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Hearts Laid Bare: Edgar Allan Poe’s “Secret Autobiography,” 
According to Lou Reed 

 

Taras Alexander Sak 
 

Abstract 

In 2000, protean rock star Lou Reed (1942-2013; born Lewis Allan Reed) 

reinterpreted the work and life of Edgar Allan Poe for Hamburg’s Thalia Theater, creating a 

musical called “POEtry,” which was later performed at the Brooklyn Academy of Music 

(2001) before being released in 2003 as an album entitled The Raven. An ambitious—some 

say pretentious—mélange of Poe’s writing and biography transformed by and through Reed’s 

own work, life experiences and streetwise sensibility, the result is an uneven but surprisingly 

strong “collaboration” between the two Poet Laureates of the American Nightmare. In this 

essay, I draw upon both Poe’s writing and Reed’s back catalogue, including Transformer 

(1972), Berlin (1973), The Bells (1979), and The Blue Mask (1982), as well as The Raven, in 

order to explore Poe’s pervasive influence on Reed and the ways in which Reed has, in his 

own work, transformed Poe. The wager of this study is that Reed, like Poe before him, was 

essentially a gothic artist, producing what Leslie Fiedler called an art of “darkness and the 

grotesque in a land of light and affirmation.” 

 

Introduction 

About a decade before his untimely death in 2013, Rock iconoclast Lou Reed had 

been returning to the work of Edgar Allan Poe, staring in earnest around 2000 and eventually 

producing an album (and book) called The Raven (2003). At first glance, there seems to be 

little connection between the two—Poe’s antebellum world would seem to have little to do 

with the NYC demimonde that figures so prominently in Reed’s work—but on closer 

inspection, one can discern the pervasive presence of Poe, who Reed once called “the master.” 

In the following remarks, I would like to trace the specter of Poe in Reed, speculate as to why 
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Reed felt kinship with this literary outcast, and examine how Reed had, in his own work, 

transformed Poe. 

 Poe’s influence on Reed’s work, on his lyrics, themes, even his public persona, 

was indeed pervasive from his earliest work in the 1960s (with The Velvet Underground) up 

until his death. In the same interview where Reed called Poe “the master,” he also claimed that 

Poe was “the father of William Burroughs and Hubert Selby,” both of whom greatly inspired 

Reed. Yet few people have explored this relation in any depth or taken Reed’s words or his 

work on Poe seriously. One exception is Stephen Rachman, whose essay on Reed’s Raven 

project is by far the best scholarly work available. In a sense, I hope to contribute to this 

conversation, to some extent, by exploring what I am calling Reed’s writing of Poe’s “secret 

autobiography” in his own (Reed’s) work—in other words, in works like “The Bells” and The 

Raven, which are obviously inspired by Poe’s writing, as well as in other work, like Berlin, 

Magic & Loss and The Blue Mask, where the influence is perhaps less obvious. 

 

Poe & Reed: Imps of the Perverse 

First and foremost, any study of Poe and Reed must acknowledge their shared 

sense of “perversity,” if only because Reed mentions it repeatedly, almost every time Poe’s 

name comes up. In an interview with the rock journalist Greil Marcus that appeared shortly 

after The Raven was performed and released on CD, Reed described the importance of what 

he called “the general heading in Poe: the idea of being drawn to things we know are bad for 

us,” later explaining that in Poe’s work,  

[t]he female characters are essentially the same, the male characters are essentially 

the same, and essentially the same things are going to happen, one way or another. 

It really goes back to ‘The Imp of the Perverse’: ‘Why are we drawn to that which 

we know is bad for us?’ I’m rephrasing it rather clumsily—it’s much better than 

that. But why are we drawn to that which we know will destroy us? I love [Poe]. I 
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just love that he does it over and over: confess, jump off a cliff, suddenly the heart 

beat [sic] footsteps approaching… (ellipsis in original; n. pag.)   

Here, we could obviously point to the real-life choices of Poe and Reed, each artist seemingly 

courting destruction at crucial points in his life and career. In fact, Reed’s transformation of 

Poe in The Raven has been seen by some critics as simply one of several disastrous 

projects—to take the most obvious, Berlin (1973), which follows the death-spiral of a pair of 

junkie-lovers, Metal Machine Music (1975), an album almost entirely composed of guitar 

feedback, and Lulu (2011), an ill-starred joint venture with Metallica that obliquely references 

Frank Wedekind’s plays about a doomed dancer. But there is a logic to these “disastrous” 

albums and that logic has to do with Poe. 

Another common thread linking the two would undoubtedly be masochism. Poe’s 

repeated fantasies of premature burial, his relation to the dead or dying women in his life, 

almost always idealized—I propose to call this his “Ligeia complex”—in addition to his 

real-life, self-defeating behavior (acts of “self-sabotage” we would no doubt call them today), 

would seem to point to some sort of masochistic impulse, perhaps stemming from childhood 

trauma. Reed, for his part, fared little better in terms of his family life, particularly in terms of 

his sexual confusion and the cruel electroshock therapy he endured, and seems to have had a 

similar, tortured relation to women—idealizing them at times (for example, in the 

cringe-worthy song “Women,” off The Blue Mask), yet also imagining them dead or dying, as 

well as in his repeated heterosexual marriages, such as to performance artist Laurie Anderson, 

and his well-publicized relationships with drag queens (the most famous of whom was simply 

called “Rachel”). On top of this, we have his self-destructive behavior, his history of drug and 

alcohol abuse, and repeated images of castration (usually at the hands of a woman, most 

notably in The Raven), self-loathing and self-mutilation (for example, in “The Blue Mask” 

and “Waves of Fear” on The Blue Mask), and of course his homage to Sacher-Masoch, the 

song “Venus in Furs” from the first Velvet Underground album. The locus of all of this would 
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seem to be the family—and this is something that Reed would seem to have in common 

Delmore Schwartz, his teacher at Syracuse University, in addition to Poe. One can easily see 

the appeal for Reed of Schwartz’s most celebrated short story, “In Dreams Begin 

Responsibilities,” in which the narrator watches a film—with increasing horror—of his own 

parents’ courtship, only to yell out, “Don’t do it! Nothing good will come of it!” Reed seems 

to have harbored similar feelings. 

Sadism, graphic violence, and revenge fantasies constitute a third basis for 

comparison. Many of Poe’s stories, as well as his only novel, The Narrative of Arthur Gordon 

Pym (1838), contain extremely detailed scenes—some would say excessively so—of graphic 

violence. Reed possesses the same cold, analytical eye toward the damage that can be done to 

bodies, whether they are women with their legs cut off and stuffed into the trunks of cars, like 

poor Sally of “Sally Can’t Dance” (1974), or kids growing up in the ghetto, like Pedro of 

“Dirty Blvd.” (of whom we hear, “And his father beats him ‘cause he’s too tired to beg/He’s 

got nine brothers and sisters/They’re brought up on their knees/It’s hard to run when a coat 

hanger beats you on the thighs/Pedro dreams of being older and killing the old man”), or the 

multitude of junkies and prostitutes that people many of his songs. On The Raven, in addition 

to including “The Cask of Amontillado” and “The Tell-Tale Heart” in his narrative, Reed 

chose to rework “Hop-Frog,” a curious selection since it is a decidedly minor tale of revenge 

in which a court jester slays his tormentors and escapes with his lover. In fact, Reed drew upon 

this fairly obscure story for the last six songs of The Raven, so central was it to his 

understanding of Poe and his conception of his project. 

One cannot mention either Poe or Reed without a word concerning the use and 

abuse of drugs and alcohol, which figure prominently in their lives and work. In Poe’s case, 

regarding alcohol, this is well-documented and rather obvious, though there is some question 

as to what extent his drinking affected his powers of creation; in Reed’s case, there were 

periods of excessive drug-taking (heroin and pills, mainly) and drinking, perhaps in some way 
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“inspired” by the examples of “doomed” poets Poe and Schwartz. In any case, Poe has a 

famous, if slight, story about drunkenness, entitled “The Angel of the Odd” (1844), which 

treats alcohol with a light, even comic touch; Reed did something similar in “The Power of 

Positive Drinking” from 1980’s Growing Up in Public, but for the most part, as with Poe, 

alcohol is for Reed a rather serious, sad business—witness such song titles as “Underneath the 

Bottle” (from The Blue Mask) or the harrowing, even sobering songs “The Last Shot” and 

“Bottoming Out” from Legendary Hearts (1983), not to mention the innumerable drug 

references in all of his work (most famous of all is perhaps the song “Heroin” from the first 

Velvet Underground album or perhaps the aforementioned rock opera, Berlin). In other words, 

for both Poe and Reed, alcohol and drugs are a means to self-oblivion, not really to be used for 

inspiration or recreation (as some readers and listeners mistakenly believe). 

Yet another common point would seem to be the theme of “the death of a 

beautiful woman,” which I will refer to as the “Ligeia complex.” In “The Philosophy of 

Composition” (1846), when discussing his poem “The Raven,” Poe notoriously wrote that 

“When it most closely allies itself to Beauty: the death… of a beautiful woman is, 

unquestionably, the most poetical topic in the world.” One of the best examples of this, 

besides “The Raven,” is “Ligeia,” a Siren-like figure, deeply associated with music (“Ligeia! 

Ligeia! / My beautiful one! / Whose harshest idea / Will to melody run”) who first surfaces in 

the early poem “Al Aaraf” (1829) and is later the basis of a short story of her own (first 

published in 1838), in which she composes a poem (“The Conqueror Worm”) before 

dying—all of which Reed draws upon in his reworking of Poe. In Reed’s back catalogue, we 

find dead women almost everywhere—his own “Ligeia complex,” as it were—from the 

casualties of Andy Warhol’s circle of wannabes and hangers-on in the late-60s through the 

doomed Caroline in Berlin, and on to Sally in Sally Can’t Dance (mentioned above), the 

unknown victim in Street Hassle’s “Waltzing Matilda,” whose dead body must be disposed of, 

and “Rotten Rita” in Magic & Loss, who succumbs to cancer, before coming back, full-circle, 
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to Poe and Lady Madeline Usher, who is then transformed by Reed in The Raven into 

Caroline from the album Berlin, in the song, “The Bed,” which Reed “mashes up,” so to 

speak, with “The Fall of the House of Usher.” There are so many dead or dying women in the 

work of these two that it is hard to keep track of them. 

Another point of comparison would be what has been termed “the power of 

blackness”—an obsession with the macabre, the dark, the gothic. Perhaps this has less to do 

with either artist’s personal history (as I have suggested may be the case with sadistic or 

masochistic imagery in their work) and more to do with a response, conscious or not, to the 

larger society and culture that surrounds them—in other words, this is something inescapably 

“American,” a kind of “dark Romanticism” that Harry Levin called “the Power of Blackness” 

in his seminal study of Poe, Hawthorne and Melville (1958) of that title. “Taking for granted 

the obvious American thesis, the cheerfully confident trend of a practical and prosperous 

culture,” Levin wrote, “it is the antithesis that we find in our greatest writers” (35). Or, as 

Leslie Fiedler put it, perhaps more forcefully and famously,  

The American writer inhabits a country at once the dream of Europe and a fact of 

history; he lives on the last horizon of an endlessly retreating vision of 

innocence—on the ‘frontier,’ which is to say, the margin where the theory of 

original goodness and the fact of original sin come face to face. To express this 

‘blackness ten times black’ and to live by it in a society which, since the decline of 

orthodox Puritanism, optimism has become the chief effective religion, is a 

complex and difficult task […] Our fiction is […] a gothic fiction, nonrealistic and 

negative, sadist and melodramatic—a literature of darkness and the grotesque in a 

land of light and affirmation. (27, 29) 

Poe’s work—and, I would argue, Reed’s as well—belongs to that tradition of “blackness” or 

“darkness,” the antithesis of the “cheerfully confident,” “optimistic” American outlook and 

aesthetic sensibility. After many years of neglect, there has been some excellent recent work 
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on Poe and his relation to race, slavery and Indian Removal, and his overall engagement with 

American society and politics, including expansionism and exceptionalism. In Reed’s case, no 

such rediscovery or reconceptualization has been necessary: he has been focusing upon the 

“blackness ten times black,” to use Melville’s phrase (quoted above by Levin), since the very 

beginning of his career. For an excellent introduction to Reed’s engagement with the 

underbelly of American society, I would suggest listening to New York (1989), which he 

himself described as an “angry” album, the result of “eight years of rape,” by which he meant 

eight years of Ronald Reagan in the White House. 

Undoubtedly, one of the shared attractions of Poe and Reed is their artistic honesty, 

what Poe once described as “laying one’s heart bare.” For Poe, “laying one’s heart bare” 

involves the seemingly impossible task of telling the truth, without compromise or shame; the 

very paper upon which it is written, Poe tells us, “would shrivel and blaze at every touch of the 

fiery pen.” I take this to mean staying true to oneself, to one’s deepest feelings and artistic 

ambitions, and it cannot be denied that Reed has in every facet of his life taken up the 

challenge thrown down by Poe. Reed variously calls this “passing thru fire” and “walking on 

burning embers”—and even has a song called “Burning Embers” on The Raven, which sums 

up the entire production in a sense—but the imagery is the same as what we encounter in Poe: 

a trial-by-fire, an ordeal to be endured, no matter what the cost, for Art or for love. This has, at 

times, cost Reed dearly—in terms of friends, collaborators, lovers, fans—but he always 

remained true to himself, at times against overwhelming pressure to do otherwise, repeatedly 

in his career, from quitting The Velvets and going solo to following his biggest commercial hit, 

Transformer with a bleak, concept album (Berlin), through his notorious noise experiment 

Metal Machine Music, and on to his transformation of Poe in The Raven.   

Finally, one last obsession that the two artists share is revising, reworking, in some 

cases “recycling,” but in every instance transforming their own work—a kind of 

autobiography, which reveals and conceals their (secret) histories. The Ligeia figure is a great 
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American society and politics, including expansionism and exceptionalism. In Reed’s case, no 

such rediscovery or reconceptualization has been necessary: he has been focusing upon the 

“blackness ten times black,” to use Melville’s phrase (quoted above by Levin), since the very 

beginning of his career. For an excellent introduction to Reed’s engagement with the 

underbelly of American society, I would suggest listening to New York (1989), which he 

himself described as an “angry” album, the result of “eight years of rape,” by which he meant 

eight years of Ronald Reagan in the White House. 

Undoubtedly, one of the shared attractions of Poe and Reed is their artistic honesty, 

what Poe once described as “laying one’s heart bare.” For Poe, “laying one’s heart bare” 

involves the seemingly impossible task of telling the truth, without compromise or shame; the 

very paper upon which it is written, Poe tells us, “would shrivel and blaze at every touch of the 

fiery pen.” I take this to mean staying true to oneself, to one’s deepest feelings and artistic 

ambitions, and it cannot be denied that Reed has in every facet of his life taken up the 

challenge thrown down by Poe. Reed variously calls this “passing thru fire” and “walking on 

burning embers”—and even has a song called “Burning Embers” on The Raven, which sums 

up the entire production in a sense—but the imagery is the same as what we encounter in Poe: 

a trial-by-fire, an ordeal to be endured, no matter what the cost, for Art or for love. This has, at 

times, cost Reed dearly—in terms of friends, collaborators, lovers, fans—but he always 

remained true to himself, at times against overwhelming pressure to do otherwise, repeatedly 

in his career, from quitting The Velvets and going solo to following his biggest commercial hit, 

Transformer with a bleak, concept album (Berlin), through his notorious noise experiment 

Metal Machine Music, and on to his transformation of Poe in The Raven.   

Finally, one last obsession that the two artists share is revising, reworking, in some 

cases “recycling,” but in every instance transforming their own work—a kind of 

autobiography, which reveals and conceals their (secret) histories. The Ligeia figure is a great 
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example of this: she returns, again and again, in one form or another, like a ghost or revenant, 

much like the dead mother (or lover) for Poe, or like Delmore Schwartz for Reed, one of the 

“thousand departed friends” who Reed eulogizes on The Raven. Reed picks up on this in his 

(re)reading and (re)writing of Poe, claiming in an interview (as quoted above) that in Poe’s 

work, “[t]he female characters are essentially the same, the male characters are essentially the 

same”—and one could just as easily say this about Reed’s own work. This theater of 

repetition or “revolving door,” so to speak, where the same characters and images return and 

are revised, re-imagined, and transformed, always involves a process that is necessarily 

incomplete or open-ended. This is precisely why I am calling this Poe’s “secret 

autobiography” as (re)written by Reed—acknowledging, of course, the excellent, extremely 

provocative and profound essay of that same title by Louis A. Renza. What I mean is 

something close to the way that Renza employs the term, “autobiography,” which he 

appropriates from Paul de Man.  For Renza, “autobiographical” denotes 

something akin to Paul de Man’s notion of autobiography as a figure of reading as 

opposed to genre of writing, but here revised as a figure of Poe’s reading of his 

own texts as he imagines them being misread by others in order to regard them as 

his dialectically confirmed exclusive private property. Poe produces texts, that is, 

to gain a perspective on their writing… (60) 

Renza goes on to examine Poe’s ubiquitous hoaxes, puns, anagrams, word-puzzles and 

self-references, scattered throughout his work like so many clues to a mystery. “By 

permeating his tales with autobiographical intimations in a quite literal rather than 

symbolically representational sense,” Renza argues, “Poe exemplifies how autobiography can 

function as a postscriptural aporia to fiction” (63). In other words, “one can construe Poe’s 

tales as autobiographical cryptograms” (Ibid.). I would only add that this insight also extends 

to the poetry. Finally, Renza reminds us that, for Poe, “‘the book of an author’ doubles as ‘the 

author’s self… The soul is a cipher, in the sense of a cyrptograph; and the shorter a 
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cryptograph, the more difficulty there is in its comprehension’” (Renza, quoting Poe, 64). But 

why does Poe do this? Renza speculates that such “secret writing for Poe serves to delay the 

reading of the text’s very signifiers,” thereby “effectively displac[ing] and interrupt[ing]” the 

act of reading the text (65-66)—or, as Renza later puts it, “effectively prolong[ing] the [text’s] 

secret aesthetic life,” much as the “reenacting of the killing of a beautiful woman,” what I 

earlier called the “Ligeia complex,” “keep[s] the beautiful woman, the secret inspirational 

source or muse of the [text] itself, in the process of dying” (69; emphasis in original).   

But, again, why would Poe (or Reed) want to do that?  I would like to end this 

meditation by speculating that it has to do with pleasure and desire, perhaps of a masochistic 

variety, of infinite suspension or undecidability and what de Man called “the impossibility of 

closure and of totalization […] of all textual systems” (922). In other words, an aporia or act of 

interruption or suspension, akin to what Gilles Deleuze has taught us is precisely what is at 

stake in masochism:  

breaking the link between desire and pleasure: pleasure interrupts desire, so that 

the constitution of desire as a process must ward off pleasure, repress it to infinity 

[for the masochist]. (53) 

 

Conclusion 

 Poe’s puzzles and puns, his self-references and word-play, all reveal, while at the 

same time not-quite-concealing, clues to the mystery that is “Edgar Allan Poe,” the secret self 

or cipher that lies at the heart of all of his work, the impossible, empty center that would be 

exposed if he, or anyone else, could write that text, “My Heart Laid Bare.” The same thing is 

at stake for Lou Reed, in his endless self-transformation and acts of impersonation, his ritual 

of “passing thru fire” and “walking on burning embers,” and his sonic landscapes and 

séance-like rituals of resurrection, conjuring those “thousand departed friends”—most notably 

his teacher, Delmore Schwartz, and his “master,” Edgar Allan Poe. 
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Abstract 

The present study analyzes narratives of four Japanese learners of English who 

participated in a five-month study abroad program held at two universities in the US, and 

examines their learning processes.  During the program, students were asked to 

regularly write a personal, digital report.  After returning to Japan, the four students were 

selected based on their relatively higher satisfaction levels of the program, and each was 

given a semi-structured interview.  Their interviews were analyzed with the Trajectory 

Equifinality Approach (TEA) (Yasuda, Nameda, Fukuda, & Sato, 2015a; Yasuda & Sato, 

2022).  TEA makes it possible to describe and understand the process, not the structure, 

of persons’ life courses within irreversible time.  It is presumed in the theoretical 

framework of TEA that, by focusing on “four” participants (Yasuda & Sato (Eds.), 2012; 

Fukuda, 2019), TEA can help unveil the diversity of persons’ life courses.  The results 

revealed that there were similarities and differences in their learning processes with 

complex interactions of their past life experiences, their personal characters, and the 

characteristics of the campuses they had chosen.  Some methodological discussions will 

be followed in relation to TEA. 
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2

Why the Red Elf Cried 26)  

 
Why the Red Elf Cried  

After the blue elf had heard the story, he thought for a while and then said: “I have a 
good plan for you. I’ll go down into the village and make lots of trouble. Then you 
come and catch me while I am doing bad things and give me a beating. Then everyone 
will know you’re a good elf and will want to be your friend.” 251  
 

 
After the blue monster had heard the story, he thought for a while and said: “to realize a 
great thing, we need to do something different. I have a good plan. I’ll go down into the 
village and make lots of trouble. Then you come and catch me while I am doing bad 
things and give me a beating. Then everyone will know you’re a good monster and will 
want to be your friend.” He sounded a little sad. 319  
 

Why the Red Elf Cried

                                                   
26) 

 

 

Why the Red Elf Cried  
To my dear friend, the red elf: 
I am so lonely that I am going away on a long journey. If we should keep on visiting 
each other the way we used to, the people in the village would know that we played a 
trick on them and that you didn’t really beat me. So I will go far away and leave you 
with your new friends, the village people. Goodbye.   Your friend, Blue Elf. 288  
 

 
To my dear friend, Red Monster 
Are you getting along well with the village people? I really hope so. If we should keep 
on visiting each other the way we used to, the people in the village would know that we 
played a trick on them and that you didn’t really beat me. That would make me sad. So I 
will go far away. It might be a long journey. I won’t forget you. We might see each other 
one day somewhere. Please take care.  Forever friend, Blue Monster. 363  
 

 

Why the Red Elf Cried  

 
 

Why the Red Elf Cried  
He had his new friends from the village and he knew he would be happy with them, but 
he also knew that he should always be sad when he remembered his lost friend, the blue 
elf, because it is good to make a new friends, but it is also good to keep old friends. And 
this is why the red elf cried. 233  
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233 2 143

 
2 Total English 2  Red 

Demon and Blue Demon  27) 2

 “Red Demon”  

“Blue Demon” Red Demon and Blue Demon 

lived in the mountains of Japan.” 

 

 
Red Demon and Blue Demon”  

Red Demon and Blue Demon lived in the mountains of Japan. 47  
 

 
Red Demon and Blue Demon lived in the different mountains of Japan. 55  

 

                                                   
27) “Red Demon and Blue Demon”  Total English 2 2 pp.92-95. 
 

 

 
 

Red Demon and Blue Demon,”  
Dear Red Demon, 
I’m glad you have many new friends now. I want to see you again, but I’m afraid I’ll 
scare your new friends. So, I’ll go far away. I’ll always be your friend. Goodbye, Blue 
Demon  
Red Demon read it many times. He cried. He never saw Blue Demon again. 214  
 

 
Dear Red Demon, 
I’m glad you have many new friends now. I want to see you again, but I’m afraid I’ll 
scare your new friends. That would make me sad. So, I’ll go far away. I’ll always be 
your friend.  Goodbye, Blue Demon 
Red Demon read it many times. He cried and cried. 216  
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Abstract 

In this paper, I would like to consider some motivations of linguistic changes in the history of 

English. As is well known, there are two types of internal driving force to trigger changes, that 

is, complication and simplification. They show different aspects, but both of them seemingly 

aim to gain the same perfect stage of English and they have happened one after the other in 

the history of English. It is very interesting to predict the future of English from the viewpoints 

of complication and simplification.  
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internal change

complication

simplification

 

 

   

analogy 2) A B regard

see regard A as B see A as B consider consider A B

B as consider A as B

as 3)  

 

 

                                                   
2) can could l

2018:123 ME could coud(e) l
will would shall should l

1983:108 would should l silent letter
could

a napron an apron metanalysis an apple
 

3) 5th as consider
He is considered as a great scholar. as

 
 

 v s .   
 

a.  I regard the situation as serious. 

b.  I consider him (as) a fool.  

 

as

from synthetic to analytical

regard see consider

unmarked form marked form

consider regard A B as

regard

regard A B regard A as B

consider as

as

consider A B consider A as B
4)  

double objects complement give

                                                   
4) 

reflexive pronoun himself themselves
myself yourself herself yourselves ourselves self

meself
herself her

self himself hisself
themselves theirselves

2014 meself
myself  
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SVOO

 

 

a.  I gave John a book.  

b.  I bought John a book.  

c.  I sent John a book.   

d.  I rented John a house.   

e.  I found John a book.  

f,  I read John a book.  

g.  I made John a plastic model.  

 

give
5)  

way way construction  

 

a.  I made my way.  

b.  I found my way.  

c.  I felt my way in the dark.  

d.  I elbowed my way.  

e.  He dug his way out of the prison.  

 

3a make one’s way  

→ →  

                                                   
5) 

construction gramma Goldberg 1995
cognitive linguistics  

 

 v s .   
 

 

 

ambiguity

John’s picture

a picture of John

John’s of John
6)  

more

-er

 

 

a.  big – bigger,  large – larger,  small – smaller 

b.  intelligent – more intelligent,  interesting – more interesting 

 

more
7)  

 

a.  clever – cleverer,  more clever 

b.  simple – simpler,  more simple 

 

                                                   
6) 1988:178  
7) 3

more beautiful beautifuler , 2020:168
more better more simpler double comparative
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more

 

 

a.  John is more shy than timid.  

b.  *John is shier than timid. 

 

   

simple is best

blend 8) 1a 1b

hungry angry

hangry  

 

a.  John became angry because he was hungry. 

b.  John became hangry. 

 

brunch breakfast + lunch smog smoke fog

 

thou

you thou
9) you

                                                   
8) portmanteau word 1989

1832-98  
9) 400 Shakespeare I love thee.  
 

 v s .   
 

10)

du Sie

grammatical gender wife

woman natural gender
11)  

recoverable deletion

help help somebody to do something

to to

to to

causative verb to
12) help

to to

 

 

 

 

                                                   
10) 

 
You are a student.  
You are students.  

Bybee 2015 you guys
 

11) 2015:30  
12) make to  

Money makes the mare to go.  
get to

to  
I got John to do the job. 
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a.  They made John clean the room. 

b.  John was made to clean the room. 

c.  *John was made clean the room. 

a.  They helped John clean the room. 

b.  John was helped to clean the room. 

c.  *John was helped clean the room. 

 

1c, 2c  
13) to 3 wanna

wanna contraction gonna gonna contraction
14)  

 

a.  I want to go there.  I wanna go there. 

b.  I am going to meet him.  I’m gonna meet him. 

 

4 be

5 ain’t

                                                   
13) come and see me come to see me come see me

come see me to
 

14) wanna want to wh wh trace
gonna to

to go  
a. Who do you wanna succeed?  
b.  *Who do you wanna succeed?  
a.  Bill’s going to go to college after all.  Bill’s gonna go to college after all. 
b.  Bill’s going to college after all.  *Bill’s gonna college after all.  

Hopper & Traugott, 2003:1  
 

 

 v s .   
 

15) 2018

 

 

a.  I am not happy. 

b.  You are not happy. 

c.  He is not happy. 

a.  I ain’t happy. 

b.  You ain’t happy. 

c.  He ain’t happy. 
 

coordinate group genitive  

6a 6b  

 

a.  my father’s Bible and my mother’s 

b.  my father’s and my mother’s Bible            , 1993:18  

 

                                                   
15) aren’t isn’t amn’t

accidental gap ain’t ain’t
be

be
a flying planes be is

b flying planes
be are s  
a.  Flying planes is dangerous here. 
b.  Flying planes are dangerous here. 
a.  Flying planes makes us nervous. 
b.  Flying planes make us nervous. 

s 2014:4 s
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my father’s Bible and my mother’s Bible 6a

7a Bible 6b

7b Bible

 

 

a.  my father’s Bible and my mother’s Bible 

b.  my father’s Bible and my mother’s Bible 

 

7b end-weight principle

6a 6b

6b  

 

my father’s and my mother’s Bible A B C 

 

6a 6b

 

 

 

4.1  

Old English

Middle English Modern 

English
16) inflection word order

                                                   
16) Whom did you see? Who did you see? see

whom what wh
who 2000 whom who

15 17 who whom
1992 Sapir 1925 Language who/whom

 

 v s .   
 

The man ate the fish. SVO OVS

 

 

a.  Se guma t one fisc. 

b.  one fisc t se guma.              , 2007:59  

 

se one

the ‘the man ate 

the fish’ ‘the fish ate the man’

 

 

4.2  do  

not

 

 

a.  I swim not well. / I not swim well. 

b.  Swimi you ti well? 

 

modals not  

 

 

a.  I cannot swim well. 

b.  Cani you ti swim well? 
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2

2 3

do
17)

4a 4b

4c  

 

a.  I (do) swim well. 

b.  I do not swim well. 

c.  Doi you ti swim well? 

 

do 17
18)

do

19)  

 

4.3 should  

that  

5a  

subjunctive present  

                                                   
17) do do do support

I do swim. do
, 2008:132  

18) cf. 2022:5  
 

 v s .   
 
 

a.  They suggested that he remain here until next week. 

b.  They suggested that he should remain here until next week. 

 

16

5b

should 5a should

5a should

should

should

should should

400

20)

21)  

 

4.4  everyone  

everyone he

                                                                                                                      
19) do 2000  
20) I guess 

I think  
21) 

2022
60 2  
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b.  I do not swim well. 

c.  Doi you ti swim well? 

 

do 17
18)

do

19)  

 

4.3 should  

that  

5a  

subjunctive present  

                                                   
17) do do do support

I do swim. do
, 2008:132  

18) cf. 2022:5  
 

 v s .   
 
 

a.  They suggested that he remain here until next week. 

b.  They suggested that he should remain here until next week. 

 

16

5b

should 5a should

5a should

should

should

should should

400

20)

21)  

 

4.4  everyone  

everyone he

                                                                                                                      
19) do 2000  
20) I guess 

I think  
21) 

2022
60 2  
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PC she

everyone

they  

 

a.  Everyone has his own rule. 

b.  Everyone has his / her own rule. 

c.  Everyone has their own rules. cf. 5th  

 

6a 6b 6b 6c

6c  

everyone they

everyone 22)  

 

4.5   

5

19 20

Singlish Hinglish

                                                   
22) 

 
The Japanese are a polite people.  

a All
b All  

a.  All you need is love.  
b.  All were quiet in the room.  

 v s .   
 

Japalish

World Englishes 23)

Basic English Global English Globish

24)

 

 

 

help

make let have

to 25)  

 

a.  I made John clean the room. 

b.  I forced John to clean the room.   →  I forced John clean the room. 

c.  I caused John to clean the room.   →  I caused John clean the room. 

d.  I allowed John to clean the room.  →  I allowed John clean the room. 

e.  I got John to clean the room.     →  I got John clean the room. 

 

2 instead indeed

                                                   
23) cf. Culpeper 1997  
24) cf. Nerri re & Horn 2009  
25) 2021

to
help  
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in stead in deed  

 

a.  in stead of    instead of 

b.  in deed    indeed              cf. , 2010:202, 208  
 

grammaticalization
26) 2a 3 inspite

 

 

 in spite of      inspite of 

 

 

these days in those days these days 

in those days

4a these days in

4b in those days in

 

 

a.  these days       in these days 

b.  in those days     those days 

 

                                                   
26) 

 
a.  I am going to study at the library. 
b.  I am going to study.          cf. , 2010:197  

tough  
a.  This book is easy to read. 
b.  This is an easy-to-read book. 

 

 v s .   
 

4b 27)  

 

 

 

I went there (by bus, by car, by taxi, by train, on foot). 

 

on foot by walk by foot

on foot by foot

 

content word

function word
28)

will must
29)  

 

He has a strong will.  

This book is a must for linguists.  

 

may

                                                   
27) 

stay home stay at home
 

28) 
hypothesis of uni-directionality , 2010:198  

29) maybe can-do list mighty
mighty might

1983 1995  
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should

 

 

?The war is a may in the future.  

?Cool biz is a should in my office.  
 

 

wh to

wh + to why  

 

10 a.  I don’t know what to do next. 

b.  I don’t know where to go next. 

c. I don’t know when to go there. 

d. I don’t know who to meet next. 

e.  I don’t know how to go there. 

f.  *I don’t know why to go there tomorrow. 

cf. 5th  

 

10f

why to do  

 

 

1500

 v s .   
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学会活動報告  
 
1 2022 年度講演会 

11 月 24 日（木），まほろば館 3 階ホールにおいて講演会が行われた。講

師は翻訳家/ライター 実川元子。演題は「翻訳で開ける世界」 
 

2 2022 年度研究発表会 
12 月 7 日（水） 

1 「母」との決別 
――ラカン派精神分析による Free Fall 読解―― 
 安田女子大学大学院 博士後期課程 井上 彩 

（司会 青木 順子） 
 

2 こころはどのようにうまれたの？ 
“The Turn of the Screw”で読む夏目漱石『こころ』 
 安田女子大学 准教授       四方 朱子 

（司会 青木 順子） 
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投  稿  規  定  
 
1 会員による英語学、英米文学、英語教育学、異文化理解などに関する
未発表の論文であること。 

2 本論集は安田女子大学 文学部 英語英米文学科のホームページ上で
公開し、著者には印刷物を 2 部寄贈する。 

3 投稿書式設定と提出ファイル形式は以下の通りとする。 
・Microsoft Word 互換のソフトウェア(docx ファイルのみ)として保存

し、PDF ファイルと共に編集長宛てに email で投稿する。 
・用紙サイズは A5 とし、余白は上左右各 15 ミリ、下 10 ミリ、文字数
と行数を、文字数 35 文字、行数を 29 行に設定する。 

・本文を日本語で書く場合のフォントはＭＳ明朝（10 ポイント）、英語
で書く場合は Times New Roman（10.5 ポイント）の文字サイズを用
いることとし、シングルスペースの行間とする。 

・題目（12 ポイント・ボールド）は、2 行目から書き出し、センタリン
グする。サブタイトル（12 ポイント）は、題目の 1 行下に入れ、セン
タリングする。 

・著者名（12 ポイント・ボールド）は、題目の後に 1 行スペースを空け
て記入し、センタリングする。 

・Abstract（10 ポイント）は、著者名の後に 1 行スペースを空けて書き
始める。 

・Abstract は、日本語であれば 400 字以内、英語であれば 200 語以内と
する。なお、abstract のタイトル部分のみ太字（ボールド）とする。 

・本文は、abstract の後に 1 行スペースを空け、セクションの題目（10.5
ポイント・ボールド・センタリング）を挿入した後から書き始める。
なお、セクションの数字は 1 から始めることとする。1.1.のようなセ
クションの下位項目の題目（日本語 10 ポイント・ボールド、英語 10.5
ポイント・ボールド）は、左詰めにする。 

・論文の長さは、注、図表、参考文献などを含めて 10 から 20 頁とする。 
・引用、参考文献などの書式は、それぞれの分野に応じたものを用いる。 
・注（9 ポイント）は脚注とする。 
・投稿時には完成した原稿を提出し、校正は確認用の PDF ファイルを一

度送ることで最終とする。 
 

附    則 
この改正規定は、平成 ５年６月１７日から施行する。 
この改正規定は、平成 ９年６月１９日から施行する。 
この改正規定は、平成１４年６月２０日から施行する。 
この改正規定は、平成２２年５月１３日から施行する。 
この改正規定は、平成２５年６月１７日から施行する。 
この改正規定は、平成３０年７月１２日から施行する。 

 

安田女子大学英語英米文学会会則 
第１条 本会は安田女子大学英語英米文学会と称する。 
第２条 本会は英語学・英米文学・英語教育学を中心とする学術的研究

とその啓発を目的とする。 
第３条 本会は前条の目的を達成するために次の事業を行う。 

１ 研究会・研究発表会・講演会等の開催 
２ 機関誌の発行 
３ その他必要と認められる事業 

第４条 本会は次の会員および準会員で組織する。 
会員 

 １ 本学英語英米文学科専任教員 
 ２ 本学大学院英語学英米文学専攻の在学生 

３ その他、本会の主旨に賛同し、入会を希望して評議員
会の承認を受けた者 

 ４ 会員は本会主催の行事に参加すると共に、研究発表会
における研究発表及び機関誌への投稿を行うことが
できる。 

準会員 
 １ 本学文学部英語英米文学科の在学生 
 ２ 準会員は本会主催の行事に参加することはできるが、

研究発表会における研究発表及び機関誌への投稿を
行うことはできない。 

第５条 本会に名誉会員を置くことができる。名誉会員は本会の発展に
貢献が認められた本学退職教員の中から役員会の推薦を受け、評
議員会の承認をもって決定される。 

第６条 本会に次の役員を置き、役員会を組織し、事業の運営にあたる。 
１ 会  長 

本学文学部英語英米文学科長を充てる。 
２ 運営委員 

教 員 若干名、互選により選出する。 
３ 会計監査 

(ｱ) 教 員 ２名、互選により選出する。 
(ｲ) 大学院生 1 名、互選により選出する。 

第７条 本会に次の評議委員会を置き、評議員会を組織し、事業計画の
審議、会則の改正、監査報告の承認等を行う。評議員会は会長が
召集する。評議員会は年１回以上開催する。 

１ 本学英語英米文学科専任教員 
２ 大学院生 1 名、互選により選出する。 

第８条 評議員会は、構成員の過半数の出席をもって成立する。委任状
はこれを認める。会則の改正には３分の２以上の賛成を要する。 
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召集する。評議員会は年１回以上開催する。 
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第９条 役員は年度初めに選出し、評議員会において審議のうえ、承認

する。役員の任期は１年とし、再任を妨げない。 
第10条    本会の会員の会費は年額3,000円とし、毎年度初めに納入する。

ただし、大学院生会員の会費は年額 1,500 円とする。2 年以上連
続して会費未納の者は、自動的に会員の資格を失うものとする。
また、準会員の会費は無料とする。 

第11条    本会は事務局を本学文学部英語英米文学科事務室内に置く。 
第12条    本会の会則の施行に関する必要な事項は別に定める。 
第13条    本会は平成３年４月１日に発足する。 
施行細則 

１ 運営委員（教員）は幹事、書記、編集とする。 
２ 教員の委員は５名とする。 

(ｱ) 幹事２名、書記１名、編集２名とする。ただし、幹事のう
ち１名は運営委員長を務める。 

(ｲ) 会計は本会事務局（英語英米文学科事務室）の担当とする。 
３ 会費の納入は、以下のいずれかによるものとする。 

(ｱ) 会計へ直接納入 
(ｲ) 現金書留での郵送 
(ｳ) 学会口座への振込 

 
 

附    則 
この改正規定は、平成 ６年５月１９日から施行する。 
この改正規定は、平成 ８年６月１３日から施行する。 
この改正規定は、平成１３年７月 ５日から施行する。 
この改正規定は、平成１５年５月１５日から施行する。 
この改正規定は、平成２２年５月１３日から施行する。 
この改正規定は、平成３０年４月 １日から施行する。 
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