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T x IV — « XA 5 — (Walter Pater) &, —BLTALZZRLObPLDIZELTED
L2 EUT, BMOFER, 7V yF +—0EMHT A K51, [HIFLEE =il &OCERSE, X
EOEM, THPFR, B, TUTERRNHIE OG- RERICE ado T B i, HEFRER
LELUTHOMESHERBEICL TS, XA/ - [TFEFINECZHS LENS D, HE
THUCHEERETH D, ZOMBEELTHS>OBROTLREHOIIAN TS ], #
OEER [RENEOLDTEZL ), [ATLoERLINGHE, BBRE VLA THELE] O
K#TH 5 (Fletcher5-6), TDEKT, XAy —3EHTIEERMEKICHEREIIRTHE
HULTW3, £, RiThhrd2Ed, CORROMFRLLIHEBLTHEONE LS, &
ZREICHL, BOE O ORR, WATEEEI LTS, £0E, BB LENS, H
STOREREBRTEEVSRATH B, c& A, ‘vision within® EWSERTH D, 17—
3 (&5 (Style) DORAT, [HE1cH5FE, HEOUENLT, DEDOFEN, VE20R
BERTICH, £-hOE >OEEUARIKILANG, CROMBRESIKEICH 7 — Ik
BEEHE SVEL, X X, TvyEMH530RKLN-bod, H-OLRRRATEDLDS
BT 4 Vg /il dbLinbDTH %] (“The one word for the one thing, the
one thought, amid the multitude of words, terms, that might just do: the problem of style
was there! —the unique word, phrase, sentence, paragraph, essay, or song, absolutely
proper to the single mental presentation or vision within.”) (Selected Writings 117) &R
NT B,

AT, TOWEDHEVOTIHOBMOPL S, 15 —OREELTEEIM, Ho
KLV TORAEE LD B, A5 —DHREFHIIDWTEET 5,



18

1. TeF - UH) (KR [CRI-HOD

NAF =&, T5-=VbEHTLLIE, ABEROERLLEPSE Y BT, HAOMERK
RAF—WORTIFTZELTNB I EBBZH, R F—D [EF - VF] FHER, =%, 1869 4
DI74—bFAbeLTa—] }.C ‘Notes on Leonardo da Vinci' & L THEH I 1, CD.B e
Tvaxd 2] AT I TVAFIWVE « ¥ e 71 vF] (Leonard da Vinci) ELTHBEHoh
b0 O—HiTH 50, TOMFLHEBEO—HL, OBITW.B. 1 21 (W.B.Yeats)
WA 7 27+ — RBAFE] (Oxford Book of Modern Verse, 1935) OEFHICHMHFE L THE
Wi, THid, TSV e H—E— F (Frank Kermode) IKFEAIE, £ 24 ViERA 5 —D
EF - YIEREE [HIVFONTONER L EEEORSR & Uiz (making it an emblem of both
the paysage intérieure and the concreteness of modern poetry) » 5T 3 (Kermode 58),
< VU« 75 —v (Mario Praz) ITENif, "M F—Hhvga YIOWROPIZFER LD,
EpOLHEDORLUATHBEWD, 75 —=VI3, A7 4 73— (Algernon Charles Swinburne)
IS4 H 11 BN ORAC S TREFRT, (WA Y VR 2FMLTHB I EERL 5 -2
BABE, RA5-18, RV 4 -V LBBREBRBTHEOE, EEAKILERNMLTNS
(Praz253) b H2A, AT 4 A= ViEHEA T7+— b A4 VP 2—] RBEESATHE
RAT—DL y VA EZEATHWIRKEAS L, TORULED2H 15 OicHREhi TAx4
] 2HEFHATHACESRE-LOKEAL S, 77—Vid, [#HK (£F -« V¥) BRY 4 13—
YOERPSEFNI I EEETIMPBBULE L 255 Lifi~, F « YFHEOR
PO, TZholddT~T, HEICL->TRY ZEHDOFIZ S L <] (all this has been to
her but as the sound of lyres and flutes) &9 FHAH, X7 4 =20 [EWE] (Laus
Veneris) ® [HIOHFIZiZh /D) 5 DORE | (‘the languor in her ears of many lyres’)
ZHhEE 3 &S (Praz 254), %7z, A4 A= U184 FEIZFE LY « T4 FITD0
TOLy A4, RAF—DES, - UFHFIIHUL B L, T— 2 b (William Gaunt) i
BT 5, I— Y MCIRERY 4 V=L bR ¥ —bHBEL T B0, [HE L&
BebUl, BEATEERIPITPRERCABLELOKELZLBOEKE S, $CItbh3D
7Xh, BEFUETHWAIITHIAENILTLR LS L RA, AWMEBRATEED, 853
FACHRR, BRboBEFELHEZFRL, BbDE T 5] (Tair strange faces of women full
of dim doubt and faint scorn, seems at once, pale and fervent with patience and passion,
allure and perplex the thoughts and eyes of men.) (Gaunt 54) €+ « V¥ DETH 5,

AT 4 R =EPYTREN, E5IT, I -fEHFERS, TORAY 1 v3—-VEHL



T F— e R H—DEIREDR 19

LTy T e 47V i ot w7+ (Dante Gabriel Rossetti) #i8i iz [B{EDE
(‘Body’s Beauty”) (1870) LW IHFMHITFONB, THFLORHOETH - 7Y U A (Lilith)
HEDHTLET, 2OV VRO A—VREFRoEy T4 DWEICHE T3 (K 2,

ZLT, WHRBU - &M TS, KESEENTEIEL,

i, ThERCHGERERLTNS,

BrrbhiOEOUT, HEPBLIOENTER, R/ FORERSYEA,
Db, BFELEMOZOUDIIL- DD EFHLAHBONIET,
And still she sits, voung while the earth is old, .

And, subtly of herself contemplative,

Draws men to watch the bright web she can weave,

Till heart and body and life are in its hold. (Rossetti 161)

THIBEELL, RI7—DEFUFHERBEL TS, VY RREEhEHL, T2 b
JTHIDEF « YFENZ B,

BHRBE->TWEEDLVOELD BEBNTH B, RIBOTEL, TALLTEERRL,
ZLTEOMEED 7, BOEILSCYH, TOHMOREOCHEZRRICILEDLTLS, €L
T, WHEOBALL E—AED > oG % Ui,

She is older than the rocks among which she sits; like the vampire, she has been
dead many times, and learned the secrets of the grave; and has been a diver in deep
seas, and keeps their fallen day about her; and trafficked for strange webs with

Eastern merchants. (Renaissance 99)

JURE, ®F YUY, COMFIREDIC E-T] 13, LT, BERTHLLDIEESX
Bt T b, ‘web EWAHEBR TVVZ] TR (708 I, £+« V¥] T [#) &
LTHBERRERShTOS, [V Y] CH, T35, Sk, &) sEifish, [£5« U5
i T E T, TRIE] &0 5 kE0RE ME%EOH] &5 Milansds T Eh 5,
ZNOASHKE LTAGSEES ETH, "15-DFF1 viidb 5,

[EHKDZE] BEBESNION I8T0E, [LAFILR ¥« 4 vF] 21894ETHY, Th
Bm—ﬁﬁﬁﬂw?4@6,%5hﬁ&4ﬁ—méﬁmbt@@ﬁﬁ@ﬁhﬁ%:éﬁ?%ﬁh
B, A—E— KOG B (18, BOMEAICE - COLBERI NI BROREM 2, T
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Bl &+ T4 2F (EF-UH)
(77X53 cm) No— 7 LSEHTEE

BiR 2 #5547V -0zsF4 LT+ - YYRY
(3833 1/2inch) 75 7 = 7 EHEE
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Lty T s 24 YDHEBEZRKDTHAEDTH S (‘Yet concreteness of symbol,
achieved only by high resolution, is preciseljr what Rossetti and Yeats alike sought.”)
(Kermode 62) &3 RfflL, RAF—K20THNE B, XM F—1, KT F) D
FKDF i BEhDEARHERLY &, BRPREHCPHAREROLHEAZRL TS LD
T % A ] (His type of beauty ... seems more than that of any other artist to reflect ideas
and views and some scheme of the world within") (Renaissance 7T7-78) £E 5, TD [H
51 HR | (‘the world within?) &4 & —® W3 1 ¥ 3 » ] (‘vision within) THEULT
WBDTRENESI M, RAFT—D [WEZT 4 Vav] OKABTVAFNF -5 T 1 v
F| THdLETEED, 20 [HNBEZT4Var] 2RM5—1F, EDLXHIEATH DS
e [RABITFEPSTHEEY 4 Va Yy RERRREDESBTORRAELEBZDIS I

2. TREBY 423

R F—it TR ] ORHAT, ‘vision within® &S FWE LA 5 EIE> T3, XK
BoTHBE, 1FHE, BEROBHIIONWTT, BEREWS b0, ZHOHE (fact)
ERINC LT, BREGEDINZH0EH, 20BIE, BSOLEITE 724D (some-
thing of his own humour) % [N 237 1 P a v ! PoXET IHENS B, L (Selected
Writings 105), 2 BHIC, BLEHOEREBRTOEHTS S, HE (truth) %< LT,
EfbEGLEART T, ERT~TKE, 74bs WAV Vs ] T, LhEOEHE
MAEHiIz2 22 &1, L) (Selected Writings 106), 3FEBILHIF 3D, XEORENE
FThB, TNENAY—3 [ENEE ] (literary architecture) T EDHED, £IT
2, XESEMT, EBRAMNGNE, BHO—FTHERBTEINIBL, [WRET1 V3 /]
WHBHEL DO LIRS, LEMRII S (Selected Writings 113), AT HIX, T U®»ic] TEBL
fehs, (a7 1Ya ] % [HE—0O.L0REBR] (the single mental presentation) & -8
LT3, BRI, RAF—-R [HEE3 T4 Vs ] OXREN, BAOIE, JEFlhLaik
bORIEBDOTIEE VD, EIRBEERL, ThEBEMIIEET 5, BEEOBVALD
» [0 H 3] (who have intelligence) A7cbiE 5, -G EODOFEOHO>EKRI
ABEhD, LEALL, THOoOWEBETIhALEEZMEAL T EHEHEIT, EFEORHE
X, EHEAOBEEZTEOBZEHE, NIRMHIZT 1V a vEOMIIERIEL S50 TH
& h i hidit 57w ] (imaginative prose is to be judged for its fineness of truth, the
writer’s personal sense of fact, exactness of transposition of the inner vision”) (Fletcher 32)

&hﬁ?bv?y~®§ﬁﬁ,iém&49—®jﬁﬁﬁohf,%%%L%ﬁ&ﬁgrmao
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ThWZ, RAF—OXFICO>WTOELR, [MERRE LT, TL3BALKEBREKICZS
DUETEEERE LTOXK] (Fletcher 31) D TH %,

NRAF -3, 77 R0EMWFEHY 2 7 +  (George-Louis Lec-lerc de Buffon) OF L&
#E, TXEAMD ] (The style is the man) %5[A L, 203x&i3, AROME, HRE,
ZNHREHELEEPITh DR > T B LN, [WTEMB LSO ] Cinward sense of things”)
ZEKHT D [HEAROHE | (the purity of this medium”) % LiFf3 - &iclFhEoiind g
(Selected Writings 121}, Z @ ‘inward sense of things' & & 9 7% &9, ‘vision within’
LHEZEFETH D, ‘medium’ &8 [FEE| ZBURLTHZ20TRAENWES I D,

3. T—/WEEHEAT

&4&—ﬁ®£ﬁ,%HU@,¢7z7¢—F®$$ﬁﬁmﬁz%5Utvvl—-7—/»'
F (Matthew Arnold) #% (4 B O#tFEO#6E] (‘The Function of Criticism at the Present
Time) OEHBET, HREH205F £IZR 3| (to see the object as in itself it really is")
(Arnold 1) &V -AFRICHWERL TS, 15—, TOELHEEAADILSZT, ROL
IRNEDOEEEEL L, [FHRERB|FTIL, ‘&Eﬁ DEANICDAT, HRED BT FICA
SHE—H, HEOBZUWM-cHREHINBT T ITHY, FhiCSiPAD, 202 E42WPRECR
#9352 &THB| (‘the first step towards seeing one’s object as it really is, is to knéw
one's own impression as it really is, to discriminate it, to realize it distinctly.) (Renaissance
XiX)o $HbH, T/ NV IFHhoDEFENALZDE, AT —KLoTR, WARELFERS
DTEEL, RicbOhobz#Y, B4OHREMIL, ThiERBBATILH5E090
o TNZEH, RAF—ORFADHRELZHDOTHY, RAF—DEF - VFHFII T ST
TNEFB U EEAL ) "M~ [TRTOBBRAA—TERD, REFHKELSZ
LS A =AY ERUAMEIZILD (Kermode 58), FHABRIRZORA ¥ —DEZ %, [£5=X
LEWMOHMRERABVEAETFELTHS), 55 UHE LD,
RAY—ZTARB T4V a V] D5« T4 VFORERD & HIEL B, [IFHLEESE
ROBHE —— CHoBLAF N FORFIEBIF B3 OEANBERTH 3, FHOIIEA
OHEE UITLIEERT M, ZOX 2 2UME L, — BRI TEDb - BEILE LS
%] (‘Curiosity and the desire of beauty —these are the two elementary forces in Leonardo’s
genius; curiosity often in conflict with the desire of beauty, but generating, in union with
.it, a type of subtle and curious grace.”) (Renaissance 86), [ & MFZ0, FXLL Z
o@D EF Y HFORBIZI D LI, AL &3, TEEE] Uppreciations) 178
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swohiz MR (Postseript)® KBV T hildxbh T B, [BX] 1, ov EHITHT
BIwtALTHLEN, FOUMNT, _AIF—RBROLIIZES,

BITTFWIESIMASZ &, ENCEBI 2o R BEEHE, 2LT, E~NOBRE
i3, HowIERMNAHBEILBNT, ELOREHRLN - TVEDT, JORNDOHER
HHOERA 5L, o yHMEKEBLEENS, FHLEENORER, L£LBOHFTHZ
SWDIEM, BB THELONEELDB TS,

It is the addition of strangeness to beauty, that constitutes the romantic character in
art: and the desire of beauty being a fixed element in every artistic organization, it is
the addition of curiosity to this desire of beauty, that constitutes the romantic temper.
Curiosity and the desire of beauty, have each their place in art, as in all true criticism.

(Selected Writings 211)

RAZ =, O [EF - UHF] O, oD TXTOEEPRE | (Renaissance 98)
PAEN, Dl EONTWBEEMRNT S, thwi, FULT, n—=, Hiitt, BEHE KL
DTE, REEZBALBMBOEE P, REOFHRJEELE3WECTALD, LEZHh2
DTHD, HFOHITFRBIZ, ZOEBCV T Y XLhSOBER, HLWERABAER s
FAT, 124 VOXSBNLNIDTH 5,

4, MEKZFEE) OE

[WEBT4Parv] MEDISIBWHEDTHLhERBLIY, ThTHE, FiIMEHETBR~NL
[RTl, H-T), 224t A% (discriminate it) HERBEDI I EDTH S H M,

[Vx% Y R] KBEEHENL [9 2P a—2IR] (The School of Giorgione) KH0T,
NAZ—3, BHO W05 75 7 CHROEMRERMAL, BOD/ 3573 7TC2oEl@RE, Va
WO a—FOBEACTEIETZL0IEEE - T3, [ZiHiE, FERE (pure sense) Tl
<, DhAPHMAYE (pure intellect) IEHT 20 TIEHAL, ABEHEU T MEEAEN]
(imaginative reason)® IZfElT 5D T, FhZThoRBOFOEHOBEHIZIE LT, FEMN
HEITOBEOE NS 5 (‘As art addresses not pure sense, still less the pure intellect, but
the “imaginative reason” through senses, there are differences of kind in aesthetic beauty,

corresponding to the differences in kind of the gifts of sense themselves.) (Renaissance

102) ERA 7 —3F I, TUT, B, &, Bl & - BB 245525, XM
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FOFE—H L LT, EEMOMANTERLBRT L EMNBEREEL S, S0, Eifon
MT, BOEENTMEE LTERESY, SORESE [TTOERIEATERORBI K
#’LZ:J (‘All art constantly aspires towards the condition of music.) (Renaissance 106) %48
F5, COBRAEPLELE [PalPa—RE20TOTy 11, BREKE,SHE 19
A F) BT, BES S HOIHABED, pOEETE 44 TH 2] (DeLaura 331),

RS G —i, BOBOOEWMPNELWNOMAZES J &2, SMOBBEOELLEL
b, HERBIZHONTRA 7 —1EE I,

S PREOEENTMAmE ) O, TOELOBRERIIERICERICL-TNB0T,
B Eh BN EPHEOBIHAPT 5 TRAL, 7, BANBLTIIEIHL
DT EhITTEEN, 2, BRENE, ThodU &—FLuLxiz, [
MEM! L), How3BEPRFELZEENTRLYPREDLILILANT, HOHE
BEAICH—OHRE LI ST OTH B,

The ideal examples of poetry and painting being those in which the constituent
elements of the compositiqn are so welded together, that the material or subject no
longer strikes the intellect .only; nor the form, the eve or the ear only; but form and
matter, in their union or identity, present one single effect to the “imaginative rea-
son,” thét complex faculty for which every thought and feeling is twin-born with its

sensible analogue or symbol. (Renaissance 108-109)

CCRBVT, BENEE] IoxR(HASATN S, 2% 0, MBGENE] L@, BE
PoBohdb0EEbET, HRICGEATAERAPRELE LG b02BET I
A&kdo IRAIZHED 2 &SI, BRIRTS, BEPEROLITIZAD LIES S OO DPE
BERIcbLhTHT, ThENCRB &Y LAt v =P EBIRV] BhES, [0
OBEEREMMNKLIhE L LI, bidhcicbic ERAFEY, Skohiciins
DEBHB ENTE S| (Renaissance 104) &, XA 7 —pRlGHEHEHIZHR~E, Tuo—5KE
BhiX, 20 MBEAEE] & (PR AR] o&EFIcd - T THEHHEER] (special instru-
ment) T&H B (DeLaura 261),

5, EF=ZZXLDEN

1873 T (Vx4 » X ] BHRS ok, HRERIREN, £k, BREERD
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LizREmEHE W, &BRTALLE, ERIOXZOUED» SBERI N THIEBALLLE
OMEABH >R ENZL B, RAF—E, ZTOXILBARLLHSDORBITBRIOFIEL T, 4
AR AEM SRl T3] i3, 18734, PIRR® [V ARBFF] (Studies in the History
of the Renaissance) 5 4 FHICHINIE 2 MUK, TvxY X REELFOWE] (The
Renaissance: Studies in Art and Poetry) &7 4 PV EREZTLE- &, i, FIRICH
o Tz T##H] (Conclusion’) 33 2R THIREH, [P aP 2 —2iRk] H2oFMA
Shich, EIRTH MFERl BPEEFELZSh, BRENCIELSSHLMTHZ, 1
F—it&sT VRV VR BERAOEETH > LTI, £hily, EFERICUTOEE
ELnzi ki,

s~o b K e Fib— A (Harold Bloom) R4 7 —%FLT, (R4 F—-FAHA—F1)N
(Thomas Carlyle), % AZ % (John Ruskin), = ax—< . (John Henry Newman), 7—./
WRIEBHRTERLP - EERLET I, BERREESETHLTH » 72 (Selected
Writings x), &8, T XLORBEELTHMETI TS, TLT, R4 7 —OFET
B3 WxHd 211, SRF 0 [T ZADA] (1851-3) HBa—LY vy VHETH 50K
WL, F—o4 VETHB, LB TWB (Selected Writings xvil)e "4 F—DHBF & B
AZBXAXA— 9 TA4NE (Oscar Wilde) {3, € = A VIFIHTE B, Thx¥rR] %
B4ric & ->T [HEDE| THY, [FERTHI VW] &5 -7 (Yeats 130), [hxH 2]
RH =4 YIHCEBNNELET 2—HT, FEEBERTEFAS VIEEES, ChoOM
ST AFHMOEREILSELUZDTHAD, THREEICHBLCL WRxY R HES
TH- IR TH %, NFOHFEICA2T|ONEES, Tl In#EMREONBEL, THS V%
LAV FhodhiE, ThRBOEEREFLIEGHL T LS TH S,

[EEICHBEhiS = A VOEFOE I, M F—O—RHIFOR, HB0ITEA
Db x - Lfh o TORNI ERSOPEHMEELELTHS] 7Ly Fv—lEE->TH
% (Fletcher 36), [Z LT, MMEOBOERITEEL TS, HEERCLEZDERLLE
FB, _AF—iid, TOEBEBLT, LRI ERLDO, IDERIE-FHRE /B
LS Feedid s o072 (Fletcher 36), '

B U

RA T —F TR F R © [FEi#fl (‘Preface”) T, EOMEMH4£3 X, 2B MicTa
SHBIEOMERS ZFIET AN, [REMBHTIRAL, TEALTEENLESETERT
o &, BEMICHEATEAERTIEARL, LALLM~ DFERENDP AR ONBICER
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THEEAERNT L, ChIEHEORETZHEOEHICIEINA O] (To define beauty,
not in the most abstract, but in the most concrete terms possible, to find, not a universal
formula for it, but the formula which expresses most adequately this or that special mani-
festation of it, is the aim of the true student of aesthetics.”) (Renaissance xix) &ai~3 &
& NAF @O [VaV?ya—%xK] & [XF#HR] CBWT, 20RRERLLL LT
NWDOTERENWES I he £, THIEE I, 2 LT, FREHMRTFROMEIZ, BEPEE »
BN AELEY OB POBARIZAYD, T ORFILEPRBRONEEESN T Z2O%h %,
AL, SFL, AHEhoslEld o s, 2ORGHROERTTEEONE, £LT, &
DEIBVEHDOL LT, ZOHENBERINZOMEHELRT Z &b 5] (CAnd the function
of the aesthetic critic is to distinguish, to analyze, and separate from its adjuncts, the virtue
by which a picture, a landscape, a fair personélity in life or in a book, produces this special
impression of beauty or pleasure, to indicate what the source of that impression is, and
under what condition it is experienced.) (Renaissance xx-xxi). ALIEZE UEM YR %
[RT) £hx (AL 2hi (53 A>T, THR3Y 4 Yav] 280753, 20 Wi
BT Var] X RAF—KESTO [HR] TRAVKEASI», [FHAZ] &ig, 18

MELE | OREBIRT, TOMEAICLY, TWREZ T4 Va v ] BELE, EXRAMF—12EL,
ZOEMKHIN [EF « V¥ ] HETH-TE0 A LD,

. (GED
FIAOBRE ST, U abF— - XA 7 —28] H1E, $35 FBEE), 17V 7l

F v -, HFERR (451 FEHL), <94 - 7>5—vHE AY, +H I, BEER FEEs

REEE] (HEWUTSR 2, 550 RBZ 3T,

(1) ‘Postscript’ i, %% 1876 ££i12 ‘Romanticism' & U T Macmillan's Magazine T8 Xh, o0
# 1880 4F iz Appreciationsit B S H s hi,

(2) 20084F, AARNAF -4, HA7THERKS - HERES (BREDRE) T, BHEEMS
‘imaginative reason’ IZ2TIHIERE (hAx¥ 0 R] 0 TBX] & [YValva—%FD e
b, BR IVEAH VR © [P an?ya—xiR] iKBid 5 [EEHEHE ] (imaginative reason’)
&k, TEX] (‘Preface) iwki3 3 THR| (impression”) ERBTHB, 3Rk,
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