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How you focus your attention plays a critical role in how you
deal with stress. Scattered attention harms your ability to let go
of stress, because even though your attention is scattered, it is
narrowly focused, for you are able to fixate only on the stressful
parts of your experience. When your attentional spotlight is
widened, you can more easily let go of stress. You can put In
perspective many more aspects of any situation and not get
locked into one part that ties you down to superficial and
anxiety—provoking levels of attention. A narrow focus heightens
the stress level of each experience, but a widened focus turns
down the stress level because youre better able to put each
situation into a broader perspective. One anxiety—provoking detail
is less important than the bigger picture. It's like transforming
yourself into a nonstick frying pan. You can still fry an egg, but

the egg won't stick to the pan.
* provoke: FrHtAl 7]t}

(D never being confronted with any stressful experiences in daily life

@ broadening one’s perspective to identify the cause of stress

@ rarely confining one’s attention to positive aspects of an experience
@ having a larger view of an experience beyond its stressful aspects

(® taking stress into account as the source of developing a wide view

2 s ZFo AEow Jpg A AL? [34]
(20243 5% 249)

The concept of overtourism rests on a particular assumption
about people and places common in tourism studies and the social
sciences in general. Both are seen as clearly defined and
demarcated. People are framed as bounded social actors either
playing the role of hosts or guests. Places, in a similar way, are
treated as stable containers with clear boundaries. Hence, places
can be full of tourists and thus suffer from overtourism. But what
does it mean for a place to be full of people? Indeed, there are
examples of particular attractions that have limited capacity and
where there 1s actually no room for more visitors. This is not
least the case with some man—made constructions such as the
Eiffel Tower. However, with places such as cities, regions or
even whole countries being promoted as destinations and
described as victims of overtourism, things become more complex.
What is excessive or out of proportion is highly relative and
might be more related to other aspects than physical capacity,
such as natural degradation and economic leakages (not to
mention politics and local power dynamics).

* demarcate: AAE Aslth

(D The Solutions to Overtourism: From Complex to Simple

(@ What Makes Popular Destinations Attractive to Visitors?
@ Are Tourist Attractions Winners or Losers of Overtourism?
@ The Severity of Overtourism: Much Worse than Imagined
(® Overtourism: Not Simply a Matter of People and Places

(3~5] L5 HIZH S0iZ 2= JH HEst A2 12AI2.

3. Over the last decade the attention given to how children learn to
read has foregrounded the nature of textuality, and of the
different, interrelated ways in which readers of all ages make
texts mean. ‘Reading’ now applies to a greater number of
representational forms than at any time in the past: pictures,
maps, screens, design graphics and photographs are all regarded as
text. In addition to the innovations made possible in picture books
by new printing processes, design features also predominate in
other kinds, such as books of poetry and information texts. Thus,
reading becomes a more complicated kind of interpretation than it
was when children’s attention was focused on the printed text,
with sketches or pictures as an adjunct. Children now learn from a
picture book that words and illustrations complement and enhance
each other. Reading is not simply . Even in

the easiest texts, what a sentence ‘says is often not what it
means. (2024hd% 4% 31WH)

% adjunct: &5

@ knowledge acquisition @ word recognition
@ imaginative play @ subjective interpretation
® image mapping

4, A musical score within any film can add an additional layer to
the film text, which goes beyond simply imitating the action
viewed. In films that tell of futuristic worlds, composers, much
like sound designers, have added freedom to create a world that is
unknown and new to the viewer. However, unlike sound designers,
composers often shy away from creating unique pieces that reflect
these new worlds and often present musical scores that possess
familiar structures and cadences. While it is possible that this may
interfere with creativity and a sense of space and time, it in fact

. Through recognizable scores, visions of the

future or a galaxy far, far away can be placed within a
recognizable context. Such familiarity allows the viewer to be
placed in a comfortable space so that the film may then lead the
viewer to what is an unfamiliar, but acceptable vision of a world
different from their own. (20248hd%= 5 32%¥)

x score: °FH #x cadence: (&E32¢l) wka}

@ frees the plot of its familiarity

(@ aids in viewer access to the film

@ adds to an exotic musical experience
@ orients audiences to the film's theme
(® inspires viewers to think more deeply



O. There have been psychological studies in which subjects were
shown photographs of people’s faces and asked to identify the
expression or state of mind evinced. The results are invariably
very mixed. In the 17th century the French painter and theorist
Charles Le Brun drew a series of faces illustrating the various
emotions that painters could be called upon to represent. What is

striking about them is that . What is missing in all

this is any setting or context to make the emotion determinate.
We must know who this person is, who these other people are,
what their relationship is, what is at stake in the scene, and the
like. In real life as well as in painting we do not come across just
faces; we encounter people in particular situations and our
understanding of people cannot somehow be precipitated and held
isolated from the social and human circumstances in which they,
and we, live and breathe and have our being. [3%]

(20248hd% 4% 339)
* evince: (T W E) 73] YERNTE ** precipitate: F&stth
D all of them could be matched consistently with their intended emotions
@ every one of them was illustrated with photographic precision
@ each of them definitively displayed its own social narrative

@ most of them would be seen as representing unique characteristics
(® any number of them could be substituted for one another without loss

(6~7] 01T 2 CE30l| 0|01 29| =AM=E J1& HESH 2S 1=A2.

6. (20243MA% 4% 364W)

Negotiation can be defined as an attempt to explore and
reconcile conflicting positions in order to reach an acceptable

outcome.

(A) Areas of difference can and do frequently remain, and will
perhaps be the subject of future negotiations, or indeed remain
irreconcilable. In those instances in which the parties have highly
antagonistic or polarised relations, the process is likely to be
dominated by the exposition, very often in public, of the areas of
conflict.

(B) In these and sometimes other forms of negotiation,
negotiation serves functions other than reconciling conflicting
interests. These will include delay, publicity, diverting attention or
seeking intelligence about the other party and its negotiating
position.

(C) Whatever the nature of the outcome, which may actually
favour one party more than another, the purpose of negotiation is
the identification of areas of common interest and conflict. In this
sense, depending on the intentions of the parties, the areas of
common interest may be clarified, refined and given negotiated
form and substance.

@ (A)—-(CO)—=(B)
® (B)=(C)—(A)
® (O)=(B)—(A)

® (B)—(A)—(C)
@ (O)—(A)—(B)

7. (202483 % 4% 379)

Norms emerge in groups as a result of people conforming to
the behavior of others. Thus, the start of a norm occurs when
one person acts in a particular manner in a particular situation
because she thinks she ought to.

(A) Thus, she may prescribe the behavior to them by uttering
the norm statement in a prescriptive manner. Alternately, she may
communicate that conformity is desired in other ways, such as by
gesturing. In addition, she may threaten to sanction them for not
behaving as she wishes. This will cause some to conform to her
wishes and act as she acts.

(B) But some others will not need to have the behavior
prescribed to them. They will observe the regularity of behavior
and decide on their own that they ought to conform. They may do
so for either rational or moral reasons.

(C) Others may then conform to this behavior for a number of
reasons. The person who performed the initial action may think
that others ought to behave as she behaves in situations of this
sort. [34]

*sanction: A A& 718}tk

® (B)—(A)—(C)
@ (C©)—-(A)-(B)

@ (A)—(C)—(B)
® (B)—-(C)—(A)
® (O)—(B)—(A)
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At the next step in the argument, however, the analogy breaks
down.

Misprints in a book or in any written message usually have a
negative impact on the content, sometimes (literally) fatally. ( @D
) The displacement of a comma, for instance, may be a matter of
life and death. ( @ ) Similarly most mutations have harmful
consequences for the organism in which they occur, meaning that
they reduce its reproductive fitness. ( @ ) Occasionally, however,
a mutation may occur that increases the fitness of the organism,
just as an accidental failure to reproduce the text of the first
edition might provide more accurate or updated information. ( @ )
A favorable mutation is going to be more heavily represented in
the next generation, since the organism in which it occurred will
have more offspring and mutations are transmitted to the
offspring. ( @ ) By contrast, there is no mechanism by which a
book that accidentally corrects the mistakes of the first edition
will tend to sell better. [37%]

« analogy: A} #* mutation: =<1 o]
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How you focus your attention plays a critical role in how you

deal with stress. Scattered attention harms your ability to let go

of stress, because even though your attention is scattered, it

is

narrowly focused, for you are able to fixate only on the stressful

parts of your experience. When your attentional spotlight

1s

widened, you can more easily let go of stress. You can put in

perspective many more aspects of any situation and not get

locked

into one part that ties you down to superficial and

anxiety—provoking levels of attention. A narrow focus heightens

the stress level of each experience, but a widened focus turns

down the stress level because youre better able to put each

situation into a broader perspective. One anxiety—provoking detail

is less important than the bigger picture. It's like transforming

yourself into a nonstick frying pan. You can still fry an egg, but

the egg won't stick to the pan.

* provoke: FrHtAl 7]t}

(D never being confronted with any stressful experiences in daily life

@ broadening one’s perspective to identify the cause of stress

@ rarely confining one’s attention to positive aspects of an experience
@ having a larger view of an experience beyond its stressful aspects

(® taking stress into account as the source of developing a wide view

(AA £4)
@ never being confronted with any stressful experiences in daily life
(7ol A 1 ojwgh 2EHAARN A3 npFA]A] ¢ A)

@ broadening one’s perspective to identify the cause of stress
Ch1e) $3e 2Edsg 991% EsH] 95 WalE 2)

@ rarely confining one’s attention to positive aspects of an experience
(A9 342 Zol Afele] 0 Al AFA 2= 2)

@ having a larger view of an experience beyond its stressful aspects
(ZEA2AF] S0E Hol A9 U8 §e e e )

(® taking stress into account as the source of developing a wide view
(Qo NS e 7)e AxEn 2EGAS aEshs A)
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How you focus your attention plays a critical role in how
you deal with stress.
Wb Felg AFsis wAe AEdsZ bRk e oA
o}F Fad e Pk
Scattered attention harms your ability to let go of stress,

because even though your attention 1is scattered, it 1is
narrowly focused, for you are able to fixate only on the
stressful parts of your experience.
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When your attentional spotlight is widened, you can more
easily let go of stress.
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You can put in perspective many more aspects of any
situation and not get locked into one part that ties you down
to superficial and anxiety—provoking levels of attention.
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A narrow focus heightens the stress level of each

experience, but a widened focus turns down the stress level
because youre better able to put each situation into a
broader perspective.

Fe 2He 2 A ~EYA FES HolAuh Holxl 24
o 7 A5 o Yo AHA B A Hrld 2E#s 5

One anxiety—provoking detail is less important than the
bigger picture. It's like transforming yourself into a nonstick
frying pan. You can still fry an egg, but the egg won't stick
to the pan.
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The concept of overtourism rests on a particular assumption
about people and places common in tourism studies and the social
sciences in general. Both are seen as clearly defined and
demarcated. People are framed as bounded social actors either
playing the role of hosts or guests. Places, in a similar way, are
treated as stable containers with clear boundaries. Hence, places
can be full of tourists and thus suffer from overtourism. But what
does it mean for a place to be full of people? Indeed, there are
examples of particular attractions that have limited capacity and
where there is actually no room for more visitors. This is not
least the case with some man—made constructions such as the
Eiffel Tower. However, with places such as cities, regions or
even whole countries being promoted as destinations and
described as victims of overtourism, things become more complex.
What is excessive or out of proportion is highly relative and
might be more related to other aspects than physical capacity,
such as natural degradation and economic leakages (not to
mention politics and local power dynamics).

* demarcate: AAE sttt

(D The Solutions to Overtourism: From Complex to Simple

(2) What Makes Popular Destinations Attractive to Visitors?
@ Are Tourist Attractions Winners or Losers of Overtourism?
@ The Severity of Overtourism: Much Worse than Imagined
(® Overtourism: Not Simply a Matter of People and Places

(A=A £4)
@ The Solutions to Overtourism: From Complex to Simple
(349 Bl e A B AR = A7)

@ What Makes Popular Destinations Attractive to Visitors?
(Folo] §BF BAAG PRASAA YA O W)

@ Are Tourist Attractions Winners or Losers of Overtourism?
(B ot 3 $F] SR 417420

@ The Severity of Overtourism: Much Worse than Imagined
(3 o] Az AR And 24 8 g

(® Overtourism: Not Simply a Matter of People and Places
(34 3 s At o] BA7F opeh
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overtourism ¥ %
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in general AWHA o 7
define A ¢Jsitt, 1Attt
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container 1%, §7|
boundary 737 (A1)

victim 3|3 A}

excessive AWz, I3k
out of proportion
degradation A&}, <3}

leakage 7=
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The concept of overtourism rests on a particular assumption
about people and places common in tourism studies and the
social sciences in general.
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Both are seen as clearly defined and demarcated.
T 7HA B (AR FA) wWeke] Aojwda AAZE 4eixl
AAY B,

People are framed as bounded social actors either playing
the role of hosts or guests. Places, in a similar way, are
treated as stable containers with clear boundaries.
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Hence, places can be full of tourists and thus suffer from
overtourism.

el Ars BPNET S 4 9, nE, 349 TP
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But what does it mean for a place to be full of people?
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Indeed, there are examples of particular attractions that
have limited capacity and where there is actually no room for
more visitors. This is not least the case with some
man—made constructions such as the Eiffel Tower.

A, ATE FEEE AT E B BEAE A5 ol ¢
= B4 w3 gad dAzk 99 sk o)A e 53 oA g9
9 Aol wE B 49l

However, with places such as cities, regions or even
whole countries being promoted as destinations and described
as victims of overtourism, things become more complex.

S, B2 Funn 3o Byl dade HAEE E
Al A & AR vh dAvka ZE oA s o] o &
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What is excessive or out of proportion is highly relative
and might be more related to other aspects than physical
capacity, such as natural degradation and economic leakages
(not to mention politics and local power dynamics).
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J. Over the last decade the attention given to how children learn to
read has foregrounded the nature of textuality, and of the
different, interrelated ways in which readers of all ages make
texts mean. ‘Reading’ now applies to a greater number of
representational forms than at any time in the past: pictures,
maps, screens, design graphics and photographs are all regarded as
text. In addition to the innovations made possible in picture books
by new printing processes, design features also predominate in
other kinds, such as books of poetry and information texts. Thus,
reading becomes a more complicated kind of interpretation than it
was when children’s attention was focused on the printed text,
with sketches or pictures as an adjunct. Children now learn from a
picture book that words and illustrations complement and enhance

each other. Reading is not simply . Even in

the easiest texts, what a sentence ‘says is often not what it
means. (20248hd% 4% 31¥)

# adjunct: F-&&

D knowledge acquisition @ word recognition

@ imaginative play @ subjective interpretation

(® image mapping

(4R £4)
@D knowledge acquisition
(X4 F5

@ word recognition

(ko] 214))

@ imaginative play
(o] AQl =ol)

@ subjective interpretation
(FAA #A)

(5 image mapping
(olm A H=3)

e oW

A ®H)

foreground 53] % A8ttt

nature 34, ¥4

textuality 92~EA (22017 £do] 7M1= ¥4 AH4)
interrelate @5t A¥S 2ok

representational T2 42l

regard as ...0.%2 7|t}
in addition to ...d
predominate A H;ﬁlo]‘jr,
interpretation 341,
illustration 4t
complement X3}ttt
acquisition 55
imaginative 2] % ¢l
subjective ¥4 ¢l

(A& Zolrr)

Over the last decade the attention given to how children learn
to read has foregrounded the nature of textuality, and of the
different, interrelated ways in which readers of all ages make
texts mean.

> g AL WSEA da)
SA47} 62

‘Reading’ now applies to a greater number of representational
forms than at any time in the past: pictures, maps, screens,
design graphics and photographs are all regarded as text. In
addition to the innovations made possible in picture books by
new printing processes, design features also predominate in
other kinds, such as books of poetry and information texts.
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Thus, reading becomes a more complicated kind of
interpretation than it was when children’s attention was focused
on the printed text, with sketches or pictures as an adjunct.
Children now learn from a picture book that words and
illustrations complement and enhance each other.
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Reading is not simply Even in the

easiest texts, what a sentence ‘says is often not what it
means.
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4, A musical score within any film can add an additional layer to
the film text, which goes beyond simply imitating the action
viewed. In films that tell of futuristic worlds, composers, much
like sound designers, have added freedom to create a world that is
unknown and new to the viewer. However, unlike sound designers,
composers often shy away from creating unique pieces that reflect
these new worlds and often present musical scores that possess
familiar structures and cadences. While it is possible that this may
interfere with creativity and a sense of space and time, it in fact

. Through recognizable scores, visions of the

future or a galaxy far, far away can be placed within a
recognizable context. Such familiarity allows the viewer to be
placed in a comfortable space so that the film may then lead the
viewer to what is an unfamiliar, but acceptable vision of a world
different from their own. (20248hd%= 45 32%¥)

* score: ©FH #x cadence: (&%2ZQl) vzt

(D frees the plot of its familiarity

(2 aids in viewer access to the film

@ adds to an exotic musical experience
@ orients audiences to the film's theme
(® inspires viewers to think more deeply

(A=A £A4)

@ frees the plot of its familiarity
(EA8E 249 A5l A b

@ aids in viewer access to the film
(FAe] Jslol] ALt s =)

@ adds to an exotic musical experience
(o522l gors ARe FArh

@ orients audiences to the film's theme
@AE 95 FAz e )

(® inspires viewers to think more deeply
(FAe] o o] A7 ¢ J=F H3)
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A musical score within any film can add an additional layer to
the film text, which goes beyond simply imitating the action
viewed.
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In films that tell of futuristic worlds, composers, much like
sound designers, have added freedom to create a world that is
unknown and new to the viewer. However, unlike sound
designers, composers often shy away from creating unique
pieces that reflect these new worlds and often present musical
scores that possess familiar structures and cadences.
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While it is possible that this may interfere with creativity and
a sense of space and time, it in fact
olg|gt Aol FoydS wallsta A4, ¥4 S Wed
= glont, Ape

Through recognizable scores, visions of the future or a galaxy
far, far away can be placed within a recognizable context. Such
familiarity allows the viewer to be placed in a comfortable
space so that the film may then lead the viewer to what is an
unfamiliar, but acceptable vision of a world different from their
own.
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O. There have been psychological studies in which subjects were
shown photographs of people’s faces and asked to identify the
expression or state of mind evinced. The results are invariably
very mixed. In the 17th century the French painter and theorist
Charles Le Brun drew a series of faces illustrating the various
emotions that painters could be called upon to represent. What is
striking about them is that . What is missing in all
this is any setting or context to make the emotion determinate.

We must know who this person is, who these other people are,
what their relationship is, what is at stake in the scene, and the
like. In real life as well as in painting we do not come across just
faces; we encounter people in particular situations and our
understanding of people cannot somehow be precipitated and held
isolated from the social and human circumstances in which they,
and we, live and breathe and have our being. [3%]

(202433 % %5 33¥)
* evince! (78 wWE) 3] YERHY ¢ precipitate: FEsith

D all of them could be matched consistently with their intended emotions
@ every one of them was illustrated with photographic precision

@ each of them definitively displayed its own social narrative

@ most of them would be seen as representing unique characteristics
(® any number of them could be substituted for one another without loss
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@D all of them could be matched consistently with their intended

emotions
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@ every one of them was illustrated with photographic precision
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@ each of them definitively displayed its own social narrative
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@ most of them would be seen as representing unique characteristics
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There have been psychological studies in which subjects were
shown photographs of people’s faces and asked to identify the

expression or state of mind evinced.
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The results are invariably very mixed. In the 17th century
the French painter and theorist Charles Le Brun drew a series
of faces illustrating the various emotions that painters could be
called upon to represent. What is striking about them is that
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We must know who this person is, who these other people
are, what their relationship is, what is at stake in the scene,
and the like.
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In real life as well as in painting we do not come across just
faces; we encounter people in particular situations and our
understanding of people cannot somehow be precipitated and
held isolated from the social and human circumstances in which
they, and we, live and breathe and have our being.
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6. (20243MA% 4% 364W)

(2 33 Lopur))
(A) Areas of difference can and do frequently remain,

Negotiation can be defined as an attempt to explore and
reconcile conflicting positions in order to reach an acceptable
outcome.

and will perhaps be the subject of future negotiations, or
indeed remain irreconcilable. In those instances in which the
parties have highly antagonistic or polarised relations, the
process is likely to be dominated by the exposition, very

often in public, of the areas of conflict.

(A) Areas of difference can and do frequently remain, and will zho)7F U= gde 25 IS S5 9a, J$rE §h, oful

perhaps be the subject of future negotiations, or indeed remain 215 GAre] FA7 2 2 YA, sl ¢ s HoRE
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(B) In these and sometimes other forms of negotiation, 5 7S 3 Ao Kol aJo|7} gl HEo| tdt dFo] 1
negotiation serves functions other than reconciling conflicting Aot} AT e AoZ §328 4 9o}, ‘2T AP o)
interests. These will include delay, publicity, diverting attention or g 3o ojn] A HALY &A1 AN FEE, o] 23
seeking intelligence about the other party and its negotiating E Ao A AZokS o HB iy AFZAY 1 9 F
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(C) Whatever the nature of the outcome, which may actually of ddel A s 7k S o]t o7t v
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favour one party more than another, the purpose of negotiation is
the identification of areas of common interest and conflict. In this (B) In these and sometimes other forms of negotiation,
sense, depending on the intentions of the parties, the areas of negotiation  serves functions other than reconciling
common interest may be clarified, refined and given negotiated conflicting interests. These will include delay, publicity,
form and substance. diverting attention or seeking intelligence about the other

party and its negotiating position.
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negotiation is the identification of areas of common interest

A4 ¥d) and conflict. In this sense, depending on the intentions of

negotiation @4 the parties, the areas of common interest may be clarified,

reconcile Z8A7]th refined and given negotiated form and substance.
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7. (202433 % 4% 379)

Norms emerge in groups as a result of people conforming to
the behavior of others. Thus, the start of a norm occurs when
one person acts in a particular manner in a particular situation

because she thinks she ought to.

(A) Thus, she may prescribe the behavior to them by uttering
the norm statement in a prescriptive manner. Alternately, she may
communicate that conformity is desired in other ways, such as by
gesturing. In addition, she may threaten to sanction them for not
behaving as she wishes. This will cause some to conform to her
wishes and act as she acts.

(B) But some others will not need to have the behavior
prescribed to them. They will observe the regularity of behavior
and decide on their own that they ought to conform. They may do
so for either rational or moral reasons.

(C) Others may then conform to this behavior for a number of
reasons. The person who performed the initial action may think
that others ought to behave as she behaves in situations of this
sort. [34]

xsanction: A AE 7}sic}

® (B)-(A)-(C)
® (O)—-(A)=(B)

© (A)—-(C)—(B)
® (B)-(C)—(A)
® (©)—-(B)—-(A)

(B7] ¥ dolr 7))

Norms emerge in groups as a result of people conforming to
the behavior of others. Thus, the start of a norm occurs when
one person acts in a particular manner in a particular situation
because she thinks she ought to.
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(A) Thus, she may prescribe the behavior to them by
uttering the norm statement in a prescriptive manner.

Alternately, she may communicate that conformity is desired
in other ways, such as by gesturing. In addition, she may
threaten to sanction them for not behaving as she wishes.

This will cause some to conform to her wishes and act as

she acts.
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(B) But some others will not need to have the behavior
prescribed to them. They will observe the regularity of
behavior and decide on their own that they ought to conform.

They may do so for either rational or moral reasons.
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(C) Others may then conform to this behavior for a number
of reasons. The person who performed the initial action may
think that others ought to behave as she behaves in situations

of this sort.
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At the next step in the argument, however, the analogy breaks
down.

Misprints in a book or in any written message usually have a
negative impact on the content, sometimes (literally) fatally. ( @
) The displacement of a comma, for instance, may be a matter of
life and death. ( @ ) Similarly most mutations have harmful
consequences for the organism in which they occur, meaning that
they reduce its reproductive fitness. ( @ ) Occasionally, however,
a mutation may occur that increases the fitness of the organism,
just as an accidental failure to reproduce the text of the first
edition might provide more accurate or updated information. ( @ )
A favorable mutation is going to be more heavily represented in
the next generation, since the organism in which it occurred will
have more offspring and mutations are transmitted to the
offspring. ( @ ) By contrast, there is no mechanism by which a
book that accidentally corrects the mistakes of the first edition

will tend to sell better. [3%]

* analogy: A} #** mutation: S W o]
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At the next step in the argument, however, the analogy breaks
down.
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Misprints in a book or in any written message usually have

a negative impact on the content, sometimes (literally)
fatally.
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( @ ) The displacement of a comma, for instance, may be
a matter of life and death.
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( @ ) Similarly most mutations have harmful consequences
for the organism in which they occur, meaning that they
reduce its reproductive fitness.
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( ® ) Occasionally, however, a mutation may occur that
increases the fitness of the organism, just as an accidental
failure to reproduce the text of the first edition might provide
more accurate or updated information.
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( @ At the next step in the argument, however, the
analogy breaks down. )

ey o 5] s @M =, T AR el slelxith

be
represented in the next generation, since the organism in

A favorable mutation is going to more heavily

which it occurred will have more offspring and mutations are
transmitted to the offspring.
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( ® ) By contrast, there is no mechanism by which a book
that accidentally corrects the mistakes of the first edition will
tend to sell better.
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