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IHRZER D 6 7 75 2 A%

Er I N |

F 3 — % — (Geoffrey Chaucer c. 1343-1400) OB SHIC 5% T, M
TEMDOREEZ T I > ERPHARHEMES > TR, XFEREDM
ZAHD HiF B E X, Hik3=7 (sister arts)  (GHIZD & L) (ut pictura
poesis) EWVH IRy B U AWRBEZFIETEDEZ LK B, UTOWMSE
BT K2 ESCEOHBIBIMR Z . 16— 19 AL IESCF & Bk BRG] % £
H, &I 7 75 ¥R (ekphrasis) &9 BIRZENE—F /Y % VL&
2. BEEA AV OB BARERE T 5,

IR IS DV THE B & S I gk T 2 F78EA) I, (RFi3feD T & <) T
HBY MEEFHINVBAAVET I A MBS, BLUOBEFZRSE O Tk T

1 sister arts, ut pictura poesis, ekphrasis (B3 5 SCHERIZEEIE MO —& Zall 5 T
5, UTRZD—-TH %, 9. HIIE 1958 A0 & 7212 2 D ] i fli i %
Rz > TR D E LT, Jean H. Hagstrum, The Sister Arts: The Tradition of
Literary Pictorialism and English Poetry from Dryden to Gray (Chicago: U of Chicago /



46 Wik fn > T 7 75 & A~

HbENIRIMETRT, 5T 47 A (Horace 65-8 B.C.) D [F] (Ars Poetica,
19-10B.C.) X5 % [FHIfREMU] E0H RBUTHRT 2L 3h b KT T+
U Z0F, T HHIS, IR TV S, BER S H AHEOFRENAS
OFREAH>TEBO, Lichi> THREEDRRE & MMk, R 2WHENE&H0b &
THEREINDZBERDENE EBXTNBIZTER L, LML, K5TF 47 R
3T OFERAERAEE U T, S — 5 AREL B . EEE — BBl
EEXDLDTHBEHEHNICHLTO A ), #FED G0 I&L) 0o
A O BRI S JREI IR B E TR LIRS0, 50 HE % FH—H
LTLES 2 Ebdhot, (FRIRDITEL) OEICL THEABHWERT
HEI,

Ut pictura poesis: “as is painting so is poetry”, is often either implicitly or explicitly re-
versed to “as is poetry so is painting,” to indicate an extended analogy, if not an identi-
fication, between the two media. This classical theory of paralles between the arts was
widely held and developed, especially from the Middle Ages through the Enlightenment,
and served as the testing ground for theories of imitation and as the incubator for sys-
tematic aesthetics. The discussions often revolved around “natural” (painting) and

“arbitrary” (language) signs and symbols, and the questions, usually unstated until the

NP, 1958) & COFEEAMOHIFSLEFICRIEHEBEL TBNELDELT,
Ransselaer Lee, “Ut Pictura Poesis: The Humanistic Theory of Painting,” At Bulletin
22 (1940): 197-269 3 d %, WIEEMHRED & D & U TIE, Peter Wagner, ed., Icons-
Texts-Iconotexts: Essays on Ekphrasis and Intermediality (Berlin: Walter de Gruyter,
1996); James A.W. Heffernan, “Ekphrasis and Representation,” NLH 22 (1991): 297
316 and Museum of Words: The Poetics of Ekphrasis from Homer to Ashbery (Chicago: U
of Chicago P, 1993), esp. “Introduction,” 1-8. W.J.T. Mitchell, “Ekphrasis and the
Other,” Picture Theory: Essays on Verbal and Visual Representation (Chicago: U of
Chicago P, 1994), 151-181. Grant F. Scott, “The Rhetoric of Dilation: Ekphrasis and
Ideology,” Word & Image 7.4 (October-December 1991): 301-310.

2 MALCH M EERTTVRANTFL—Z % KS—F4 7 FF) &
XJE CadEih. 1997) 251 F,
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eighteenth century, were “How does painting or poetry communicate?” and “What are

the limits of each medium in time and space?””

KT 74920 [FER) 3. BROBFERIC & > TRRCHERSHEGRFEOMR
MELTHMEN, VR vy 23, FOMME bREOHGHER LMD
EMITH T 2 EZ S NEF P> T 722 &S, ZLOAPH XTI, 7
AEVWDBELER LI FTEIBFHICANDPDSE Z ENAHETH - 72, 16
Mo B b7 - FRFIIVIT NG, FLREOBRIZH T Lrfilin 31,
ZMEO—HEMRDO I EE LTHROBUIHERL T3, LIoRIcHE K, f2m
EF AAVET I AN HENERLETHENERENERO LT 2V THN
BKB VYT 2 Vv ThHN, BHEASHS SO & UTHAEICEFE KA -
b D& UTHERULE DT & Z s TE e, X2 0HENIH
WICEOERER D,

(FHRieo T &) 22 BARNLBFEHETIHL TH 5, FERIBHTERT 555
9. 1819 Mo EREAERET AWK Y —F — (JMW. Turner 1775~
1851) &3 2% 7))L (John Constable 1776-1837) S D5 TH %,

Painting and Poetry, flowing from the same fount mutually by vision, constantly compar-
ing Poetic allusions by natural forms in one and applying forms found in nature to the
other, meandering into streams by application, which reciprocally improve, reflect, and

heighten each other’s beauties like . .. mirrors. (J.M.W. Turner)

Could the histories of all the fine arts be compared, we should find in them many strik-

ing analogies. (John Constable)*

3 John Graham, “Ut Pictura Poesis”, 5 of The Dictionary of the History of Ideas (Charles
Scribners’ Sons, 1973) 465-476.

4 Quoted in the frontispiece to James A.W. Heffernan, The Re-Creation of Landscape: A
Study of Wordsworth, Coleridge, Constable, and Turner (Hanover: UP of New England, ./
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Y —F =M TREKUID I L0 S EMAERE 21T > Thic 2 &, LD
DXHVMERELTOWRDOEENRA Y AE L —2 3 VFITH > Tl &N
filbh s, #I2IZ, F—F—iF, FoRMERIVDEOEF>T 5,
Wi AR T 255N « BWEK - LK TH BV a v« KA TV
(John Dryden 1631-1700) 3, 75 » ZADBEE Y v )WL s TV T 5 VR + T a7
L X ) 7 (Charles Alphonse Dufresnoy 1611-65) ® 5 5 VEEIXIC X 54 4 ) T
AR TR D HiE] (De Arte Graphica, 1667) % P& L (1695), £ D EIFIC
FS4F v HBITXBFEX T &3O F1TBI% | (A Parallel betwixt Painting and
Poetry) Zff U7z R4 T OFEIE, BREOBEEEZDS EERNLHMHAT
FELAam & ABE S, MR ERT ABICHALOLKEENE L, T 7 7T
T (Raphael 1483-1520) DX A& A 1 2 (Homer) &ML, 74V 4 T —/
(Titian 1488/90-1576) DFZII ™7 = VF U 7 X (Vergil 70-19 B.C.) IZHET % &
BB, TR O] ZKRO XS BELETIHE 5,

Painting and Poetry are two Sisters, which are so like in all things, that they mutually
lend to each other both their Name and Office. One is call’d a dumb Poesy, and the other
a speaking Picture. The Poets have never said any thing but what they believ'd would
please the Ears. And it has been the constant endeavour of the Painters to give pleasure
to the Eyes. In short, those things which the Poets have thought unworthy of their
Pens, the Painters have judg'd to be unworthy of the Pencils.’

ZZITE. AT TR E [Fam B 255, FHEiEs M Lt~/ e
7 A (Simonides 556467 B.C.) ML DG ANEEN TS, ZOXIUHx
g A7) T7TOHFITL T2 i ROXA< VA « 75— (Mario
Praz) (3. [EHERICETRBSNICILTE, FRICBL TS Z &ERIT

N1985).
5 Charles Alphons Dufresnoy, De Arte Graphica, xx of The Works of John Dryden, eds.
Alan Roper and Vinton A. Dearing (Berkeley: U of California P, 1989) 84.
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F ThbIPFE O I > TORSUAFBOFENN 5. 25 Uicdinkein
59 - &, BEFOMICIIN MMM EBIGHGE (avatrFrz) »
»h ot LBRTNS,

AELTEE20 D, (GHILDO T E L) M & FHh> Iz BUREIE.
it BOIliRBIR MR L C& b TR EBM oS 2 ETH B, LA F
JVK e % ¢4 F (Leonardo da Vinci 1452-1519) S 5[ L TA LD,

L EDHEIIONT, B EIREDHEIR, HEED WKk EDMRITEL
(L FEEia oM b RO BINGFET 5, FEL, FHEHFORGED S BitH
SOFEMELNZ DI LT, BIFZNEROFICTY 7TIVIZEBIT 20, Z0RIT
HARS D0 O EZ IS, 35032 omgsbkTItd0i2LBT50T
ZHIFAED X ITHEAE U CHIBRITET 3 2 EME 0T,

EZER MR ZHBEN TS B L0 S T OHBT, BRERERNBERH AL S
LI —AMH b, ¥ T4 rFid. EOBIHITHHS NS X DT, BHED A
FHEOVOEN TR EBRXTNEDOTHY, INMFFERHOMOEL RS
— YTV F O [ERES RS — EWENG, S5 [T
— e E DRI DT (Laocoin: An Essay on the Limits of Painting and Poetry,
1766) DFEFH T v Mk —JV K « L v ¥~ 2 (Gothold Ephraim Lessing 1729-81) (3
FEEARMIEE 5 7o B 57 AT 4 T TH O G KR IS IER 250 & 22 [ 25l
ELTHBEMIZESZ DI EITER D, FRLEREDELIELETERL,
WHOMITITMD 2 2 EDTELVWDIETFARMIEND 5 Lab~it, 2o

6 VA TT=Y TLXEY 25 — XFEMTEZEN E DB OF178I5] (Mario
Praz, Mnemosyne: the Parallel between Literature and the Visual Arts. Princeton UP,
1974) mill AR (B0 2EHES 1999) 9-10 Ho

T VAFIERF T VF/REHER TVAFIVE 5 T4 vFOFH] L
WSO CEMEIE. 1954) 195 H,

8  Gotthold Ephraim Lessing, Laocoion: An Essay on the Limits of Painting and Poetry,
trans. Edward Allen McCormick (Baltimore: Johns Hopkins UP, 1984).
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FEDOHBEHIE DD THIL LD TH - 2h8, FEERBE ORI, 7
AUHDFAY a v« T v aNY (John Ashbery 1927-) 12 R 65N 5 & I I,
ASHIZES E THM ST B

GRHIFZD T EL) BT, FFERMIIFDRIEEREE Sh TS,
FEERRINT. AWVICHTEZLE E UBHEAR SIS OB Rs b, HTD
BMCHOZRETHbD0EHWHII 221473, TOHE, s EDT
EHMOEAREBICHL I ONTE7, Ny « 7 221 — (Henry Fuseli
1741-1825) (F. T TITRENICBAT 202~ T, G T &) oFE
IZE. i EFEPO A TRA 2 W & FncEliEz 28Il L5 &9 2EE)
EMMLEL T B T ERkE, ®BE% [ W32 (“brilliant antithesis”)
ERBLLIY, GFRfRD T &) DnHid. HIRT 5 572 >Dih A
BABVWEMNOERENTE LI LIRS, OEDDFENFFFERMOLELIRY
fRAEFA L. b5 O EDOHRNIIBSG O EMT N SEBIR 25w A 5, Wiz
SA. BWEHE k) & RB0 [HAHT) ERBADENTEH 5,
T &R O MU BELR & iEm I IS, B ICEALL U 72 R R0 U 7o B A2 2R
BBy, M FEEREO TEK) oo H UK ORI E &
QBRI NIE, MFE RS 72T ERILT 2 HMICES, FIHEIZH - TR
S ODEMIEIMRO B A LER DAL TFML] OFMERD S LT
B, BEITH - TE. DRI, o L TR, =il [hRE o
B — S ES RS — T LT B,

9 BIROT AV HF% LT 575 A John Ashbery (1927-) DIREED VD EDIZ,
Self-Portrait in a Convex Mirvor ([\WIEEED SO HMiE | 1975) 23d b, Z OIEM
17 2 ) 7O =T Y X LDMZE, Francesco Parmigianino @ [ Mi{§ Self-
Portrait in a Convex Mirror ({{MIEIEED 0@ HHE{§) 1524) O ekphrasis TH %,
Richard Stamelman, “Critical Reflections: Poetry and Art Criticism in Ashbery’s ‘Self-
Portrait in a Convex Mirror’”, NLH 15 (1984): 607-30 &,

10 Ralph N. Warnum, ed., Lectures on Painting, by the Royal Academicians, Barry, Opie,
and Fuseli (London, 1848) “Lectures III,” 407.
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II

Aimicigik UKo 2 < 3. #RMmIC 8irsnbD L7z, Th
. B2 o<, BitE» S o< BRI T TOEER, 7. FE, 2
[, EEETT LA O BB FR. AHELRUGEIMR I U T, BlERAY A2 & B
T EOBLDAHEE SN 572 2 E AR L TV 5, FEBE, s —
FE.OEEEL RREL WA, B — MoK, . iR, Fbs Koo b
B 2 R B AT IS Sic, & B 25 S S/ 8T LIV ISR % U
S HBWNIIEE 5 e O W M 73 BIRICBA LR EE ShicDTH 5,
VIR A X2 2 BERIIRILE THl] W BlaTH - 72,

T

T e T

e

= = = ok
el okl U B 0 TR OF Bl T s AR e e e

W
[ il
:r-'-:"'"]"h'

K1 7oy UheAwT7<r (1740-1807) (GRIiHOHRDN
7ofami & LT o HMmif%) (Angelica Kauffman, Self-Portrait in the
Character of Painting Embraced by Poetry) ¥ 1782. Mk &
AREEAE S OWEAY) [ ] & U To Kauffman H& & HiE
A 30 BMEAETFIT & B Kauffman ISV ARS (55 2 A
Wik 256 2 £ R4 5. Kauffman 8 (GFl3fE0ZT&EK) &0
) EMEEAEER L T EERT.
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2 TuVzUA AT Ty (FREBHOMICHRENEREST S H
%) (Angelica Kauffman, Self-Portrait: Hesitating Between the Arts of
Music and Painting) ¥ 1791, AR, +—Vav a7 L/
NZAD (EEEEEIZSEN/ZF + Y v 7) (Sir Joshua Reynolds,
Garrick between Tragedy and Comedy) & 17 UAnifidd 2 MM % & D,
FAOFHRIC b F N7z Kauffman T - 7oh8, K, I 4Em %
AT,

B3 N2 ZIbbhy (1766-1839) ® (BA Y IV« THT I v+

>) (Henry Singleton, Royal Academicians) %~ 1795. TELFEMiEE

B, (A T= VB, (NIVRF=Lo7Ro), (NIVRF—L D

ML) i EoERANME N 18 A F ) ZDa S YL e TAT

I — (o5, William Hodges, Sir Thomas Lawrence, James Wyatt,

William Tyler, George Dance, Sir William Beechey, Charles Catton the

Elder, Francis Wheatley, Thomas Sandby, Joseph Wilton, Edward Burch,
John Inigo Richards, Ozias Humphry & D EM A 5.
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B4 VFv—FeH¥Iax)l (fl. 1768-1786) (HEED 9 ADOFKIET 57 H) (Richard
Samuel, The Nine Living Muses of Great Britain) ¥ 1779. [ESLHEMESEM K. 9 AD
FAET B LA LC A I TREMBGEH E VI XE LD, > T3 AMIE, £Eno
Elizabeth Carter, Anna Laetitia Barbauld, Elizabeth Anne Sheridan (#kT-. MEI{EZ Richard
Sheridan ® %), Hannah More. 712445 % & D Female Quixote O {E# Charlotte Lennox.
5> TNBDIE, 7EH 5 Angelica Kauffman, Elizabeth Montagu, #4285 A2 F 123 2 01
8 %M 13 % History of England O {£# Catherine Macaulay & Elizabeth Griffith (fE#. KIfE
K) OA. PR ECE M e b £ Wi % Apollo #fi. Samuel 1T X i, WK Kauffman 2%
A AL E . ARG 22 & S B RSO b Urania 2546 2 13 S OB OB TH -
7.
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F<Z 8y 2 2 (1735-1805) (&F
Y SRt Y/ NG Y (-
27 ZE 7 ) (Thomas Banks, Shakespeare
seated between the Dramatic Muse and the
Genius of Painting) W%, 1789. BB
EEBIDII A D BEETFIC LD [F
D i1 Shakespeare 12 FETE % 15 |
Nly b EREEED (2] o
H oM (3 A) IZih U Shakespeare
I B NTH B LY. R
AIVITEF oI RATIV e V247 R
ET « F¥r 7 ) —ilEhhicb)—7.

B6 ~vV—+72—XY (Henry Fuseli

1741-1825) ((HOBDOE] %2 5451
Y 7T RERLOFK. v )
(Midsummer-Night's Dream. 11.1) KA T
We 247 RAET « Fv 7Y —
1789. [Puck &« kA —Mm b 450D
12405 EhodabicLTT .



Wik m o7 75 2 2~ 55

I

(FRIRED T &) HERTR DB WETFINE LD O & D0, EififEMmo &
HEE2E®RT 27 75V RATHbD, 7 77 YA (Gr, pl. ekphraseis; Lat.
descriptio) &1, F VY +FBIET [F-Z D EFMITHLTES ] 5013 [
T43ITRES | (to speak out’, ‘to tell in full) M T 5 FHETH B, OED 2L B
IV TV ADERDVEDR, BRHEMEELLT (552 & (b0) OHR
75 G0 F 72 13 %R | (“a plain declaration or interpretation of a thing’, 1715) T
b, bHIVUFHELOVEHHERTA LS,

Technical term of ancient rhetoric: teachers of rhetoric defined it as a vivid description
intended to bring the subject before the mind’s eye of the listener . .. These texts sug-
gest persons, places, events and times of the year as possible themes for ekphrasis....
The author displayed his skill with words as well as expressing the qualities of the work
described. An ekphrasis generally attempted to convey the visual impression and the
emotional responses evoked by the painting or building, not to leave a detailed, factual
account. In an ekphrasis of a painting the author did not confine himself to the specific
moment represented but was free to imagine what the characters might be feeling or

saying and might even be moved to address them."

IV 77V AL EDS EHMEFZHABOVOESDTH O, HRO.LOHIiTK
R — EMEIC R E S o XX EhE SR OO FIEC
L5 [HEPHEME] ol EtTh-72% REMZ 7770 2ELTLELE

11 BIHE The Dictionary of Art, ed. Jane Turner (Oxford: Oxford UP, 1996) Vol. 10 iZ
€%, Gerard Genette JllIZ 5 Z (¥, ekphrasis % ‘paratext’ E SV 52 &b TE
5 BHINTE W, Genette, Paratexts: Threshold of Interpretation, trans. Jane E. Lewin
(Cambridge: Cambridge UP, 1987) &,

12 HHUEREEHEE & LT O ekphrasis (3£ D%, K& I T3 o0ikn Z2l -
feEBbhd, DEDREMBORETH S, b5V EDEIAMOBLETEFMIC
H->TW3 [FEAIT L D ekphrasis | TH %, [l U ekphrasis T, £ ONFEIZHTH
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WodpFohsoid, "2020 [4—17 2] (Wiad) 18 HITH T 5, N
7 54 AN ZA (Hephaistus) 12X % [ 7+ L ZADJ] (‘ashield of Achilles’) 1T
Fhckeo, SEICXZMICAVMES - 72 Gl #i5] Th b, HIZIE,
[Z T3 Kb D K%EH DifFhid 5, FENEHSABRH D, b < Hy
FRREEZEDBERTNTHIIN TS (1) DS TARBOELEL L
TOON A5 o, —DOOHTIHIBL EMEDERMNE I, A% 3fEERE <
DFIEFIIPSIBRANE, RAMERIFELI LR SO A% > T &, IFL%E
B HH DN S DITBEL eeeee 1 —m o bHoMhEEHT, RIS ET
FATHREZHOYZZ D ICB T AEDD &I AESEE E LB LE Y,
HBNET 2 IVFY T RO [T x—A Z] (Aeneid) H—%, BIZHENI b
047 OEOWDEEY 2 IVF ) U7 I X BHI%ER [l 5] BE&s, Al
MWIELy 75 REBRINTEI, UTIZBWT, BRNR L7 750 2%
FOMIDY HFTHRET L TA I,

I 75V ADMESNI NEFAYIE, AT 190 4FEHF Y & v ITHEE N
e 74 AN (BFER) o0&, 740X MF— b A (Philostoratus the Elder)
ThH b, [ LMD (father of art criticism’) & IFEN 37 s 1m0 X b T —
2D T4 <—3] (magines) 1213 65 DL 75 Y ZANPRD SN T 5,
T40ZART—bRRICENE A F ) TOFRYFIMIHAEL TORK, K—
Fa (HEZHE) DXo#icmLkofmEiz, ir2HEGEOSMTRE LT
fohs, FARY QU AP ERZHOIAE N X R IVIMNIIT I TH - fcfcd,

NEBRBFELETEPRDESHEHAEZET 2O THEEEZET 5, xr vt v ZAEME
ekphrasis IZ 2 W CTiE, #lZ(E. “Chap.9: Ekphrasis”, Francis Ames-Lewis, The
Intellectual Life of the Early Renaissance Artist (New Haven: Yale UP, 2000) 189-207
B,

13 RA R ESFTRER T4 7 2] T, HECOR CREHEIE, 1992) 219 H,

14 Arthur Fairbanks, “Introduction”, Elder Philostratus Imagines, Younger Philostratus
Imagines Callistratus Descriptions (Cambridge, Mass.: Harvard UP, 1931) Loeb
Classical Library 256, xvi. LIF. 5IHIEARFITEKS,
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IRFVIIBS NI TH 2 0%, 10K b bn b K51 [{ERIE
LichdEBotcdkd b, [M<—T] BBFEHIRO XS BELETIHE 5,
MemizRd 2 boRHTH N, HEEHISH L TAMFETH 5, T DA
HACHZONTE D oW AHEIH L THAWFETH S (hik) &l 45
ARLEkbDEMATHY (TR REOEEZKD S bDITE > T, B
Zb-o bl b EBHRIKENWTLRTHS ], 740X MFT—FRD [fE
g ORI, ROEMIIWEERAAS, ThEE B TAERD LD
OHEKRFDOLHITELZETH -7, TR I74 AT —=F2D [ A
< —3]) OREFBERTHS, FIZIEF, FB BN ohic [CEkb]
(Dwarfs) 3, HEEED ULICHE « F A VMO KRBELAWA (V7 F 7 il
W) EXGRE U, € OREMEREIZT TR £ JITh gl UcBi 23 2a L
SEIEU (WEE] 2HARAATHSY,

4 )7 Lo F—)LZX (William Lisle Bowles 1762-1850) @ [JL—~ > 2T &
% JE 3 122U T (“On a Landscape by Rubens”, 1803) & B & 4172 288 1175 578
BEMIE. 75V FIVOBRE =5 — « =RV 2D (57— VEED H 5 il
$%) (Peter Rubens, Landschaft Mit Schloss Steen, 1635-37) (K7) ®OT 7 75 Y AT
HB, IS HANRZ BHiRD OB IE DN IR O T, i
RIERHASEIZLN > T b, RIEIEOF (D &b R—I X5 @RL
T3)e R=NVRXILLBT7 7TV RIE, RO XD ITHE %,

Nay, let us gaze, ev'n till the sense is full,
Upon the rich creation, shadowed so
That not great Nature, in her loftiest pomp

Of living beauty, ever on the sight

15 Philostratus O &5 5T 24 « f2miid, EELcbDbbNTEM ED b
Db dH 5, Lehmann-Hartleben, “The Imagines of the Elder Philostratus”, Art Bulletin
23 (1941): 116-44 B,
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X7

E—%— e« )l—=X2 2z (1577-1640) (A5 — V8D & 5 Jil ;) (Peter Rubens,
Landschaft Mit Schloss Steen) 1635-37. [EINIZEMBERE. 42 & B IO BB R o
b, HZTAXDOHEERLBINEBRSBN > EEDOBILAHLZIZ 65XT, TV
7 A b OFIFE Steen % HO—YOBIEZIGEIM S G EF LT LE I &, HoHw
;a%w% L & &ffih U &3 Rubens D0 . BRAED 10 4ERITHY 50 25 0 &L b %
M7z,

K8 H—+Va—YUeeR—%Frb (1753-1827) (E—ILIK) (Sir George
Beaumont, Pecle Castle) 1806. 1 AJk. Wordsworth ® K AIZ U THIER %
7o b m v ThBH - 72 Beaumont A3, 1806 4E D FEAT Kb JE 52 12 H 5.
D > THEZ LHEE - BV BEORZEICUI D ZAh N A TN D Off
W SERIE D I ORISR S B EERE ST O M. Wordsworth {3

Z O % WTHEET (1804) it #EME THET L 72id» D D5 John % 72
LTz,
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Rose more magnificent; . . .
So the vast scope,
O Rubens! of thy mighty mind, and such
The fervour of thy pencil, pouring wide
The still illumination, that the mind
Pauses, absorbed, and scarcely thinks what powers

Of mortal art the sweet enchantment wrought. (1-5; 12-17)"

SO, KoV XEE IV Ry AEGORMIE [RB) 26 B0 [Hix
LOHORHIDHE, HOBOHOERS EME->T5, ZOEDF, F
CEIBHOPED S BEKALEA D Fl, i, 2 3nbL0E%E
<) (29390 (A7 — Y EO S BIER) ATFHRIE [RHED Ok
(‘milkmaid’, 71) A5, W 1i2iE [VNE72 5] (‘the small birds’, 75) 23R K%
37N EHS S PHITRATO o Billi2 3RS 2 O TRERD 1 CO R
(‘the sense of quiet gladness’, 41) TH 254 D [Gdub | ki, &I A, Wil
FHITH (T#4 b7 53] ‘the deadly tube’, 88) % FIZ L TRKE M ARDHDE
LIS, HETHOHRELLTUEER—ILZEES, 2Ihb, &
. F—)V R [FE] (Death, 108) ZHifHd 2, 2L TZD [F£] ~DHif
3. 1803 4L D COMEMOBEFNE GEIB D -T2, 2ED, 75
VZEDT I T VHIE (Peace of Amiens, 1802) I bbb 5. <L & B EIE R
RIS T 1803 46 5 1, HEIZFO T 7 ¥ AROBRAIE Uk Tue, 38
H o % M2 | (rural peace, 205) H5. 75 v ZHEDE A & - ThHEl &
NBFADBME R — VXS o ROLTHOM A, K — IV XTI
HTRBL (75 0 AHAHROFEMNELE | LHLBFZTVE, Lo L,
FROBETE— VLI, 752 20 5 ORAFIIRS 1, KEISHE [F

16 BIH X The Poetical Works of William Lisle Bowles, 2 vols. (Edinburgh, 1855) Vol. 1
I
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% | (‘peace’, 215) MREB XA D EHEfE LIcZ 330 Z2md, [PERIB A2 UD
MEZE L TR EE, FORBEBKLENS, SBOFHE LFTRWS
bOD (ZolE%) #2352 ERTVEL DFEICEVLEZRFE S Z i, O
FnZ & (215219) EHNWTWVWBE, T v T « Y URIVTH D DA
ZINV T —=IBATHBICE b 53, ENIC [FE] OZWasff LFET
TR ST BUANBANOZRICE b 53 K-V X3, V—
RN ZDREDIEMT, WFHICS SPHILTS 2 EFT 5B VEEP ML T KR
& &L B0 K BBy B (Al is quiet here’, 156) ZfERA LTI 75 ¥ X
MU %,
HIFZFHICEDHFTBT 7 AME, "4 VT L J—XTJ X (Wiliam
Wordsworth 1770-1850) OKANIZ LTS b a VINEETHH - 72, BE Y — « V2 —
Y« R—F b+ (Sir George Beaumont 1753-1827) D#& (E— LK) (K 8) iZfil
BINTEINIZ I TIFVA[H—eVa—Y - K= FOFHOIEAD
FOE—IIKITHBEEINTENLZILYT v 7 « X% % | (“Elegiac Stanzas
Suggested by a Picture of Peele Castle, in a Storm, Painted by Sir George Beaumont”,
1805) TH 5B, 7— AT AE, Z 0% TIHEE (1804 42 H) M ¥Rk TIE
TLZZ@E» 008y 3~ (John Wordsworth) 2B WL Tz, Lind, fiiE
Va v OEKEHOMMSNEEES S IR boIc L LT, ot
HOMER > T, £ Vo HHEETTRIC, 7 — X7 ADHOREMAT
HOOMW [ZVIT v T « R 0] THBY, 1806 FFHIEDIEL NS T &
1275 > T3, BI4ED 1805 4E127 — X7 213, 10EME TN (The Prelude)
IR E® Tz, 71—« 7 m—sN— (Karl Kroeber) (I, [ZL I 7 v

17 Wordsworth & Beaumont 122 W\ T DRI DO FJE E LT, Richard E. Matlak, Deep
Distresses: William Wordsworth, John Wordsworth, Sir George Beaumont 1800-1808
(Newark: U of Delaware P, 2004) &% %, “Peele Castle” & & U CTid. Marjorie
Levinson, “A chronicle of heaven: ‘Peele Castle’”, Wordsworth’s Great Period Poems:
Four Essays (Cambridge: Cambridge UP, 1986) 101-134.
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7 e ZRF VW] AT =T ZADIENT GBS &0, 1806 HALIFED
J—ZXT ZF, FiF T T TV REMIRNEMES (FELTYRy M) %224
BUEBE LTS,

I was thy neighbour once, thou rugged Pile!
Four summer weeks I dwelt in sight of thee:
I saw thee every day; and all the while

Thy Form was sleeping on a glassy sea.

So pure the sky, so quiet was the air!
So like, so very like, was day to day!
Whene’er I looked, thy Image still was there;
It trembled, but it never passed away. (1-8)"

(RLEP DO TROBATSH 7oy . BRLWEOI K, B0 4. FAi3ik
DODRZBEATHI L, BHKERLTO/I, T LTZOMT » LMK,
BED X 5 RFHICH > TWhvie] -4, F—F 2 bORITMB SN 75
VAELTOY =T ZERMITBNT, [T, BULOWEOIRE ] EIFEODIT 5
=X T RAE. FVICBTB LR L7 75 AOEENTIE — MBI
EWIFE —Z2ES>TOENICRAS, LLANns, 2L TT7—XT7 X
DR 2HFIE, RIRIZH B K BAR—F L FOROF O E—IVIEMA &0
ZIE, ERZITERED, 7—XT Z2F, K—F 2 bORITHM > TIHEO M
TWBEDTRUEL, 7= AT ZADRLED LD E—IVIRICFEO M IF T B D7,
T—=RXTZANATNEDE TROPDOE—IVE] TR 8D XS 15
IZHE B E— KD TH B, Wi, HBDOBMHOE—IVEEM, 7—X 7 2O

18 Karl Kroeber, Romantic Landscape Vision: Constable and Wordsworth (Madison, Wis.:
U of Wisconsin P, 1975) 45.

19 5%, E. de Selincourt and Helen Darbishire, eds., The Poetical Works of William
Wordsworth, 5 vols. (Oxford: Clarendon P, 1947) Vol. 4 IZ/£ %,
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OHDOE— IV EFP LT/, BERDAE-720T52LEHDHTE, Lh
Lo, 7—X7 ZFWEHEICEEO O E— Ik Lz o E— Vi & %
XHIL T3, $TICZORET, [#&/ M AV (F—eritof) & [T &
2/ 77 2] (7-X720EOTOE—LE) ORGNIHE > TnbEFZ
51259,

[TRORIZEED & 5 BEH TR - TWie | BEOLOHEMEFE I A, £
DV EDM, Y3 I (JohnMilton 1606-74) @ [5:35E ] (Paradise Lost,
4.460-66) X b A (Bve) O%1Z, 4 71F. 74 4 (Adam) OLILEE L
TOHSFOEIKENICBZ DAL TS, i TIRN 2 F0FE L] Ml S
NEDBANIT L, WIHITEE, SJICRKOEE2DZEEXRTEIHEN S
HAEEINTS, £/, Form’ % ‘Image’ EW I FE,LSIE. 77 MUy
REBNAELZ bEHIE L7255, TZNRRLUTHA S &3, -7
(it never passed away’, 8) £ H D DX, TOM, T—XT ZDLED LMD E—
IIRTZ 5 72 HITEN D, 9-121TH TR, S 5ICE BN RTH -
el EMBFHEN TS, HRENDR, [HH, €O L HFITHE O
7& - 7275 5 | (‘Ah! THEN, if mine had been the Painter’s hand’, 13) & 2 & HTIC
3. [HE DI/ ] (advice-to-a-painter poem) & V95 HWXFEH DN TR
BN A F—TRIPIMN, T7 75V AMIEICRFEDOOTEELY v VILDORK
FEIRRTHN G 2 &7, HANBERITH S NERIIOVLTHAN I N EHRT 5
FHoZLTHE, ASORBOBMITHCHAMNZE, [ThEF &N
(‘how different from this’, 18) DF W R—F v bOfREIFHE S &7 — X7 2i3b
NB, SITHHT, HAILLHER—F Y FOBNDOFEEMLINE, 5
W& > THREEINICT —XT RO (] B, 7—X7 XD &H 5FOBLFKEED
B o 7c 6 LS &8 TRADLD B2 448 | (“n the fond illusion of my heart’,
29) S SMITI D, KiTbhickHic, TOFHIE (ERF—EL +ok
KE), BY 3 VOBPEE LS TR M S OBBE NS TRND -, TDOI &
ERERA LI ET, 7—RX7 2B A —F L FORITHTMA» S, £ iTREon
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MK (the deadly swell’, 47) IZH ENWABL bFRFH I TL AN, i
[RERBETOERTI IO I DOKEMHL] (‘this huge Castle, standing here
sublime’, 49; ‘braves’, 50) MM NTHE D, 7—RX 7 X E, HOFDOEL AITH
CLZbB2HAS~NDHMET 5,

TRHIDOT =T AERMD TS &8 - 1o FLEEROXIFE, BRI ES 2 -
Tl MEHETE, V=T M, F—F L bOKBOULO [EEIc] [HiL
) B TE—IIRICAS 2 —H LT E0ICHA S, SHEITK > TH
EINEOTORIE, R—F Y FOBILE D ET— X T RFBNTUH %05,
LinLeBTZD L) RBIFELBERA L, K- FORBICR SN ZE LWL
BlIFEAZTIAN, HOIRBFTECLABOMMELBRLIILDIEE, FE
EA AV OBS (BEAT) ITREAT D . D D AN L0 TR
WhrhEEbh s,

WIZY 3 v+ F—Y (John Keats 1795-1821) @ [F VU ¥ v @Il 54 — K|
(“Ode on a Grecian Urn”, 1819) ZH( Y HF 7z, F—Vid, B VIRFFADZ
MTH S - & SBHEEN D o OEHREENRIZICHONIFHATH S, 2o
CZOA—=KNE, F=UNBTIVF L « =TIV X (Elgin Marbles) 7% & &Iz,
REFYHETRICTHEAIFV Vv BELI T TV ADOHREL T B, [k
LM E I S OB O L K, i, B EEP P BRHMOFNT X, HORE
PRI bSO ELD S HRIHEDOYEEENS DT ELFEL D L] (1-4)
EF—VEFV Y LERICHEINT S, Kb FICEONITHAS 2D
3. BEOEADOZ EAELIERNH D, £ TF—VEFBEITD» > T [FHOEE
%K K| (‘Sylvan historian’, 3) EFFUNIF, £ DA E NI HELDH 5 0 i3~
DENERTF =V TR T ERDERT, ThdHE 1HED 6 D5
BRI bBIN TS, e & AL L7cIC A 23—V TlE b B8, »»
CE—VEHBIHHCI b E 3, ShidF—Y RO S LTk D, &
bR E bRk, F—vixIhE Nh7c0Helkk | | (‘Cold Pastoral!’, 45)

LT B0 B, TOF— NOFFIE, 12V G % [Pkl &£a47:T
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K9 VAFNERE«F T4 vF () (AT 2—Y D) (Head of Medusa, formerly attributed
to Leonardo da Vinci) 7 7 4 Y Efliffk. Medusa (3 F UV ¥ ¥ #EEICEY 3 284, Wlio
Euryale & Sthein & PF# T Gorgon —Mifiltk. 2213, BRIy oaTcEbh, ODEFKE ST,
Z OYERS LS. JEO I Hades DIRTHDTIFFEL VKA LT/, Athene DT & -
TEDEN 72l Perseus I8 & » TBEBESH (WA« YValsy —J

(T4 2T AEZD—MEHITEZ BVt Y ) [Luca Giordano, Perseus Fighting Phineus
and his Companions. c. 1670]) < D ld Athene D b DJGITIIwAE N, Yok L shic
Ho SN S Pegasus A FEN 5. Medusa D e KO RS F A X AAEF 21T
9 % fifLhe
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TWBI ERAD, [Hi7AEE ] (unravish'd bride’, 1) 5 bfilbN 5 & 5 1T,
L Ttk THD, FES A2 ERE B TH LV Hfiftob Lty
TSVANPEALL TS, L7 752 2R 3713, B EMENZER O
RBET, T/ TS5V RADHHOVEDTHSE [ZEF]I2EB 1AV ] D
[/ R EO0HBRN, ZITREETHS,
HBIZEDHIFBT 7 Z M, ¥ =Y — (Percy Bysshe Shelley 1792-1822) @
[T4 LY 2cDHEBICAEIONICLAFIVR o F e T4 VFD (AT 2 —H)
122 T (“On the Medusa of Leonardo da Vinci, In the Florentine Gallery”, 1819) &
HEINIEMTH D, TOEMIE. (AT 2—V0H) L0WHF T4 U F
U2) fEd (K9) o7 75 v REWIREEE B,

It lieth, gazing on the midnight sky,

Upon the cloudy mountain peak supine;
Below, far lands are seen tremblingly;

Its horror and its beauty are divine.

Upon its lips and eyelids seems to lie
Loveliness like a shadow, from which shine,
Fiery and lurid, struggling underneath,

The agonies of anguish and of death.

Yet it is less the horror than the grace

Which turns the gazer’s spirit into stone: (1-10)%

IV 75 VR, HBRCHFEGZ22F DEENGESH 50 IIHRIGESE
BEOCHFHEMBD BN, V2V —AERMTIEAT 2 —FDFEA T LR AT 2—
FICEBEZ ONHOOWREEES &0 2 L3R, FAELBZ M= AD
WP RINDE I EbFERLT L, ¥ o) —fERmOFEII, L LA [Thidli

20 GIM &, Neville Rogers, “Shelley and the Visual Arts”, Keats-Shelley Memorial
Bulletin 12 (1961): 9-17 i2gif (5) Shic b DItk 5,
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boTa |l @ [Zh] (1) THO, [Th] &iF TMlEF] ITEDLB S0,
I7T7IVATE, Bl [H2] O3FATHY [Rohs] olddg=kT
HBEMB, TOEMTEZEDONRY MNUBHEET 5, DF D AT 2 — 0T EH
N/ RBENERD, ZUTHA/REAEAENLET) ETEDITTH 5,
ETAWIRIE, COLSRATZE WP oBEST HERNNTE 72, MM
51T 7 Z b 10 17 H @ ‘which turns the gazer’s spirit into stone’ @ [ 12 A |
(‘the gazer) &IFFfED, IKH B, ZLOMEFEIINEFHA (=775 2%#
WTWBAY) EABLTEN, ATa—HE, koBHEZ2DZZALHOD
B/ WO HITZ NI DEAQIIEZBBRALONHOFFEEEN S MEEE
YL TEZ D I EMTERLOEM S, ZTHEIMROMMTH S, LrL,
CDEHIBEZIINHMT A NT 7 —F ~ (James A.W. Heffernan) 1%, [ &5 A |
EEAT2a—HZDOATHBLEED" EMBEE LITHIC [Th3HEK T D
%%Efiﬁffowrﬁlb‘l:ﬁf:bo’CL\}Z)J (B5m5EH) & ‘gazing’ & W) HGEDMH
b, H5EDOZITHICGR UHENHTL 22 ENS, AT a—YIidES
DN BARENICE > T, HOAGRAILEBFLDDHB LI DIINT 7 —
FUDBIRTH B, FEHITHAPRDRTIEH 20, EIMPIRE LBV EOMN
HBIEGMEN, TORMIZ. RITBRLEIITAT 2 -V (o< Tk
D & » & bHYEM A 3/ 75 7| (‘the Medusa as a key Romantic iconograph’)
ELT, BABMENESE AR L T o TH D, AT a—Hid, 19
TACHTE R E O BGE LI B 0T, BiGHl [Mb# | o= > 7L AT U THidr
DL TVLTH-1cd6TEHB” KF 2717 (Eugene Delacroix 1798-1863)
3. 77V AEMOREAEAHO LM ((REZEOSHMO L) [Liderty
Leading the People, 1830]) & L THEWIH, 757 V2B WTRB AT 2—H b

21 Heffernan, Museum of Words 121.

22 Jerome J. McGann, “The Beauty of the Medusa: A Study in Romantic Literary
Iconology,” SiR 11 (1972): 3-25; Carol Jacobs, “On Looking at Shelley’s Medusa,” Yale
French Studies 69 (1985): 163-79.
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oo HHOZ Y 7V A (EEOHMB] 37 FFokiitciianhi) THO, U+
IRVERDOY VRN TEH 7% HOMBALTEAT 2a—HENINT 7 —
F ¥ OFMRIHE DI SGEMIZIEE > 72 S IEL LD, FEEROFHRR % B £
2515, MO TR, (AFTa—Y) LLIRERDHIDOFHFEEG
AND, Flhzhigt,/ AsbhbhiEs,  REANDOERTH S L0
B3, PROVEEEZI b,

[HAEA] BFFATHEENH IO E, AT 2 —H a7 k=M
BATHY, WHBFHFADHEH U, FAOHMEMELT L6005 2 &I
15, KESM WEIE. BrEELME v - BRI, FFASHREEE
LI 75V RAICHATEBEMBDOIEN, 2ITREI IV -KHOWBEHE
BOBHRL TS, RETEMBETMSOEERDELENIT T 75V 2D
BOHYFH, T TRFEEN, TOEERBEENEZ S OBA LWV ER
o AT 2=, [R2Z A0k (100 24 &/bd 2 &TRZ ADEE %K
Pisg, 20T [BEE (Fvar) O] (‘the lineaments of the dead face’, 11)
WAL AZ AOKIcAAAEN, £9F52ET [(R3AD) MK
MBOFTEINT LV OEREZD D ER D, BEBEPF LIRS0 (12-13),
bLbT7 77V 2% [HENEROFFHENEZR | (‘the verbal representation of
graphic representation’)? & EFHE L. L7 75 ¥ X ERFHEIC &L B HEMHE O
EHH0BXMTHEETEHELIEF, ¥z —fEMD AT 2 —H i3, TOHIE
INTZETOLOIEEE R TN R TEREEZBLIELTELI, VY
J—HEOREETF 7 A M, AT a—HHEDOEB LT, 775V A&
Vy vl — HEBENEREINEL DO >ERBTA LT 5 5 EMEL
ik — zDbD0% b, WEELLY LT 200k 57, MiEshi THohs
NEMR] ELTOAT 2 —¥H, BlIZ R0 ] &ELTHEST SN

23 Neil Hertz, “Medusa’s Head: Male Hysteria under Political Pressure”, Representation
4 (Fall 1983): 27-54.
24  Heffernan, “Ekphrasis and Representation” 299.
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TWb, Yo ) =SB, AT 2—FDHMEZITLUE > 2BHD, A
FHHIEL->TLE ALK ZFURTHZEFAB D, 2EDD 5
o, [2EE] N TAAD ] ITHIEL T EWZBINIES D D,
ZOEROEMNNI 1819 4E, ¥ = U — X E N O BGARY RN R OIS Hl# &S
NThic, 18194EMK, <V F 2 A7 —OWRF oL TR - ek, #E
ORISR O HE W EEOBEBEZ I TEZOX S BREShAK L,
HbWws [E—=F—IIL—0DJERK | (‘Peterloo Massacre’) ~DH D (%, [1819 FED J
| (“England in 1819”) & 9 ¥ =2 U —D YV %k v MIHUHEITH SHN T B,
O vERFAOUMNTH A ICARFRMNEEORFLEY ) —It& D £
Fa—HiE, FOXSRMEShbD, HHOBIEETREL>7h, Lk
LMS AT 2 —HOWERE, BYME. gL -7c0biE DA 4 YV Ogn,
ICHMNIER > TR - T %, F—VoBmbIEMITEMEE LTI OSNT
B0, Y2 ) —DATa—F LI KR, bTHTIENh LR ETIH
I o 2R =I5 &85 D7,

v

W.J.T. 3 v F =)l (W.]. T. Mitchell) 3. %3 T4 23/ 1Y —] Uconology,
1986) D7 TIRD & HITHRTUN B,

The dialectic of word and image seems to be constant in the fabric of signs that a culture
weaves around itself. What varies is the precise nature of the weave, the relation of
warp and woof. The history of culture is in part the story of a protracted struggle for
dominance between pictorial and linguistic signs, each claiming for itself certain

25 “Peterloo Massacre” & Shelley IZB U Cid. James Chandler, England in 1819: The
Politics of Literary Culture and the Case of Romantic Historicism (Chicago: U of Chicago
P, 1998) 15-17, 82.
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proprietary rights on “nature” to which only it has access.”

(S A DDIPEE] 13, O EDDOXULME S DFICHED T 33850
Hchb, TOBMRIIED SV, (LT 20 ZOMMOKED . Hk&
HAROBRGRTHEE I v F 2 VIZIERT 5, 5L X VOMRIE, SHELY.
AL E BROBRICILRT 213 EDOILMR Y EHMES 2 A TS, Mk ZEl
I7 75 YA, WRSULDRBELT [T A=Y 2| (7o y ) OFf
FETH B EBZ 0T, MiRZEMFEIC & » TEER I &3, 57/ FTtd
B SDORBOKE, DF D GHIBOITEL) OFVHEELZS Z LItk
IR 2D TIRA L, BICdF VL HIT, FERBOIIT . WilkBIRIZH b
DOBWFHFTEH L LD T EARIFUTEL T EREA S, Eanid. WD
FBIBAR O FFE THEE L OIX, WH O KR TIZAE L, 32D A7 4 TH
DA R ZFENT 2 2 &, 20BRIE. BEUBRICEEE SFHTO
M . mE, 2500 o, AR, S, BE. 22% 2 oRsd 3
EEMERL, TNSEBKTE I ETEATWLD, GHIED I EL) Ptk
AL A BIFEAMEB L, SESHENZ S OICE T 5, HETE2H50
XS 2R RED S 2 ETREOVNEEZ B,

KT HiF e, HlZIE, K=V XR@ZNV—RUZRDEDOT T 75 ¥ RIT,

1803 AE L E D BUE « FEH « UL RILEH A F I3 2/ -7, £/,

F—vOF— NiTld, A== E5AF  FriLicnEnd [HRE] »

26 W.J. T. Mitchell, Iconology: Image, Text, Ideology (Chicago: U of Chicago P, 1986) 43.

27 Lessing 1372 & < ekphrasis £ V9 U v+ YIVERET 575 9, Lessing B3
Laocoon IZB W THEREE WD) 2DV v YIVEKHIL XS & Uitz #ipe
IZBEERINS & O TR BUEMNAPDLENAZ D TH -7, 2E DA TABF -1
TH o720 i ERBMAENFE « PHITR->THB X ICRAT, 209, TF0iEH
Mo Z I JENERBHEIRER LT3 | & Lessing (38 9, af &R EMogHIzdH T
BHi—HREKRICRZ 2D v VOBl AR, ALHNTH D, 2 hI3EIGR
HHEOREIL O TH - 72, Mitchell, Iconology 95-115 % B8,
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BEBNTN, 7T—AT R, F—FE Y FORERTONICS Y — X7 X075
HEERHE LI 75V 2%, LTy =) —fERITR
1819 AEREE O BUIE. M. HEMNNE V-0 b DEGEAAE B EBT U,
IV TITVRER, AAVETI A MERAET AIAHN EWH D&l
MOH| 2ME3CI@HE29560THD, HAOTEMERHEOMFRELELTD
ER, TORROLSNME-REI T E2TE20THEIEEDFV
SMITTBONLY 752 ZAHFEDHI TR NS S ™,

* AR, WALFEBE R REE S SCEVIIET Th 2 b fo ik (k25 o = 7
75V Z~] (20064E11 H 7H) #MIc LT3, T, VK 15— 18 L FRFEVFR
PR RS (TESEdRbEE 4 F Y % 18 b)) o—iB%E72d,

28 Mitchell 180. [ %% (representation) | DFEFIT DTl Frank Lentricchia and
Thomas McLaughlin, eds., Critical Terms for Literary Study (Chicago: U of Chicago P,
1990) 11-22 121> T %,



