅࡿࢺ࣏ࢢࣛࣇ࣮ࡢពࢆྰᐃࡋࡘ࡙ࡅ࡚ࡁࡓࠋࡍ
࡛ゝࢃࢀࡘ࡙ࡅ࡚࠸ࡿࡼ࠺ࠊ
ᙼࡢ㛵ᚰࡀ⌧ᐇୡ⏺ࡢᵝែࢆᥥࡃࡇ࠶ࡿࡢ࡛ࡣ࡞ࡃࠊ
ࠕே⏕ࡢ
⤊ᒁࡉࡋࡗࡓࡁࠊࡦࡀグ᠈࠸࠺ࡶࡢࢆ⮬ศࡢࡓࡵ࠺࠺ࠖ
ࠊࡍ࡞ࢃࡕࠑ㐣ཤࡢ⾜
Ⅽࡢ⿵ൾⓗᚰ⌮స⏝ࠒ࠸࠺ࠊࡑࡢᚋࡉࢀࡿࡇ࡞ࡿ㢟࠶ࡿࡍࢀࡤࠊ⫼ᬒࡣࢥ࣮ࣥ࢘
࢛࣮࡛ࣝ࠶ࢀ㛗ᓮ࡛࠶ࢀࠊྠࡌࡔ࠸࠺ࡇ࡛࠶ࡿࠖ2ࠋ
ேࡀᣦࡋ࡚࠸ࡿࡼ࠺ࠊPV ࡽ RD ࢆ⤒࡚ NL  BG ⮳ࡿࡲ࡛ࠊࢩࢢࣟసရࡢ୰ᚰ㢟
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ࡣ୍㈏ࡋ࡚ࠕグ᠈࡛ࠖ࠶ࡿࠋึᮇࡢసရ࠾࠸࡚ࡣࠊAF ࡢ࢜ࣀࢆ᭱ࡓࡿࡋ࡚ࠊグ᠈ࡣ⮬ศ
㒔ྜࡢ࠸࠸ࡼ࠺ṍ᭤ࡉࢀࡓࡾࠊᩒ࠼࡚ゐࢀ࡞࠸㸦ㄒࡽ࡞࠸㸧㈇ࡢഃ㠃ࢆᣢࡘࡶࡢࡋ࡚ᥦ♧ࡉࢀ
࡚࠸ࡿࠋࡋࡋࠊึᮇ㸱㒊సࡢ࠶ UC ࢆቃࡋ࡚ࠊࡇࡢࣉ࣮ࣟࢳࡀᑡࡋ᪉ྥᛶࢆኚ࠼ࡓࠋ≉
WW  NL ࡛ࡣࠊグ᠈ࡣኻࢃࢀࡓ⨾ࡸ⌮ࢆඖ࣭ಖᣢࡍࡿࡓࡵࡢࠕ⨨ࠖࡋ࡚ᢅࢃࢀ࡚࠸ࡿࠋ
࠼ࡤࠊࢩࢢࣟࡣ Mackenzie ࡢࣥࢱࣅ࣮࡛ࣗࠊ‘nostalgia’ ࠸࠺ゝⴥࢆ⏝࠸࡚ࠕグ᠈ࠖࢆ⫯ᐃ
ⓗ᧦ㆤࡍࡿ㸸“Nothing wrong with nostalgia. It is a much-maligned emotion. The English don’t like it,
under-rate it, because it harks back to empire days and to guilt about the empire. But nostalgia is the emotional
equivalent of idealism. You use memory to go back to a place better than the one you find yourself in. I am
trying to give nostalgia a better name.” 3 ࠋ
⣮ኻࡋࡓ Songs After Dark ࡢ࢝ࢭࢵࢺࢆࣀ࣮ࣇ࢛࣮ࢡ࡛ぢࡘࡅࠊࢥࢸ࣮ࢪᡠࡗ࡚ࡑࡢᎰࡋࡉࢆࡋ
ࡳࡌࡳࡳࡋࡵࡿሙ㠃ࢆࡾ㏉ࡗ࡚ࡳࡼ࠺ࠋ࢟ࣕࢩ࣮ࡣࡇ࠺ᅇࡍࡿ㸸“[I]t was only later, when we
were back at the Cottages and I was alone in my room, that I really appreciated having the tape – and that song
– back again. Even then, it was mainly a nostalgia thing, and today, if I happen to get the tape out and look at it,
it brings back memories of that afternoon in Norfolk every bit as much as it does our Hailsham days.” (Chapter
15 pp.171)ࠋࢩࢢࣟࡣ⧞ࡾ㏉ࡋࠊグ᠈ࡢ᭕ࡉ࠾ࡼࡧグ᠈ࢆᢪࡃே㛫ࡢᏑᅾࡢ᭕ࡉࢆᥥ࠸࡚ࡁࡓ
ࡀࠊNL ࠾࠸࡚ࡣ WW ௨ୖࠕグ᠈ࠖࡣ⫯ᐃⓗ౯್ࢆࡉࢀࠊࡑࡢ⫯ᐃᛶࢆ㇟ᚩࡍࡿࡢࡀ
‘nostalgia’ ࠸࠺ゝⴥ࡛࠶ࡿࠋ
ࢩࢢࣟࡣ The Guardian ࡢࣥࢱࣅ࣮࡛ࣗࠊNever Let Me Go ᡂ❧㐣⛬ࡘ࠸࡚ࡇ࠺ㄒࡗ࡚࠸ࡿ㸸
“Throughout the 1990s I kept writing pieces of a story about an unusual group of “students” in the English
countryside….They lived in wrecked farmhouses, and though they did a few typically student-like
things….Some strange fate hung over these young people, but again, I didn’t know precisely what it
was….Then one morning around five years ago, I was listening to an argument on the radio about advances in
biotechnology and the last pieces of the jigsaw fell into place. I could finally see the story I’d been looking for:
something simple, but very fundamental, about the sadness of the human condition.” 4 ࠋ
㸰.㸱࡛ᘬ⏝ࡋࡓ Wong ࡢࣥࢱࣅ࣮ࣗ㔜ࡡྜࢃࡏ࡞ࡀࡽࠊᗄᗘࡶ୰᩿ࡉࢀࡓࠕᏛ⏕ࠖࢆேබ
ࡍࡿ⩦సࡀUC WW ࢆ⤒࡚ᮏస⮳ࡿసࡢ㌶㊧ࢆᴫほࡍࡿࠊ
㘽࡞ࡿࡢࡣ“Nostalgia is the
emotional equivalent of idealism.”ࠕ⌮⩏ࡢឤⓗ➼౯≀ࡓࡿࣀࢫࢱࣝࢪࠖ࠸࠺ࢥࣥࢭࣉࢺ
ࡔ➹⪅ࡣ⪃࠼ࡿࠋUC ࡢࣛࢲ࣮ WW ࡢࣂࣥࢡࢫࡀᖐ㊅ࡍࡿࡇࢁࡣ㟷ᖺᮇࡸᗂᖺᮇࡢᖾ⚟࡞
グ᠈㸦ࣀࢫࢱࣝࢪ㸧࡛࠶ࡗࡓࡀࠊNL ࠾࠸࡚ࡣࠊࡉࡽ୍Ṍ㐍ࢇ࡛ࣀࢫࢱࣝࢪࡢගࡑࡇ
₯ࡴ㝜 (“sadness of the human condition”) ࡢ୧㠃ࢆᥥࡇ࠺ࡋࡓࡢࡀᮏస࡛࠶ࡿゎ㔘ࡋ࡚࠸ࡿࠋࡲ
ࡓࠊྠࡌ The Guardian ࡢࣥࢱࣅ࣮࡛ࣗࠊᑅไᏛᰯࢆ⯙ྎࡋࡓⅬࡘ࠸࡚ࡣࡇ࠺ㄒࡿ㸸“The
boarding school setting, I might add, appealed to me because it struck me as a physical manifestation of the way
all children are separated off from the adult world, and are drip-fed little pieces of information about the world
that awaits them, often with generous doses of deception – kindly meant or otherwise.” 5ࠋ♫ࡽ㝸㞳ࡉࢀ
∾ḷⓗᖾ⚟࡞⏕άࢆᏊ౪ࡓࡕࡀ㐣ࡈࡏࡿࠕ⯙ྎタᐃࠖࡋ࡚࣮࣊ࣝࢩ࣒ࣕࡀ⏝࠸ࡽࢀ࡚࠸ࡿࡀࠊ
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࢟ࣕࢩ࣮ࡓࡕࡀ࠸ࡘࡲ࡛ࡶࡇࡢ࢚ࢹࣥࡢᅬ␃ࡲࡗ࡚࠸ࡿࡇࡣྔࢃࡎࠊ
O’Neil ࡀᣦࡍࡿࡼ࠺ࠊ
ࡸࡀ࡚࢚ࢡࢯࢲࢫࢆవ࡞ࡃࡉࢀ㐣㓞࡞㐠ࡀᚅࡕࡲࡏࡿᮍ᮶㊊ࢆ㋃ࡳධࢀ࡞ࡅࢀࡤ࡞ࡽ࡞
࠸㸸“Ishiguro’s imagining of the children’s misshapen little world is profoundly thoughtful, and their hesitant
progression into knowledge of their plight is an extreme and heartbreaking version of the exodus of all children
from the innocence in which the benevolent but fraudulent adult world conspires to place them.” 6 ࠋ
᭱ᚋ㎞࠸┿ᐇࡀ᫂ࡽ࡞ࡿⅬ࡛ࡣࠊWW ࡣ NL ௨ୖ㐣㓞࡞ᖥษࢀࢆ⏝ពࡋ࡚࠸ࡓࠋࡘ࡚
ࡣ࠶ࢇ࡞ࡶ⨾ࡋࡃ㍤࠸࡚࠸࡚ࠊఱࡽ⍗⍲ࡀ↓ࡗࡓᛮࢃࢀࡓ㐣ཤ̿̿ࡋࡋࡑࢀࡣࠊ࠶ࡃࡲ
࡛ nostalgia ࠸࠺ࣦ࢙࣮ࣝໟࡲࢀࡓᛮ࠸㎸ࡳࠊ㐣ᗘࡢ⨾ࠊᗁ㐣ࡂ࡞ࡗࡓࠋnostalgia ࠸
࠺ࣦ࢙࣮ࣝࢆࡣࡀࡋ࡚ࡳࡿࠊࡇࢀ࡛ࡶࡇࢀ࡛ࡶ㓶ᝏ࡞⌧ᐇࡀ㟢࿊ࡉࢀࠊ࠶ࢇ࡞ࡶ⨾ࡋ
ࡗࡓୡ⏺ࡀ㡢ࢆ❧࡚࡚⎰ゎࡍࡿࡉࡲࢆࠊㄞࡳᡭࡣࣂࣥࢡࢫඹ┠ᧁࡍࡿࡇ࡞ࡿࠋ➹⪅ࡣࡇࡇ
 Williams A Streetcar Named Desire ࡢ⤖ᮎఝࡓᭀຊᛶࢆឤࡌྲྀࡿࡢࡔࡀࠊ୍᪉ࠊNL ࡣࡑࡇࡲ࡛
↓ឿᝒ࡞ṧ㓞ࡉࡣ↓࠸ࠋఱᨾ㸽ࡑࢀࡣࠊ
ࠕࣀࢫࢱࣝࢪࠖᑐࡍࡿࢩࢢࣟࡢど⥺ࣉ࣮ࣟࢳࡢ
㸬㸬㸬
ኚᅉࡿࡶࡢ࡛࠶ࡾࠊලయⓗࡣࠊࣂࣥࢡࢫࡢࡼ࠺࢟ࣕࢩ࣮ࡀ༢⊂࡛㐣ཤ㸦グ᠈㸧ྥࡁྜ࠺
ࡇࢆࡉࡏ࡞ࡗࡓࡽࡔࠋNL ௨๓ࡢࢩࢢࣟసရ࡛ࡣࠊேබᐤࡾῧ࠺௰㛫ࡀⓏሙࡋ࡞ࡗ
ࡓࡀ̿̿NL ࡢḟࡢ BG ࡛ࡣேබࡢഐࡽ⤊ጞጔࡀ࠸ࡿ̿̿࢟ࣕࢩ࣮ࡣࢺ࣑࣮ࡸ࣮ࣝࢫࡀᖖ
ඹᒃ࡚ࠊࡇࡢᕪࡣࡁ࠸ࠋࢩࢢࣟసရࡀၥ࠸ࡅࡿࠕグ᠈ࠖࡢព⩏ពࡢኚᐜࡘ࠸࡚ࡣࠊ
ᖹࡀࡇ࠺ᣦࡍࡿ㸸
ࠕࢩࢢࣟࡢᚑ᮶ࡢసရ࠾ࡅࡿࡼ࠺ࠊ࢟ࣕࢩ࣮ࡢㄒࡾࡢ┿ഇࢆၥ࠺ࡁ᰿
ᣐࡣࡇࡶ࡞࠸ࠋࡑࡢ୰ࠊ࠸ࡃࡤࡃࡢ⮬ᕫឡࢆࡶ࡞࠺⬮Ⰽࡸᘚㆤࡀ₯ࢇ࡛࠸ࡿࡋ࡚ࡶࠊ
ࡑࢀࡣࠑேࡢᖖࠒࡢࡇ࡛࠶ࡾࠊㄒࡾࡢ┿ഇࢆၥ࠺ࡇࡣࠊ
ࠗࢃࡓࡋࢆ㞳ࡉ࡞࠸࡛࡛࠘ࡣࠊ㔜せ࡞ၥ
㢟࡛ࡣ࡞࠸ᛮࢃࢀࡿࠋࡍࢀࡤࠊࡇࢀࡲ࡛ࠑグ᠈ࡢᤐ㐀ࠒ࠸࠺Ⅼẚ㔜ࡢࡗ࡚࠸ࡓࢩࢢ
ࣟసရࠊ
ࠑグ᠈ࡢ౯್ࠒࡘ࠸࡚ࡢ᪂ࡓ࡞ど㔝ࡀ㛤ࢀࡓゝࡗ࡚ࡶ࠸࠸ࡢࡔࢁ࠺ࠋ࣐ࣟࣥࢳࢵ
ࢡ࡞ࣛࣈ࣭ࢫࢺ࣮࣮ࣜࠊ࠶ࡿ࠸ࡣࣄ࣮࣐࣭ࣗࣥࢫࢺ࣮࣮ࣜࡢഃ㠃ࡀ㝿❧ࡘࡢࡶࠊࡑࡢࡇ↓㛵ಀ
࡛ࡣ࡞࠸ࠖ7 ࠋ
 ࣥࢩࣗࢱࣥࡣࡘ࡚ “Death means that one can no longer listen to Mozart.” ㄒࡗࡓࡑ࠺ࡔࡀࠊ
୍⯡ⓗࡣࠊ
ࠕṚࠖࡣ⫗యࡢᾘ⁛ຍ࠼࡚ಶࡢᏑᅾࡀ⪅ࡢグ᠈ࡽᾘ࠼ཤࡿࡇࢆᣦࡍࡔࢁ࠺ࠋ࢟
ࣕࢩ࣮ࡣࠊ࣮࣊ࣝࢩ࣒ࣕࡀᾘ⁛ࡋࠊ࣮ࣝࢫࢆኻ࠸ࠊࢺ࣑࣮ࢆኻ࠸ࠊࡑ࠺㐲ࡃ࡞࠸ᑗ᮶ᥦ౪⪅ࡋ࡚
Ṛࢆ㏄࠼ࡿ (complete) ࡇ࡞ࡿࠋࡋࡋᙼዪࡣࠊ⮬ศ㑇ࡉࢀࡓᙼࡽࡢࠕグ᠈ࠖࢆᣐࡾᡤࡋ
࡚ࠊᚋࡢே⏕㸦㸻Ṛ㸧ࢆ㟼ཷࡅධࢀࡼ࠺ࡋ࡚࠸ࡿࠋJerng ࡣ NL ࡢࠕグ᠈ࠖࡘ࠸࡚ࡇ
࠺ศᯒࡍࡿ㸸“Memories are not simply one’s own; they are filtered through others, so we begin to remember
through others. And that is why Kathy gets so irritated with Ruth, and later Tommy with Kathy—this
misremembering calls the very reality of their existence into question. Ishiguro draws attention to the narrative
instabilities within a conception of personhood in which we are human to the extent that our memories overlap
and are shared with others, in which “oneself” is never complete without another.” 8 ࠋࢪ࣮ࣕࣥࢢࡢゝ࠺
ࠕᡃࠎࡢグ᠈ࡀ⪅ࡢࡑࢀ㔜࡞ࡾྜ࠸ࠊ⪅ඹ᭷ࡍࡿࡇࡀྍ⬟࡞㝈ࡾ࠾࠸࡚ࠊᡃࠎࡣே㛫
࡛࠶ࡿࠖ࠸࠺⪃࠼᪉ࡀᮏ᭩ࡢ㇟ᚩࡋ࡚㢧⌧ࡋࡓࡶࡢ̿̿ࡑࢀࡇࡑࡀ Songs After Dark ࡢ࢝ࢭࢵࢺ
ࢸ࣮ࣉࡔࠊ➹⪅ࡣ⪃࠼ࡿࠋ㸯.㸱࡛ྲྀࡾୖࡆࡓ࢝ࢭࢵࢺࢸ࣮ࣉࡀࠊ࢟ࣕࢩ࣮ࡗ࡚࠺࠸࠺グ᠈
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㸭ពࢆ᭷ࡋ࡚࠸ࡿࠊ࢟ࣕࢩ࣮ࡢゝⴥ࡛ࡶ࠺୍ᗘ㎺ࡗ࡚ࡳࡓ࠸ࠋ
 ࣮࣊ࣝࢩ࣒࡛ࣕࡢ᪥ࠎࢆ㇟ᚩࡍࡿษ࡞ࠑᛮ࠸ฟࡢရࠒࡋ࡚㸸“Even then, it was mainly a nostalgia
thing, and today, if I happen to get the tape out and look at it, it brings back memories of that afternoon in
Norfolk every bit as much as it does our Hailsham days. (Ch. 15 p.171)ࠋ
ࢸ࣮ࣉA㠃㸱᭤┠㘓ࡉࢀࡓ
ࠑᴦ
᭤ࠒࡋ࡚㸸“It’s slow and late night and American, and there’s a bit that keeps coming round when Judy sings:
‘Never let me go…Oh baby, baby…Never let me go…’ I was eleven then, and hadn’t listened to much music,
but this one song, it really got to me.” (Ch.6 p.69)ࠋࡇࡢᴦ᭤ࡽᑟࡁฟࡉࢀࡿࠑീࡢୡ⏺ࠒࡋ࡚㸸
“[W]hat I’d imagine was a woman who’d been told she couldn’t have babies, who’d really, really wanted them
all her life. Then there’s a sort of miracle and she has a baby, and she holds this baby very close to her and walks
around singing: ‘Baby, never let me go…’ partly because she’s so happy, but also because she’s so afraid
something will happen, that the baby will get ill or be taken away from her.” (Ch.6 p.70)ࠋࡇࡢ᭤ࢆ⪺ࡁ࡞ࡀ
ࡽ㋀ࡗ࡚࠸ࡓ࢟ࣕࢩ࣮ࢆぢࡓ࣐ࢲ࣒ࡀᾦࢆὶࡋࡓࠑ௳ࠒࡋ࡚㸸“The song was almost over when
something made me realise I wasn’t alone, and I opened my eyes to find myself staring at Madame framed in
the doorway….And the odd thing was she was crying.” (Ch.6 p.71)ࠋࡇࢀࡽ␗࡞ࡗࡓḟඖࡢࢩࢽࣇ࢚ࡀ
㐃⤖ࡋ࡚ࠊᑠㄝࡢ㢟⨾ࡋࡃ⤖ᬗࡋ࡚࠸ࡃࠋ
 ࢥࢸ࣮ࢪࢆཤࡿࡇࢆỴពࡋࡓࡢ࢟ࣕࢩ࣮ࡢᅇ㸦[T]he fact was, I suppose, there were powerful
tides tugging us apart by then, and it only needed something like that to finish the task. (Ch.17 p.194)㸧ࡸࠊ࢟
ࣕࢩ࣮ࡢㆤࢆ᩿ࡾࡓ࠸⏦ࡋฟࡓࡢࢺ࣑࣮ࡢゝⴥ㸦‘I keep thinking about this river somewhere, with
the water moving really fast. And these two people in the water, trying to hold onto each other, holding on as
hard as they can, but in the end it’s just too much. The current’s too strong. They’ve got to let go, drift apart.’
(Ch.23 p.277)㸧ࡀෆໟࡍࡿࠕὶࢀࠖࡢ࣓࣮ࢪࡀࠊࢱࢺࣝ Never Let Me Go 㔜࡞ࡾྜࡗ࡚ࠊ
ࠕ⚾
㸬㸬
ࢆ㞳ࡉ࡞࠸࡛ࠊࢺู࣑࣮ࢀูࢀࡉࡏ࡞࠸࡛ࠊࡇࡢୡࡽཤࡽࡏ࡞࠸࡛ࠖ࠸࠺࢟ࣕࢩ࣮ࡢ㟼
㸬㸬㸬
࡞៍ူࢆㄞࡳᡭࡢ⬚୰㡪ࡏࡿࠋ
ඃࢀࡓⱁ⾡సရࡣࠊࡑࡢ㢟ࢆจ⦰ࡋࡓ⾲㇟ࢆໟྵࡋ࡚࠸ࡿࡇࡀ ࠎࡋ࡚࠶ࡿࠋ㡢ᴦ࡞ࡽ
Berlioz Symphonie Fantastique ࡢ idée fixeࠊᫎ⏬࡞ࡽ Welles Citizen Kane ࡢ rosebudࠊᩥᏛ࡞ࡽ Fitzgerald
The Great Gatsby ࡢ the green light ࡀࡑࡢ୍࡛࠶ࡿࡀࠊNever Let Me Go ࡶࡑࢀẚ⫪ࡍࡿඃࢀࡓ⾲
㇟࡛࠶ࡿ➹⪅ࡣ⪃࠼ࡿࠋ

㸱.㸱 L’homme n’est qu’un roseau, le plus faible de la nature, mais c’est un roseau mémorisant.
㸱.㸯࡛⪃ᐹࡋࡓࡼ࠺ࠊࢡ࣮ࣟࣥࡶே㛫ࡶඹ⬤ᙅ࡞Ꮡᅾ࡛ࢡ࣮ࣟࣥࡢၥ㢟ࡣࡑࡢࡲࡲே㛫ࡢၥ
㢟㔜࡞ࡗ࡚ࡃࡿࡼ࠺ᥥࢀ࡚࠾ࡾࠊ
ࡇࡢ㔜ᛶࡘ࠸࡚Wood ࡣࡇ࠺ᣦࡍࡿ㸸“Never Let Me Go
is most powerful when most allegorical, and its allegorical power has to do with its picture of ordinary human
life as in fact a culture of death. That is to say, Ishiguro’s book is at its best when, by asking us to consider the
futility of cloned lives, it forces us to consider the futility of its own….We begin the novel horrified by their
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difference from us and end it thoughtful about their similarity to us.” 1 ࠋࡘࡲࡾࠊࢡ࣮ࣟࣥࡓࡕࡢே⏕ࡢ↓
ពࡉࢆ⪃࠼ࡿ㐣⛬࡛ㄞࡳᡭࡣ⮬ศࡢே⏕ࡢࡣ࡞ࡉࡶㄆ㆑ࡋࠊࢡ࣮ࣟࣥ⮬ศࡢ㐪࠸ᛧࢀ࡞ࡀ
ࡽ᥈⣴ࢆጞࡵࡓ 1990s: A Clone Odyssey ࡣࠊࢡ࣮ࣟࣥ⮬ศࡓࡕࡢ㢮ఝᛶẼ࡙࠸࡚⤊ࢃࡿࠋࡑ
ࡋ࡚ㄞᚋࡣࠊ
ࠕே㛫ࡗ࡚⏕㸦⏕≀Ꮫⓗ࠼ࡽࢀࡓ᭷㝈ࡢ㛫㸧ࡣఱࢆពࡍࡿࡢ㸽ࡑࡢ
㝈ࡽࢀࡓ㛫ࢆ⏕ࡁࡿ㝿ࠊ⪅ࡢ⤎ࡸឡࡣࢀࡢຊ౯್ࢆࡍࡿࡢ㸽ࠖ࠸࠺ࢩࢢ
ࣟࡽࡢၥ࠸ࢆࠊㄞࡳᡭࡣ⪃࠼ࡊࡿࢆᚓ࡞ࡃ࡞ࡿࠋᛀࢀ࡚࡞ࡽ࡞࠸ࡢࡣࠊࣉࣟࢵࢺ⮬యࡣ࣌ࢩ࣑ࢫ
ࢸࢵࢡ࡛ㅉᛕそࢃࢀ࡚࠸ࡿࡢࡔࡅࢀࡶࠊே㛫ᑐࡍࡿ⫯ᐃⓗ║ᕪࡋࡀ≀ㄒࡢ⫼ᚋࡽឤࡌྲྀ
ࢀࡿࡇ࡛࠶ࡿࠋࡇࢀࡘ࠸࡚ࠊࢩࢢࣟࡣࣥࢱࣅ࣮࡛ࣗࡇ࠺ㄒࡿ㸸“With Never Let Me Go I felt that
for the first time I had given myself permission to focus on the positive aspects of human beings. OK, they
might be flawed. They might be prone to the usual human emotions like jealousy and pettiness and so on. But I
wanted to show three people who were essentially decent. When they finally realize that their time is limited, I
wanted them not to be preoccupied with their status or their material possessions. I wanted them to care most
about each other and setting things right. So for me, it was saying positive things about human beings against
the rather bleak fact of our mortality.” 2 ࠋ
 ࠕὶࢀࠖ⩻ᘝࡉࢀ㐣㓞࡞㐠ࢆ⏑ཷࡍࡿࢡ࣮ࣟࣥࢆࠊ㧗ࡳࡢぢ≀࡛ហლ➗ࡍࡿࡇࡣᐜ᫆
࠸ࠋࡋࡋࠊ㐣㓞࡞≧ἣୗ⨨ࢀ࡚ࡶࠊㄡࡢࡓࡵࠊឡࡍࡿேࡢࡓࡵ᪥ࠎᠱ⏕ࡁࡿᙼࡽ
ࡢጼࡣࠊ༝㏆࡛ࡣ࠶ࡿࡀᑛࡃ⨾ࡋ࠸ࠋࡇࡢⅬࡘ࠸࡚➹⪅ྠᵝࡢぢ᪉ࢆࡋ࡚࠸ࡿࡢࡀ Lochner ࡛ࠊ
ᙼࡣࡇ࠺㏙ࡿ㸸“[T]he Hailsham clones have no desire to escape. Even when they leave the school, living at
the Cottages without supervision and driving freely across the country as carers, the clones submit to what
Hailsham taught them to be their purpose. Within the limits of their predetermined futures, the clones therefore
try to give some meaning to their lives by fulfilling what appears to be a very abstract conception of duty.” 3ࠋ
Lochner ࡢゝ࠺ “what appears to be a very abstract conception of duty.” ࡣࠊ࢟ࣕࢩ࣮ࡢሙྜ carer ࡢ⫋ົ
ࢆࡇࢀᦠࢃࡿ᭱ᚋࡢ᪥ࡲ࡛ᚊ⮬ศࡀ⣡ᚓ࠸ࡃࡼ࠺ᯝࡓࡍࡇ࡞ࡽ࡞࠸ࠋࡔࡽࠊࢺ࣑
࣮ࡢ “‘But in the end, is it really so important? The donors will all donate, just the same, and then they’ll
complete.’” ࠸࠺ၥ࠸ᑐࡋࠊ࢟ࣕࢩ࣮ࡣ “‘Of course it’s important. A good carer makes a big difference
to what a donor’s life’s actually like.’” (Ch.23 p.276) ᛂ⟅ࡍࡿࠋ
ࡇࡢࡼ࠺⮬ศࡢ㈐ົ (duty) ࢆ࠺ࡍ
ࡿ࢟ࣕࢩ࣮ࢆࠊࢩࢢࣟࡣ “essentially decent” ⛠ᥭࡍࡿࠋ‘duty’ 㛵ࡋ࡚ࡣࠊࢩࢢࣟࡣ Wong ࡢ
ࣥࢱࣅ࣮࡛ࣗࡇ࠺㏙ࡿ㸸“I wanted the sense that it was comfortable for her to resign herself to what
everybody else had done already. That it feels normal to her, that it’s her duty. I was much more interested in the
extent to which we accepted our fates, the kind of lives we were allowed to live as people, rather than focus on
the rebellious spirit we gain and try to move out of our lives. I think this is predominantly what takes place in
the world, that people take the life they feel they’ve been handed. They try their best to make it good.” 4ࠋࢩࢢ
ࣟࡢே㛫ほ࣭ே⏕ほࡀఏࢃࡗ࡚ࡃࡿㄔᐇ࡛┿ᦸ࡞Ⓨゝࡔᛮ࠺ࠋ
ࡇࡇ࡛ࠊ㸰.㸰࡛ྲྀࡾୖࡆࡓࠊNL ࡣ Anti-Bildungsroman ࡛࠶ࡾ࢟ࣕࢩ࣮ࡣఱࡽ Bildung ࡀ↓࠸
ၐ࠼ࡿ Eaglestone ࡢㄝ❧ࡕ㏉ࡗ࡚ࡳࡓ࠸ࠋ➹⪅ࡣࡇࡢぢ᪉ࢆ᩿ᅛྰᐃࡍࡿࠋࢡ࣮࡚ࣟࣥࡲ࡛
ࡣゝࢃ࡞࠸ࡀࠊᑡ࡞ࡃࡶ࢟ࣕࢩ࣮ࡸࢺ࣑࣮ࠊ࣮ࣝࢫࡣࠊ࠸ࢃࡤ୕༑ᖺవ࡛ࠕே㛫ࠖࡢ୍⏕ศࢆ⏕
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ࡁษࡗࡓࡢ࡛࠶ࡾࠊ࣮࣊ࣝࢩ࣒ࣕ௦ࡢ࢟ࣕࢩ࣮ࢺ࣑࣮ࡽࠊ
ࠕ⊰ணࠖࢆồࡵࢇࡍࡿ࢟ࣕࢩ࣮
ࢺ࣑࣮⮳ࡿឡ⤎ࡢ῝ࡣࠊNL ࡀ Anti-Bildungsroman ࡛ࡣẟ㢌࡞ࡃᑀࢁ Neo-Bildungsroman ࡛
࠶ࡿࡇࡢドᕥࡔᙇࡋࡓ࠸ࠋࡑࡋ࡚̿̿ࠗྡࡶ࡞ࡃ㈋ࡋࡃ⨾ࡋࡃ࡛࠘ࡣ࡞࠸ࡀ̿̿ࠕⴺࠖࡢࡼ
࠺⬤ࡃᗃࡅࡁᏑᅾ࡛ࡣ࠶ࡿࡶࡢࡢࠊ▪ᣢࢆࡶࡗ࡚⏕ࡁࡿࠕグ᠈ࡍࡿⴺࠖࡢ⫯ᐃⓗഃ㠃↔Ⅼࢆᙜ
࡚ࡿࡇࢆึࡵ࡚⮬ศチࡋࡓ (“[F]or the first time I had given myself permission to focus on the positive
aspects of human beings.”) ࢩࢢࣟࡢసᐙጼໃࠊ➹⪅ࢆྵࡵከࡃࡢேࡀඹឤࡋ࡚࠸ࡿ➻࡛࠶ࡿࠋ➹
⪅ࡢゝ࠺ࠕ▪ᣢࠖࢆࠕࡉࡉࡸ࡞ⱥ㞝ᛶࠖ⾲⌧ࡍࡿᰘ⏣ࡣࠊࡇ࠺㏙ࡿ㸸
ࠕグ᠈࠸࠺ᐇࡣࡁࢃࡵ
࡚᭕࡞ࡶࡢࢆ㏻ࡋ࡚ࠊேࡀ⮬ศࡢ㐣ཤࠊࡉࡽࡣ⮬ศ⮬㌟ྥࡁ࠶࠺ࡇࡢᅔ㞴ⱥ㞝ᛶࢆ
ࡓࡿࢸ࣮࣐ࠊㄞࡳᛂ࠼࠶ࡿ≀ㄒࢆ➃ṇ࡞ᩥ❶࡛⥛ࡗࡓసရࢆ╔ᐇⓎ⾲ࡋ࡚ࡁࡓࠋ
㸦୰␎㸧
ࠗ᪥ࡢ
ྡṧࡾ࠘ࢆ㋃ࡲ࠼࡚ࠊࢩࢢࣟࡣࠊேࡣࡳ࡞ᇳࡢࡼ࠺࡞ࡶࡢ࡛ࡣ࡞࠸ࠊ࠸࠺㊃᪨ࡢⓎゝࢆࡋ
࡚࠸ࡿࠋ⤌⧊ࡸୡ⏺ࢆ≌ᘬࡋ࡚࠸ࡃ࠸ࢃࡺࡿࣄ࣮࣮࡛ࣟࡣ࡞ࡃࠊ⤌⧊ࡸࡼࡾୖࡢಶே࠼ࡿே
㛫ࡢࡉࡉࡸ࡞ⱥ㞝ᛶࡇࡢேࡣ┠ࢆྥࡅ࡚ࡁࡓࠋከࡃࡢㄞ⪅ࡢඹឤࢆᚓ࡚ࡁࡓ୍ᅉࡶࡑࡇ࠶ࡿ
ࡢࡔᛮ࠺ࠖ5ࠋ
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㸲 The Abyss beneath Our Illusory Sense of Connection with the World
㸲.㸯 The Abyss and the Illusion
2017 ᖺ 10 ᭶ 5 ᪥ࠊThe Swedish Academy ࡣᮏᖺᗘࣀ࣮࣋ࣝᩥᏛ㈹ࢆ࢝ࢬ࣭࢜ࢩࢢࣟᤵࡍࡿ
Ⓨ⾲ࡋࡓ㸦The Nobel Prize in Literature 2017 was awarded to Kazuo Ishiguro “who, in novels of great
emotional force, has uncovered the abyss beneath our illusory sense of connection with the world”.㸧
ࠋࢩࢢࣟ
ࡀ᫂ࡿࡳࡋ࡚ࡁࡓࠕ῝ῡࠖࢆࡲࡿ࡛ண▱ࡋ࡚࠸ࡓࡢࡼ࠺ᣦࡋࡓࡢࡀ୕ᮧ࡛ࠊᙼࡣ WW ࡢㄽ
⪃࡛ࡇ࠺㏙࡚࠸ࡿ㸸
ࠕ
ࠗᏙඣ࠘ࡣᡃࠎࡀ⏕ࡁ⥆ࡅࡿࡓࡵᚲせ࡞ࡢࡣࠊྜ⌮ⓗ࡛⌮ᛶⓗ࡞ぢ᪉ࢆᚭ
ᗏࡍࡿࡔࡅ࡛ࡣ࡞ࡃࠊ
ࡣࡑࡇࢆᗁ࡛ᑡࡋࡎࡘࡩࡉ࠸࡛㊊ሙࢆసࡗ࡚ࡺࡃࡇࡔ♧ࡋ࡚࠸ࡿࠋ
ࡑࡋ࡚ࢩࢢࣟࡣࡇࢀࡽࡶࠊṇẼࢆኻ࠸ࡑ࠺࡞ࡢࡇࡢᜍࢁࡋ࠸῝ῡㄡࡼࡾࡶ㏆࡙࠸࡚ࠊྍ
⬟࡞㝈ࡾ┤どࡋ࡞ࡀࡽࠊᡃࠎࡣࠕኵࠖఱࡶ࡞ࡗࡓࡢࡼ࠺ࡑࡢసရࢆ㏻ࡌ࡚ඃࡋࡃ
ኌࢆࡅ࡚ࡃࢀࡿࡔࢁ࠺ࠖ1ࠋ
୕ᮧࡢゝ࠺ࠕ῝ῡࠖ
ࠕᗁࠖࡣࠊNL ࠾࠸࡚ࡣఱࡀ┦ᙜࡍࡿࠋ
ࠕ῝ῡࠖࡣࠊࢡ࣮ࣟࣥࡀࣄ࢚ࣛ
࣮ࣝ࢟ࡢ᭱ୗᒙ⨨ࡅࡽࢀ୍࡚᪉ⓗᦢྲྀࡉࢀࠊ⪅㸦ே㛫㸧ዊࡍࡿⅭࡢࡳ⏕ࡉࢀ࡚
࠸ࡿṧ㓞࡞⌧ᐇࠋ
ࠕᗁࠖࡣࠊ⌮⩏ࡢឤⓗ➼౯≀ࡓࡿࣀࢫࢱࣝࢪ (Nostalgia is the emotional
equivalent of idealism.) ࡛ࠊ࢟ࣕࢩ࣮ࡢሙྜࡣ࣮࣊ࣝࢩ࣒࡛ࣕࡢࢺ࣑࣮ࡸ࣮ࣝࢫࡢ࠸ฟࠊ࠾ࡼࡧ
ㆤே࡞ࡗ࡚௨㝆ࡢࢺ࣑࣮ࡢ⤎࣭ឡ࡛࠶ࡿࠋᨵࡵ࡚ឤჃࡍࡿࡢࡣᙺ୕ேࡢே≀タᐃࡀ⤯ጁ࡛
࠶ࡿࡇ࡛ࠊ
ࠕ῝ῡࠖ
ࢆ┤どࡉࡏࡽࢀ࡚᭱ᚋࡣㅉᛕⓗࡑࢀࢆཷࡅධࢀࡿࢺ࣑࣮ࠊ
⊰ண࠸࠺
ࠕᗁ
ࠖࢆಖᣢࡋࡓࡲࡲ㏽ࡗࡓ࣮ࣝࢫࢆ୧ᴟ㓄ࡋࠊࡇࡢேࡢᯫࡅᶫࡋ࡚࢟ࣕࢩ࣮ࡀᏑᅾࡋ࡚࠸ࡿ
ࡇ࡛࠶ࡿࠋࡲࡓࠊࡦࡻࡗࡍࡿࠊNever Let Me Go ࢆှ࠺ḷᡭྡ Judy Bridgewater ࡶࠊ
ࠕỈ㸦㸻
῝ῡ㸧ᯫࡅࡿᶫࠖ࠸࠺࣓ࢱࣇ࣮ࡀ㎸ࡵࡽࢀ࡚࠸ࡿࡢࡶࡋࢀ࡞࠸ࠋ
ࠕసရࢆ㏻ࡌ࡚ඃࡋࡃࠖࡅ࡚ࡃࢀࡿࡔࢁ࠺ኌࡘ࠸࡚ࡣࠊ➹⪅ࡣ WW ࡢ୍ሙ㠃ࢆ㉳ࡍࡿࠋ୧
ぶࢆஸࡃࡋᏙඣ࡞ࡗࡓࢪ࢙ࢽࣇ࣮ࢆ⮬ศࡢ㣴ዪࡋ࡚ཷࡅධࢀࡿࡇࢆỴពࡋࡓࣂࣥࢡࢫࡣࠊ
ᙼዪࢆ៘ࡵࡿࡃࡇ࠺ㄒࡾࡅࡿ㸸“‘It’s very difficult sometimes, I know. It’s as though your whole world’s
collapsed around you. But I’ll say this for you, Jenny. You’re making a marvellous job of putting the pieces
together again. You really are. I know it can never be quite the same, but I know you have it in you to go on
now and build a happy future for yourself. And I’ll always be here to help you, I want you to know that.’” (149)ࠋ
ㄒࡾᡭࣂࣥࢡࢫࡣ “a marvellous job of putting the pieces together again” ࢆ⥆ࡅࡿࡇࡀྔࢃ࡞ࡃ࡞ࡿ
ࡀࠊ୍᪉࢟ࣕࢩ࣮ࡣࠊ
ࠕቯࢀࡓḞ∦ࢆࡶ࠺୍ᗘ⧅ࡂྜࢃࡏࡿ࠸࠺⣲ᬕࡽࡋ࠸ࠖࢆ᭱ᚋࡲ࡛⾜ࡗ
ࡓࠋ࢟ࣕࢩ࣮ࡣࠊ᪂ࡓ࡞ጼໃ࡛㐣ཤᑐᓖࡋࠊࡑࡢពព⩏ࢆᤊ࠼࡞࠾ࡋ࡚ᖾ⚟࡞ᮍ᮶ࢆᵓ⠏
ࡋࡼ࠺ࡍࡿே㛫ࡢႠࡳࡢጼࢆ㇟ᚩࡋ࡚࠸ࡿʊʊ➹⪅ࡢ┠ࡣࡑ࠺ᫎࡿࠋࡑࢀࡣࠊ㐣ཤࡣྲྀࡾᡠࡏ
࡞࠸┿⌮ࢆㄆࡵࡘࡘࠊ㐣ཤࢆ㉳ࡍࡿ⪅ࡢࡳࡀᡂࡋᚓࡿ㐀ࡢព⩏ࢆࠊࢩࢢࣟࡀಙࡌ࡚࠸ࡿ
ࡽ࡛࠶ࡿࠋ
 NL ࡢࠕ῝ῡࠖࠕᗁࠖࡘ࠸࡚ࡣࠊ㛗ࡶ⣲ᬕࡽࡋ࠸ㄽ⪃ࢆ᭩࠸࡚࠾ࡾࠊࡑࡢ୍㒊ࢆ⤂ࡍ
ࡿ㸸
ࠕࢩࢢࣟࡢసရࡣࠊ࠶ࡽࡺࡿ✺㣕࡞タᐃࢆ⏝࠸ࡘࡘࠊᛮ࠸ࡀࡅ࡞࠸どⅬࡽ᪥ᖖᛶࡢ୰ᇙࡶ
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ࢀࡓ⏕ࡢ┿ᐇࢆㄆ㆑ࡉࡏ࡚ࡃࢀࡿࠕᏑᅾࡢ▐㛫ࠖ‶ࡕ࡚࠸ࡿࠋࡑࡋ࡚ࠊ㑊ࡅࡿࡇࡢ࡛ࡁ࡞࠸
ே⏕ࡢࠕ῝ῡࠖࢆ⅝ࡾฟࡍࡶࠊࡑࢀࢆ┤ど࡛ࡁࡎࠕᗁࠖ㏨ࡆ㎸ࡴே㛫ࡢᙅࡉࠊ↓ຊࡉ
ࠊࠊࠊࠊࠊࠊࠊ
ࢆࡶྰᐃࡍࡿࡇ࡞ࡃᥥࡁษࡿࠋࡑࡢୖ࡛ࠊேࡀಙࡌࡿ⌮⩏ࠊ⤎ࡸឡ࠸ࡗࡓࡑࢀ࡛ࡶ⏕ࡁ࡚
ࠊࠊࠊࠊ
࠸ࡃຊࡢពࢆࠊၨ♧ࡢࡼ࠺ᾋࡧୖࡀࡽࡏࡿࡢ࡛࠶ࡿࠖ2ࠋ

㸲.㸰 All Good Stories
ࣁ࣮ࣦ࣮ࢻᏛ࡛ẚ㍑ᩥᏛㄽࢆ◊✲ࡋ࡚࠸ࡿ David Damrosch  What Is World Literature? ࠸
࠺ྡⴭࡀ࠶ࡿࠋࡇࡢ᭩࡛ࢲ࣒ࣟࢵࢩࣗࡣࠕୡ⏺ᩥᏛࡣఱ㸽ࠖ࠸࠺㏵᪉ࡶ࡞ࡃࡁ࡞ၥ㢟ࢆㄽ
ࡌࠊᙼ࡞ࡾࡢ⤖ㄽࡋ࡚ḟࡢࡼ࠺࡞ゎ⟅ࢆᥦ♧ࡋ࡚࠸ࡿ㸸
1. World literature is an elliptical refraction of national literatures.
2. World literature is writing that gains in translation.
3. World literature is not a set canon of texts but a mode of reading: a form of detached engagement with
worlds beyond our own place and time. 1
 ࢲ࣒ࣟࢵࢩࣗࡀᙇࡋ࡚࠸ࡿࡇࢆࡈࡃ⡆༢ࡲࡵࡿࠊ
ࠕୡ⏺ᩥᏛࡢ≉ᚩࡣྍኚᛶᅾࡾࠊ
⩻
ヂ࠸࠺ࣇࣝࢱ࣮ࢆ㏻ࡋ࡚ࠊⓎ⚈ᩥࢆ㉸࠼ࡓูࡢᅵተࡢ୰࡛ࡼࡾከࡃࢆᚓࡿࡇࡀฟ᮶ࡿࠋ
᪉ࠊྍኚᛶࡀஈࡋࡃ⩻ヂࡢࣇࣝࢱ࣮ࢆ㏻ࡍ㈋ࡋࡃ࡞ࡗ࡚ࡋࡲ࠺సရࡣࠊ࣮ࣟ࢝ࣝ࡞ᅜẸᩥᏛ
ࡲࡗ࡚ୡ⏺ᩥᏛࡣᡂࡾᚓ࡞࠸ࠖ࠸࠺ࡇ࡞ࡿࠋᚑ᮶ࡢཎ (canon) ⮳ୖ⩏ⓗࠕㄞࡳࠖ
ࡢᯟࡽࢃࢀࡎࠊ௦✵㛫ࢆ㉸㉺ࡋ࡚ᬑ㐢ᛶ࣭ỗୡ⏺ᛶࢆ᭷ࡍࡿࡶࡢࡀୡ⏺ᩥᏛ࡛࠶ࡿ࠸࠺
ࢲ࣒ࣟࢵࢩࣗࡢほⅬ❧ࡗࡓሙྜࠊࢩࢢࣟసရࡣ⣮࠺᪉࡞ࡁࠕୡ⏺ᩥᏛࠖゝ࠼ࡼ࠺ࠋ
ࡑࡶࡑࡶࢩࢢࣟࡣወࢆ⾠ࢃ࡞࠸Ⓑࡢ↓࠸ᩥయࢆពᅗⓗ⏝࠸࡚࠸ࡿࡽࠊⱥㄒ௨እࡢゝㄒ⩻
ヂࡋࡸࡍ࠸ࡋࠊⱥㄒᅪࡢே㛫ࡋ⌮ゎ⬟࡞࣮ࣟ࢝ࣜࢬ࣒ࡢせ⣲ࡶᑡ࡞࠸ࠋNL ࡢሙྜࠊึࡵࡢ
࠺ࡕࡣே㛫ዊࡍࡿࡓࡵ㐀ࡾฟࡉࢀࡓࢡ࣮ࣟࣥࡢ㐣㓞࡞㐠⾪ᧁࢆཷࡅࡿࡀࠊㄞࡳ㐍ࡵ࡚࠸
ࡃ࠺ࡕࠊ࢟ࣕࢩ࣮ࡸࢺ࣑࣮ࡓࡕࡢጼࡀ࠸ࡘࡢ௦ࡶࡇ࡛ࡶ࠶ࡿᬑ㐢ⓗ࡛㌟㏆࡞㟷⩌ീ
ឤࡌࡽࢀࡿࡼ࠺࡞ࡿࠋᮏ✏࡛⧞ࡾ㏉ࡋゝཬࡋࡓࡼ࠺ࠊ⮚ჾ⛣᳜ࡢ┠ⓗ࡛ࢡ࣮ࣟࣥࢆ㐀ࡾࡔࡍ≀
ㄒᯟࡣᡭẁ㸦ᐯヰⓗタᐃ㸧㐣ࡂ࡞࠸ࠋࢩࢢࣟసရࡢ┿㦵㡬ࡣࠊࡇࡢࡼ࠺࡞≧ἣୗ࡛⫱ࡲࢀࡿே
㛫㛵ಀࢆ⧄⣽ࡘ㇏࡞➹⮴࡛ᥥࡃࡇࡇࡑᅾࡾࠊゝ࠸࠼ࢀࡤᙼࡢᩥᏛࡣࠕྩࡓࡕࡣ࠺⏕ࡁ
ࡿࠖࢆၥ࠺ୡ⏺ᩥᏛࡢ⋤㐨࡞ࡢ࡛࠶ࡿࠋ㸰.㸱࡛ゝཬࡋࡓࢩࢢࣟࡢⓎゝࢆᗘᘬ⏝ࡍࢀࡤࠊࡘ
࡚ᩥᏛࡀྲྀࡾ⤌ࢇ࡛ࡁࡓࠕே㛫ࡣఱࠖ
ࠕ㨦ࡣఱࠖ
ࠕே㛫ࡣఱࡢࡓࡵ⏕ࡁࡿࡢࠖ࠸ࡗࡓ
ၥ㢟ᑐࡋ࡚ࠊᐯពᛶ࣭㇟ᚩᛶࢆ㧗ࡵࡿᡭἲ᪂ࡓ࡞ど⥺࣭Ὕᐹࡼࡗ࡚ᯝᩒᣮࢇ࡛࠸ࡿࡢࡀࠊ
࢝ࢬ࣭࢜ࢩࢢࣟ࡞ࡢ࡛࠶ࡿࠋ
 2017 ᖺ 12 ᭶ 7 ᪥ࠊ
ࣀ࣮࣋ࣝ㈹ᤵ㈹ᘧඛ❧ࡗ࡚ࢩࢢࣟࡣࢫࢺࢵࢡ࣒࡛࣍ࣝグᛕㅮ₇ࢆ⾜ࡗࡓࠋ
“My Twentieth Century Evening and Other Small Breakthroughs” 㢟ࡍࡿࣞࢡࢳ࣮࡛ࣕࠊసᐙࡋ࡚ࢹ
ࣅ࣮ࣗࡍࡿ⮳ࡗࡓ⤒⦋ࡸసရࡢసヰࠊ࠶ࡿ࠸ࡣᙼࡢ㔜せ㢟࡛࠶ࡿࠕグ᠈ᛀ༷ࠖ➼ࢆ⋡┤
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ㄒࡗ࡚࠾ࡾࠊࡇࡢ୰࡛௨ୗࡢࡼ࠺࡞࢚ࣆࢯ࣮ࢻࢆᢨ㟢ࡋ࡚࠸ࡿࠋ
 2001 ᖺࡢᡈࡿኪࠋᙼࡣ࣮ࣟࢼኵே୍⥴୍ᮏࡢᫎ⏬ࢆ⮬Ꮿ࡛ぢጞࡵࡓࠋࡑࡢᫎ⏬ࡣࠊ₇㢟
࡞ࡗ࡚࠸ࡿ Twentieth Century㸦㑥㢟ࠗ≉ᛴ༑ୡ⣖࠘
ࠊ1933 ᖺไస࣭බ㛤ࠊ┘╩㸸ࣁ࣮࣡ࢻ࣭࣮࣍ࢡ
ࢫࠊ₇࣭ࢪ࣭ࣙࣥࣂࣜࣔࠊ࣭࢟ࣕࣟࣝࣟࣥࣂ࣮ࢻ㸧࡛ࠊࡇࡢᫎ⏬ࢆぢࡓኪࡀ⮬ศࡢࢱ࣮ࢽࣥࢢ
࣏ࣥࢺ࡞ࡗࡓㄒࡿࠋ࣮࣍ࢡࢫࡣዲࡁ࡞┘╩࡛ࣂࣜࣔࡶዲࡁ࡞ತඃ࡞ࡢࠊఱᨾసရ
ࡢࡵࡾࡇࡴࡇࡀฟ᮶࡞࠸ࠋࡑࡢ⌮⏤ࢆ࠶ࢀࡇࢀ⪃࠼࡚࠸ࡿ࠺ࡕࠊ✺ዴ୍ࡘࡢၨ♧ࢆᚓࡿ㸸
  The thought came to me – as I continued to stare at John Barrymore – that all good stories, never mind
how radical or traditional their mode of telling, had to contain relationships that are important to us; that
move us, amuse us, anger us, surprise us. Perhaps in future, if I attended more to my relationships, my
characters would take care of themselves. …I see it now as a turning point, comparable with the others
I’ve been describing to you today. From then on, I began to build my stories in a different way. When
writing my novel Never Let Me Go, for instance, I set off from the start by thinking about its central
relationships triangle, and then the other relationships that fanned out from it. 2
ᙼࡀ Twentieth Century ࢆほ࡚ࡽ㸲ᖺᚋࠊ➹⪅ࢆྵࡵከࡃࡢேࡀࡑ࠺ホ౯ࡍࡿ᭱㧗ഔస Never Let
Me Go ࡀ㏦ࡾฟࡉࢀࡿࠋ⚾ࡓࡕࡣࣁ࣮࣡ࢻ࣭࣮࣍ࢡࢫࡸࢪ࣭ࣙࣥࣂࣜࣔ࠸ឤㅰࡋ࡞ࡅࢀࡤ
࡞ࡽ࡞࠸ࠋ
ࣀ࣮࣋ࣝ㈹グᛕㅮ₇࡛ゝཬࡋࡓࠕ࡚ࡢඃࢀࡓ≀ㄒࢆᡂ❧ࡉࡏࡿ᮲௳ࠖࢆ‶ࡓࡍࢩࢢࣟᩥᏛࡇ
ࡑࠊ௦✵㛫ࢆ㉸㉺ࡋࡓᬑ㐢ᛶ࣭ỗୡ⏺ᛶࢆ᭷ࡋࠊ
ࠕᙉࡃឤッ࠼ࡿᑠㄝࡼࡗ࡚ࠊୡ⏺⧅ࡀ
ࡗ࡚࠸ࡿ࠸࠺ᡃࠎࡢᗁࡢୗ₯ࡴ῝ῡࢆ᫂ࡽࡍࡿࠖୡ⏺ᩥᏛ࡞ࡢ࡛࠶ࡿࠋ
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࠾ ࢃ ࡾ 

ᮏ✏ࢆᇳ➹ࡍࡿ࠶ࡓࡾࠊከࡃࡢ◊✲᭩࣭ㄽᩥ࣭ᢈホ┠ࢆ㏻ࡋ࡚ࡁࡓࠋࡑࡢ୰࡛➹⪅ࡀ᭱ࡶඹ
ឤࢆぬ࠼ࡓࡶࡢࡢ୍ࡘࡀࠊ௨ୗ♧ࡍ Harrison ࡢホゝ࡛࠶ࡿ㸸“This extraordinary and, in the end, rather
frighteningly clever novel isn’t about cloning, or being a clone, at all. It’s about why we don’t explode, why we
don’t just wake up one day and go sobbing and crying down the street, kicking everything to pieces out of the
raw, infuriating, completely personal sense of our lives never having been what they could have been.” 1ࠋ࠺
ࡋࡼ࠺ࡶ࡞࠸⤯ᮃ↓ឤᡴࡕࡦࡋࡀࢀ࡚ࡶࠊᚲṚ࡛㋃ࡳࡲࡾࠊ⮬ᭀ⮬Რ㝗ࡽࡎே⏕ࢆ
᭱ᚋࡲ࡛࠺ࡋࡼ࠺ࡍࡿጼໃࡇࡑࡀఱࡼࡾษ࡞ࡢࡔ̿̿ப࠺ࠊࢩࢢࣟࡀ NL ࡇࡵࡓ࣓ࢵ
ࢭ࣮ࢪࢆᕦࡳࡲࡵ࡚࠸࡚ឤᚰࡉࡏࡽࢀࡓࠋ
NL ᥋ࡍࡿேࡣࠊࡢࡼ࠺࡞ㄞᚋឤࢆᢪࡃ࡛࠶ࢁ࠺ࠋ㏆ᮍ᮶ࢆ㡸ゝࡋࡓ SFࠊ᪂ୡ⣖ࡢࢹࢫࢺ
ࣆࠊ⌮ⓗぢᆅࡽࡢ♫ᵓ㐀ᢈุࠊㆤࡢ≀ㄒࠊ⏕⪁࠸ࡢဴᏛⓗᛮ⣴➼ࠎᵝࠎ࡞ࠕㄞࡳࠖࡀ
ㄞࡳᡭࡢᩘࡔࡅ⏕ࡲࢀࡿࡔࢁ࠺ࡋࠊᙧ⪋ୖᏛⓗゎ㔘ࢆྵࡵࡓከᵝ࡞ㄞࡳࢆチᐜ࡛ࡁࡿࡔࡅࡢࡢ῝
ࡉࢆ᭷ࡋ࡚࠸ࡿࠋࡔࡽᮏ✏ࡣࠊ➹⪅ࡣࡇ࠺ㄞࢇࡔ࠸࠺⚾ぢࡢᥦ♧㐣ࡂࡎࠊࡇࡢゎ㔘ࡀ⤯ᑐࡔ
ࡢゎ㔘ࢆㄆࡵ࡞࠸࡞ゝ࠺ࡘࡶࡾࡣẟ㢌࡞࠸ࠋ
➹⪅ࡀึࡵ࡚ᮏ᭩᥋ࡋࡓࡢࡣ 2007 ᖺ 1 ᭶ 1 ᪥ࡢࡇࠋ๓ᖺห⾜ࡉࢀࡓᅵᒇᨻ㞝Ặࡢ⩻ヂ㸦᪩
ᕝ᭩ᡣ∧㸧ࢆࠊክ୰࡞ࡗ୍࡚Ẽㄞࡳ㏻ࡋࡓࠋึࡵ࡚ཎ᭩࡛ㄞࢇࡔࡢࡣᑡࡋᚋࡢ 2010 ᖺ 7 ᭶ࡢࡇ
࡛ࠊ∞᮶ࠊᢡゐࢀᗄᗘ࡞ࡃ࣮࣌ࣃ࣮ࣂࢵࢡ∧ࢆㄞࡳ㏉ࡋ࡚࠸ࡿࡀࠊࡇࡢ༑ᖺవࡾ࡛⮬ศࡢࠕㄞ
ࡳࠖࡀኚࡋ࡚ࡁࡓࡇࢆ⮬ぬࡋ࡚࠸ࡿࠋ᭱ึࡢ࠺ࡕࡣࣅࣝࢻࣥࢢࢫ࣐ࣟࣥⓗഃ㠃ᙉࡃចࢀ
࡚࠸ࡓࡀࠊ㱋ࢆ㔜ࡡࡿࡘࢀࠊ
ࠕ⪁࠸ࠖ
ࠕᐟࠖ
ࠕ⏕ࢆ࠺ࡍࡿࠖ࠸ࡗࡓഃ㠃ࡼࡾᙉࡃ㛵ᚰࢆᐤࡏ
ࡿࡼ࠺࡞ࡗࡓࠋA Pale View of HillsࠊAn Artist of the Floating WorldࠊThe Remains of the Day ࡛ࡣಶࡢ
グ᠈ࢆࠊ
The Unconsoled  When We Were Orphans ࡛ࡣ㞟ᅋࡢグ᠈ࢆ㢟ࡋࡓࢩࢢࣟࡣࠊNever Let
Me Go ୍࡛᪦㡬ⅬࢆᴟࡵࡓᚋࠊThe Buried Giant ࡛ࡣࡑࡇࡽ୍Ṍ㋃ࡳฟࡋ࡚ࠊ♫ࡸୡ⏺࠸ࡗࡓ
ࡼࡾࡁ࡞グ᠈ࢆᑐ㇟ࡋ࡚ᣮࢇ࡛࠸ࡗࡓࠋThe Buried Giant ࡛ࡢヨࡳࡣࠊṇ┤➹⪅ࡣᮍᾘ࡞㒊
ศࡀឤࡌࡽࢀ࡚༑࡞ᡂຌసࡣ⛠ᥭࡋ㞴࠸ࡀࠊୡ⏺ⓗྡኌᏳఫࡏࡎ᭦సᐙⓗ㡿ᇦࢆᣑࡆࡼ࠺
ࡍࡿጼໃࠊࡑࡋ࡚ఱࡋ࡚ࡶࡇࢀࢆ᭩ࡡࡤ࠸࠺సᐙࡋ࡚ࡢឤࡸỴពࢆᙉࡃឤࡌྲྀࡗ
ࡓࠋ
The Buried Giant ࡽ㸴ᖺࠋ
2021 ᖺ 3 ᭶ୡ⏺୍ᩧห⾜ࡀணᐃࡉࢀ࡚࠸ࡿ Klara and the Sun ࡣࠊ
ᑡዪேᕤ▱⬟ࣟ࣎ࢵࢺࡢ≀ㄒࡔࡑ࠺ࡔࡀࠊᐅྔࡗࡓࣉࣟࢵࢺタᐃࡢ୰࡛ࠊࢩࢢࣟࡣ୍య
ࢇ࡞ࠕグ᠈ࠖࡢ≀ㄒࢆㄒࢁ࠺ࡍࡿࡢࡔࢁ࠺㸽ࡣࡓࡔࠊ┠ࡋ࡚┦ᚅࡘࡢࡳ࡛࠶ࡿࠋ

Never let me go … Oh baby, baby … Never let me go… 2
       ——from Never Let Me Go by Judy Bridgewater
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3 Michiko Kakutani, “Sealed in a World That’s Not as It Seems”, The New York Times, April 4 2005.
2.3 What Does It Mean To Be Human?
1 Cynthia F. Wong and Grace Crummett, “A Conversation about Life and Art with Kazuo Ishiguro”,
Conversations with Kazuo Ishiguro, edited by Brian W. Shaffer and Cynthia F. Wong, University Press
of Mississippi, 2008, pp.210-211.
2 Cynthia F. Wong and Grace Crummett, 2008, p.215.
3 Ⲯ୰Ꮥஅࠊ
ࠕ┳ࡿ㸭┳ࡽࢀࡿࡇࡢᏳࠖ
ࠊ⏣ᑼⰾᶞ࣭୕ᮧᑦኸ⦅ࠗ࢝ࢬ࣭࢜ࢩࢢࣟࠕࢃ
ࡓࡋࢆ㞳ࡉ࡞࠸࡛ࠖࢆㄞࡴ࠘
ࠊỈኌ♫ࠊ2018 ᖺࠊp.171ࠋ
4 Kazuo Ishiguro, “Future Imperfect”, The Guardian, March 25, 2006.

㸱 Nostalgia Is the Emotional Equivalent of Idealism.
3.1 William Wilson
1 Jerng, 2008, p.391.
2 ⛙㑥ኵࠊ
ࠕࠕ⩎ࡴ⪅ࡓࡕࠖࡢඹྠయࠖ
ࠊ⏣ᑼⰾᶞ࣭୕ᮧᑦኸ⦅ࠗ࢝ࢬ࣭࢜ࢩࢢࣟࠕࢃࡓࡋ
ࢆ㞳ࡉ࡞࠸࡛ࠖࢆㄞࡴ࠘
ࠊỈኌ♫ࠊ2018 ᖺࠊpp.208-209ࠋ
3 Sean Matthews, “‘I’m Sorry I Can’t Say More’: An Interview with Kazuo Ishiguro”, Kazuo Ishiguro:
Contemporary Critical Perspectives, edited by Sean Matthews and Sebastian Groes, Continuum, 2009,
p.124.
3.2 Verweile doch, du bist so schön!
1 ᑠụᫀ௦ࠊ
ࠕኌࡢ࡞ࠊ㝆ࡾ࡚࠸ࡃࠖ
ࠊᑠụᫀ௦ࠊ㜿㒊බᙪࠗ࢝ࢬ࣭࢜ࢩࢢࣟࡢୡ
⏺࠘
ࠊỈኌ♫ࠊ2017 ᖺࠊp.18ࠋ
2 ᖹᮥᏊࠊ
ࠕ㐳⾜ࡍࡿࢩࢢࣟࠖ
ࠊᑠụᫀ௦ࠊ㜿㒊බᙪࠗ࢝ࢬ࣭࢜ࢩࢢࣟࡢୡ⏺࠘
ࠊỈኌ
♫ࠊ2017 ᖺࠊp.38ࠋ
3 Suzie Mackenzie, “Between Two Worlds”, The Guardian, March 25, 2000.
4 Kazuo Ishiguro, “Future Imperfect”, The Guardian, March 25, 2006.
5 Ishiguro, 2006.
6 Joseph O’Neill, “Never Let Me Go”, The Atlantic Monthly 295.4, May 2005, p. 123.
7 ᖹᮥᏊࠊ
ࠗ࢝ࢬ࣭࢜ࢩࢢࣟ ቃ⏺ࡢ࡞࠸ୡ⏺࠘
ࠊỈኌ♫ࠊ2011 ᖺࠊp. 194-195ࠋ
8 Jerng, 2008, p.388.
3.3 L’homme n’est qu’un roseau, le plus faible de la nature, mais c’est un roseau mémorisant.
1 Wood, 2005, pp.38-39.
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2 Kazuo Ishiguro, “The Art of Fiction No. 196”, Paris Review, no. 184, Spring 2008, p.52.
3 Liani Lochner, “‘This is what we’re supposed to be doing, isn’t it?’: Scientific Discourse in Kazuo
Ishiguro’s Never Let Me Go”. Kazuo Ishiguro: New Critical Visions of the Novels, edited by Sebstian
Groes and Barry Lewis, Palgrave Macmillan, 2011, p.233.
4 Cynthia F. Wong and Grace Crummett, 2008, p.215.
5 ᰘ⏣ඖᖾࠊ
ࠕࡉࡉࡸ࡞ⱥ㞝ᛶ ඹឤࡪࠖ
ࠊᮅ᪥᪂⪺ࠊ2017 ᖺ 10 ᭶ 9 ᪥ࠋ

㸲 The Abyss beneath Our Illusory Sense of Connection with the World
4.1 The Abyss and the Illusion
1 ୕ᮧࡓࡦࢁࠊ
ࠕࡼࡾⰋࡁࣀࢫࢱࣝࢪࡢࡓࡵࠖ
ࠊ
ࠗࣘࣜ࢝࠘
ࠊ㟷ᅵ♫ࠊ2017 ᖺࠊp.184ࠋ
2 㛗⿱⨾ࠊ
ࠕࠕឡࡣṚࢆ┦ẅࡍࡿࡇࡀ࡛ࡁࡿࠖࡢࠖ
ࠊⲮ୰Ꮥஅࠊ୕ᮧᑦኸࠊ᳃ᕝៅஓ⦅
ࠗ࢝ࢬ࣭࢜ࢩࢢࣟࡢど⥺ グ᠈࣭ീ࣭㒓ឋ࠘
ࠊసရ♫ࠊ2018 ᖺࠊp.153ࠋ
4.2 All Good Stories
1 David Damrosch, What Is World Literature?, Princeton University Press, 2003, p. 281.
2 Kazuo Ishiguro, My Twentieth Century Evening and Other Small Breakthroughs: The Nobel Lecture,
Faber and Faber, 2017, pp.15-17.
࠾ࢃࡾ
1 M. John Harrison, “Clone Alone”, Guardian, February 26, 2005.
2 Kazuo Ishiguro, Never Let Me Go, p. 69.
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受賞の言葉
勝山高等学校
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明

本稿の出発点は、2017 年初夏に遡ります。
「The Shop-soiled Galahad ～フィリップ・マーロウ：陋巷を行く、陋劣でない男」
（「会報」第
75 号掲載）を脱稿したあと暫くして、ふと、カズオ・イシグロをじっくり読んでみたくなりました。
一冊読了する毎に筆の向くまま気儘にレヴューを書き始めていたところ、秋に飛び込んできたの
が、イシグロのノーベル文学賞受賞の報。これは、今イシグロ論に挑まずして一体いつ試みるのだ
と云う神の御託宣、と謹んで受けとめ、急遽予定を変更して包括的イシグロ論に舵を切ることにし
ました。７つの長編と１つの短編集を刊行順に精読し、併せて主要な評論・批評・研究書に目を通
していき、最終的に「The Unbearable Ambiguity of Being ～カズオ・イシグロを読む～」という形
で『会報』第 76 号（2018 年 3 月刊）に投稿させていただきました。四か月余の突貫工事で脱稿し
た割にはそこそこいい出来に仕上がったと、個人的には満足しています。
この原稿を書くことで、個々の作品および全作品を貫くイシグロの文学観をより深く掘り下げら
れたことが、最大の収穫となりました。と同時に、幾度読み返しても Never Let Me Go の素晴らし
さには唸るばかりで、これをもっと深くもっと精緻に読み込み、イシグロの軌跡の中で位置づけて
みたいと云う強い願望が澎湃として起こってきたのです。
改めてまっさらな目で原作に対峙し、重要な言葉や台詞、場面をノートに再録しながら全体の構
想を練り始めましたが、自分の論考となるべき「核」がなかなか見出せず、暗礁に乗り上げ一時は
放棄寸前までいきました。
突破口となったのは、イシグロがインタビューで口にした “[N]ostalgia is the emotional equivalent
of idealism.” という言葉です。この言葉を起点に、When We Were Orphans と Never Let Me Go を二卵
性双生児と捉えて記憶に対するイシグロの姿勢の変化
の比重の移行

〈記憶の捏造〉から〈記憶の価値〉へ

というパースペクティヴから論を進められないかと、再び試行錯誤を始めたわ

けです。
足かけ三年にわたって取り組んだ苦闘の成果をどうにかまとめあげ、岩崎賞論文応募作として送
付したのが 2020 年 11 月 16 日。今まで手掛けてきた論考の中で最も時間がかかり、何度も挫折し
そうになった作品ですが、こうして素晴らしい賞を戴いて努力が報われたことを、この上なく嬉し
く且つ有難く思っております。
そして、この場を借りて改めて御礼を申し上げたいのが岩崎達雄先生です。先生が福井県英語教
育界のためにこのような素晴らしい賞を創設くださったお陰で、筆者の如き浅学菲才の未熟者でも、
これを指針と励みにして何とか完遂することが出来ました。
選考委員会の皆様と岩崎先生に、改めて厚く御礼申し上げます。本当に有難う御座いました。
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