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BT, TxhF— 17— (1839-94) DOEFORBFIIOWTEETH I &zt 3,
19 IR EREHOMAL LTR SN B RA & — 12, R4 5 —DEEFENE O XS 0
ah, BRLLZOP, 2FBLZTHIN, "M 7 —-OFEETHEHEL 1 FY RoFEFHEH0—
DOHEMELTESATHBI LI, %D 20MEOERLD, YTV a4 REv o fER
T2 DAFERITEROEBERIZULEW I ETEYEENZ B,

RA F—DEEEHEROFEREML EEEh ALK Oh 3, DED0FNE 11X
AEHNO FART 4 v 7RHENTH B, THIZNIFTHUAL n< v EHBORBEENSZ&TH
b, I VEDORNIE, KELSOEETHS, Johnson BEDILERDISITE S,

Aestheticism was a Western European and (if we include the ir_nportant figure of
Edgar Allan Poe) an American phenomenon. Writers importanf in the development
of English aestheticism were deeply influenced by Continental writers such as
Baudelaire and Gautier in France, and Hegel, as an aesthetic philosopher, in Germany.
At the same time, I should hold that, notwithstanding these Continental influences,
English aestheticism can still be seen as a natural development from English Romantic

literature and from Romantic ideas about the creative imagination.®”
7, Uglow & FAXT 4 v 7UHENEBRBLTRDEIKE D,

Pater’s aesthetic was firmly in line with late Romantic theory. This was recog-
nized by one of the most perceptive of his contemporary critics, John Morley, who
traced a line from the Oxford Movement, through Ruskin, the Pre-Raphaelites and

Morris, to The Renaissance,...®
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FYLYTANITT MY

2. 1F¥Y RO UER
A=Y v, T-AT—=2R, Yl— TYR

B T, BbITE Dbt Anglo-German Affinities E#E N D, RAF—-& FAV ED
b, BEEICOAE, T vy, F=TFZLTAN—FlEb s Al biiEEEY
Tk, NAF—0 VR ¥ U R] BROEKE, FXRIREBOVLOOBRKTHD, ZOHRD
ﬂ@@&%ﬁ&mi&ﬂW*#vammwmmﬁuzéif,%&%mﬁubtb,&&
MEE LR OEER, 1864 F0 [EHIAR] (‘Diaphaneité’) & 1865 4% (18804) @ [o—
N v U] (Coleridge) ZBIHE, Zho [NVAY 2] 2HMETE0EH T 5, o
20, AEPSOHOBIFRITIED TNER YV R] ATV ETHHOBEHROBEE WL
%o T3 FEOHMDIERSE X Studies in the History of the Renaissance T¥H - 12/, 44EHDE 2
Wi 542 The Renaissance: Studies in Art and Poetry & LT ULE -l &, ZOKEHEIZHONT
3, [ECRABENERPRSNETN] E0IFHLOERMI I —HENS A M EEBEE D%
ZRMoIchiI THBEN, TRITERSF—EF A bV history DXFEE 0RO, Zhic
XY 4 v @ art history OREERZE LU THE3DOTRAWEAI D, EhiF&itdn
Kb, T3] RIBIHBEADY 4 e vIBEENTNWAELSEEA 5, Wiy
AN BT ANRY ADOENH D, E2 e FvF e I5VFF, YRRy FaFay
U, 34 5vVzn, VEFAF T Ty vFEO0S L AIBRBERCESITRY AN TH
PRTB, XA —DAPORD LW R, 20— NVZRILTHWS, £hid, HOSEICK
ZHBETHD, £TWD LiF2TRRL DL S REREI NS, £0®%, Ko OREBLHR
U, RBEICEEDETI2ORFIETH 5, 187340 [y 2] HLE, X173 [
#l (‘Conclusion) DIETTE Lok H i, 85 4EMIRICI 5 Marius the Epicurean ~ & R1D -
T <o
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RAZ—izE-T 3] 2Tk, FhiE, [Whax3 2] © [FE#H! (‘Preface?) BT
BIZaAREh T3,

Beauty, like all other qualities presenfed to human experience, is relative; and the
definition of it becomes unmeaning and useless-in proportion to its abstractness. To
define heauty, not in the most abstract but in the most concrete terms possible, to find,
not its universal formula, but the formula which expresses most adequately this or

that special manifestation of it, is the aim of the true student of aesthetics.”’

RAF—R&-T, REFHEHAML LD TH D, ZEMBNLEEETERTI20THAL, T
EHEVERMBTETEVRT I &, XONRTBEMF2ETIICRBRT 2455 R332
HEOEFEDHINTH 3,

COEOMEMELEVIFLE, TTRLEASFROBHERTFEL T, &AW, David
Hume (1711-76) &= w - Moral and Political {1742) T, ‘Beauty in things exists merely
in the mind which contemplates them. &#b~XTW3, T/, XA F—LFABRATHET
45 v FOINRE Margaret Wolfe Hamilton (1855-97) 13 % O Molly Bawn (1878) D%
T ‘Beauty is in the eye of the beholder’ &S 4PHRE LT TNA BB ELTIND, &
ORpoTHIE, EERUBTLOELTTREL, FEHEGHICELZ &, FENL L0 L
LTHABIELRZ(DAPEETESL D LA 5TV,

PO RA 7 — I RIZ LIS EORERE, REASO, I FAYhoDbDTH S, by 4
T DB TR S 86 FIE LI LR, EoRA 7 —DBBBRICT 4 v <
DEES B LI EAYFE->T S, Zhwd, VAV YV AOERKALBEMY LiF2ichi-
T, Z2IiCHNBNRY  AOBEHOERE T 4 v V= v sERFY T h B b0 & nHE
#ffgoh, Yoy g BHBONVE S L AAELVTRBESHFBZZET [T vr=
1 (Winckelmann”) % [##R] ORHicE T, |

T4 virv=ey (1717-68) WELEBLZ>DOFE, Gedanken iiber die Nachahmung der
griechischen Werke in der Mualerei und Bildhauerkunst (1755) & Geschite der Kunst des
Altertums (1764), BHF B THDTEY D ¥ 1 b+ IVIZ ‘history of art’ OSEMHF L H
foo D& D, Va4 ki history EVIFEE art LS BEERIEI DU AMT
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1750 4 Alexander Gottlieb Baumgarten (1714-62) A% Aesthetica 23 L C 5 EBIIT 4 »
V= i art history OEBRZHE I,

T4 N yOF ) VTEROEEED b - LAFANEBIE, 1T FECELL T
J &7 RG] O 4 F Expressions’ ® BHICE AN T3,

The last and most eminent characteristic of the Greek works is a noble simplicity
and sedate grandeur in Gesture and Expression. As the bottom of the sea lies peaceful
beneath a foaming surface, a great soul lies sedate beneath the strife of passions in

Greek figures.®

FYoTEROFHME LTHESBIFS TRAMD2HFFS EHLEHRS ], B2EOTRE
P LI, A UWVEBRERERF 7OHBORNIZRBEREIAND S, T4 7w
VIRE S, £hF Y VTEMOFMILE, FLT, Z0HOELDTICNALRENS A a—
VBTHBET B,

TaThwy, Lol =50 [5F3—2p"

RAZ—1F [P aVY g—3k] (The Schiool of Giorgione} @M T, Ly ¥ M5
Aa—v] TRUIEHBEH EFOAMBROTRILER L&D,

To such a philosophy of the variations of the beautiful, Lessing’s analysis of the

spheres of sculpture and poetry, in the Laocoon, was an important contribution.®

ZI0D [BE S0 EEIEDTH-7200, BT TY1s vy <y | TZ2OERICD
WTHROD & S iz~ 3,

Lessing, in the Laocoon, has theorized finely on the relation of poetry to sculpture;
and philosophy may give us theoretical reasons why not poetry but sculpture should
be the most sincere and exact expression of the Greek ideal. By a happy, unperplexed
dexterity, Winckelimann solves the question in the concrete. It is what Goethe calls his

Gewahrwerden der griechischen Kunst, his finding of Greek art.?
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IO FHE L L BROMEMERERS 1O S, v vy Iv= v Y TEMROME %
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LTS B,

Va4, COTFa—ricAohaF) T EROFETH S ‘noble simplic-
ity and sedate grandeur’ 2V 7 S5 R kbOFERICERoN, ST7r0ilb KN HEL
T3 &S,

—HH—FREITH 7D, ARH—+ TAIEF (1854-1900) 25 1882 ££ic 7 A U 4 T3
Bl [ FY ROXEHEHE] (‘The English Renaissance of Art) BHEIZENT, T3,
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TR D BARASETERT 2L I ENHEOMEEREOENTH S L~k F
WEFZEOIHI AL -0, TAVAOHRIETF—TOEIBRA 5 - XV REBENF
Rl NABDES S TSR T 4 VT vl [SAa—y ] 2BE, BE 66T v
vuro sAa—v] Blishis, ¥—FRERMLS N ERVZ-T [FAT—-V D0
T (‘Uber Laokoon’, 1798) %#E ik, FORMNT, F—TRENEHELMBELI TS
DELT, OmER-, REOHEE, OWK OHLLTHah, EFLIGEHLTHS,
@EfE, OFX OX 5, FAI-VHBRINSORBEETRTHILLTLS L0,
SHA-VEELWEREE 352000, ThIREOCAKE, HHNERIEELL-T
WHrhTHEMhoilLn), & X L,.< Fhid, Yo snd Ll 0¥ T EioEE
DRLDI, F—=TFHROLIITE D,

Sha—VEHRE, —RIKEDSN T30S 5WAMEG S5 LS, MKy
KLt #ed, s IEBEWEBROEHETIOTHY, ChoddbDRR—IIN-T,
BEMICH Z0EEMECRS ARRRSH, DORESHBELEELTOEGEETHHROE
CERURI L, HEREFROHEERLEILL > THISIF20TH 5,Y
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Tl FTHIFA-VICETBRHOELRE, BEFW{NOoLOBRMBLEI TS, 0l
BTHRHEILRIEDTVENI, [FAT—VviE20T | BE#EhEolR, F—F Ly 55—
AL 7ol b—x ] #OfHSTHY, ROy -7k [FE] 28,
HOERREBHL T3,

DNDONOFHETIRICT S DI T~TEROZ ZOEMICT ER L, SHHEIFARE &
I, BREAACL - TEYLSTOAEDOEEMOML, PRI ENLLODORE
DHDERTHL, PRCESPRVEREEARR I LI CRAZTITED s RBI D L
BN LETHEH, ZMEIARDOESTHYOAZ E LI, HAOLEOEAITBHED A
h, FBT, KMWCHREESI B ORI TR, BREBY & THEME « TS
DEMERITBNTEAML, HADEHRI BATSH S &R EREBE S b0 & B
NBEILHFELERESLS55E I &), L0bIFFERIEBOTR, —EBRIIE-T
N3,®

F—FE [T o] %1805 FICET, BTV 4 vl v i EROBTEE L - T e
LA, HEhBENSIZLT, EOFREEEZ, 2O0ENKRT, F—Fl@ V41 &y l< v DEEL
BEUALERTFTH-EWZ B,
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A= (1770-1831) 13 TRF#E] <, MERTEENSEMOEbEN, R, =i
BRBEBATORIEHBE | EaT, FHh0v-fHbi & LTY S — (1759-1805), 4 —
7 (1749-1832), ¥ =Y » 2 (1775-1854), 71 w4 i< (1717-68), £ LTV o V—F IR
B, TUTRAF s T4INNVL e Tx e 2 lb—40 (1767-1845), JU—FU bk « T4
Tab=4b (1772-1829) % &, ¥ S—0H v rOBEOFHE L MSELBIEL, FH—&
MREBZOEREEZ, THEERMIIERLLIELES > TS, V5 — I3 TAR
DOEMNEFICHETIEE) T AHCHSTEANBTAMICELIEE,NHS, E0S5BEMS
AMZZEEL, 2OERTENEEOLERER TS, EA—FILRES,

VIt B L, KNEFRERCRES, @R, OEEMBLT, NEcEEESD
2R bDIL, LLbit, HEPARTHMWEMBOEE, SIBEWH LT, BMERNT ALK
LEHEE, b-THEHOHED > HBHELZS L2 DL ST, D2EVELVEDE
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i3, EHNELOERENTLOEDESRERILLELOTHY, ZOBRILI ZHIH
HPTEDFE E b3 D T,

A=, VIR SR, AR ESR, i BRLOHE - EMADI L LILEEZR,
N EEMBE LB L TCEOR—AREOEFRERAL LS L LEARBWIFMiZ5L TV 3,
—HT, T4 vTAg 20T, BAENOSHFTHEMICHLLWERHOELZ V0%, £/
Lo RFZRRLUIEAPOVEDTHESL I EERH T 5,

Winckelmann was inspired by his contemplation of the ideals of the ancients to
fashion a new sense for contemplating art, which saved art from perspectives dictated
by common aims and mere imitation of nature, and set up a powerful stimulus to
discover the [true] idea of art in art works and in the history of art. For Winckelmann
is to be seen as one of those who managed to open up a new organ and a whole new

way of looking at things for the human spirit.""

RAZ—= (T avrhzy] T N=FNpoZOEHEFALTOEH, ZO0%DO~N—4
LVOEEIZRMA T -, FRid, Yet his inew] outlook has had little influence on
the theory and scholarly study of art.’ &3 D TH B, A ¥~ E-THNE, V4 v
BT Ui, EREETREDLENI IETHD, RIF—BT 4 v r AR U BORE LIS
DY, EFHRTHISEREM T, BERZHRH, BERHTFETCThERLT hDH
T4 T EPROE DL TH B, TOEKT, Potts digRT L5, [H%F
HLRAF =PI ECEBHZXNGENL ], L0IDEMNERTHS, ¥—Td V1
e v EBLTHE Ut T oMELEERENCEESSTF LT oA LD
IZIREHE D TH - 72,

AN—FNVRERO BRI ONT, TEEHRE] © [FHI o] TIHd~5,

FLEALRBELRAAPERALE, BV EHOWIBEEFURELL, AXEEA5T &,
AR L, RALZABIZORBAEARICE, AMOLHEDS » & SRRVHEIZE
THRARAS, BBRL, £SMTEOTEE YPIERKSEH I L, SHRER, AHOM
FUZH 5 SETENAREMPMHEIF OB L, PELTEIITEOP, BEPHEHRIDD
BilHh - TRHMOATP R LI D IBRTRETHEORMS La %, BiFPHBICR
AUTHRBREEZ B Lo OAB LY, AEPAN, BPEFEZLEMSY, AHOAR
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ROZUEALE-&T5500FT~NTE, MEPEFOITNTELEBTHZOIITL, ©
Wi, ZERLERG) OMBDHTITHIAA T, REEZHINT 2B EREOBANL
BWOEDIRTAIE, — EMRIS ULZBBEBETRIESIAOATEESAT,
AALOOEOHRERBROHESEMO L LT, cboWEAE#RATETTT, AE
OERICHEROOOY, HOSWIBEBEEZIANZICELARZTHARES OTF,W

ZDON—FTNVDEZE, NAF7-0 [[Fif] ORO—iEIHBLI>THEENLI LS,

The function of the aesthetic critic is to distinguish, to analyse, and separate from
its adjuncts, the virtue by which a picture, a landscape, a fair personality 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 conditions it is experienced.®®
X E AW

RATZ—=@BAN=—"FTINVBOE50EDDEDEFAI, FhiL, Zeitgeist, bW TH 3,
73 b &F35 b+ rFERK] (Plato and Platonism) i280WT, [FYWREETS] S5 5 2
LA P RO, N—FIMZE > TEEWEEOPTREOBHHEC OtOFE RO THLA,
=i, BX, f% FTHIZSVEENCT-LEHEEZILZ0TH S,

That ages have their genius as well as the individual; that in every age there is a
peculiar ensemble of conditions which determines a common character in every prod-
uct of that age, in business and in art, in fashion and speculation, in religion and man-
ners, in rhen’_s faces; that nothing man has projected from himself is really intelligible
except at its own date, and from' its proper point of view in the never-resting “secu-
lar process”; the solidarity of philosophy, of the intellectual life, with common or gen-
eral history; that which it behoves the student of philosophic systems to cultivate is
the “historic sense™ by force of these convictions many a normal, or at first sight ab-

normal, phase of speculation has found a reasonable meaning for us.%®

CIRBOWTRA 77—, BRI RO AFEOSENEIREREET LI EE, oD
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BETA30TH B,
N=FIiE, R4 F—Dbwa xR 28 Ui, 18t olM.L &AMz
2T Gombrich KD &£ 2 2G4 5,

The very concern of the eighteenth century with the enlightenment, the creation
of conditions favouring culture, also led to an increasing interest in the conditions of
the past. Winckelmann'’s praise for the arts of Greece went with a conviction that the
whole of Greek civilization accounted for this efflorescence. His conclusion was that
this made ancient civilization supreme, the model to which all others should

aspire."®

For Vasari as for Winckelmannm, art had indeed responded to favourable conditions
* but declined when conditions altered. Now there was no ‘decline, only the logical
progression of the Zeitgeist which had brought about changes in the monuments of

the past. The changing styles of art thus became the index of the changing spirit.%?

NRAZ=PBEFETEE3, ~"N—=FN, REIY, vV R EOBHEEREY Y ToE
BMELBIKHRT200THEEGFETHY (B, THR] $558F), £hroizx
£ 5= (75 v ET5 PoEH] OBBE (75 P OEE] 28T, 2OEEEWLH
L& d &L, RA 7 —-IREOBREREOREE, 1891 LS 2FIThFTIT- LT VAX )
FX ALy VTHOIOBHER, HBEOHIKEEbYE, HMHEIIEE - 2B OEIEFE,
I ETT - T, BOBREDENTH - 7o,

£ & &

18734, RA 7 —0 [NExH 2] HEICE2BET, HEEEERE{ZILOIR, Fa
Y OEBR, WEBERLTH -1 BT, FY VY TERCOVTET 4 Vb rbd, BEHE
BMIZDVTRA=TF VDB RZAN, RFZ T4 VA0 BRFOITEIZIZ, Va2
KBNT [FREOIEIIT] EEREEY, TOMEKEMNMM IO, A4 —ItB0T,
TRTOEMPFEEFTRKT DDLU 7, CHEFE S UENBOESTH B, X157 —n
T4 VNIRRT T ROEARLOR, FUVTEROLy B XTHB, £hiE, moble
simplicity and sedate grandeur’ TH b, ThEEFALL [Z4a—-20] M 54Q, %Q)ﬁﬁaﬂ@
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i EWEFEEZAY, RN EREICHERICESC S LoRBEHE~AS 7 —T TER] ok
THINTIN D,

Only be sure it is passion -— that it does yield you this fruit of a quickened, multi-
plied consciousness. Of such wisdom, the poetic passion, the desire of beauty, the love
of art for its own sake, has most. For art comes to you proposing frankly to give noth-
ing but the highest quality to your moments as they pass, and simply for those mo-

ments’ sake.®™®

Eio, [Pal¥a—xik] TRA5 -9,

Now it is part of the ideality of the highest sort of dramatic poetry, that it presents
us with a kind of profoundly significant and animated instants, a mere gesture, a look,
a smile, perhaps — some brief and wholly concrete moment — into which, however, all
the motives, all the interests and effects of a long history, have condensed themselves,
and which seém ‘go absorb past and future in an intense consciousness of the pre-

sent.®

ZOFEMPSR, HOFLEE [T VY] OERLLELOS bicllRahs, 2o TH,
A 7 — DR EEHOKEN S REICESL LTS, HELEE - 20RmMIE, =14 —
M ZFOMMEEEZS TR ZORMOHEEEAE L TO AL SITENT ST,

* RIS KA & — 10 47 MER KRS - FREREFS CER20£ 10 18 8, B FHKRSE) KT
OEFXELLZLOINE, BEELELDTHE,
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(1) Johnson, R. V. Aestheticism (London: Methuen, 1969), p. 2.

(2) Uglow, Jeniffer, ed. Essays on Literature and Art (London: J. M. Dent & Sons Ltd, 1990), ix.

(3) The Renaissance, 'Preface’.

(4) Winckelmann, Johann. Translated by Henri Fuseli. Reflections on the Painting and Sculpture
of the Greeks (London: Routledge, 1999, rep. from 1765 edition), p. 30.

(8) To423—v) BEMERUAXIU—BHOBSBTHE, CORBOTF—TRIOHERFY VT
FL boA LORBMBEL, [hos TS| CHERT 3, FY v T7EOTHRLERE R
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MESHI— U oA FERANOKERAE L EDL 00, oA FTALBREAEMEANYE
hede, KEABICERZEA LS4 I-YRTM7 7 F0BYEHE 1, #hoHR TN KEIZ
ZADEFEEbILhABREN, TOBRMHOBFEAOEERALRKEAEN [F4a—2v] TH
5o, COEBIZIS6ECD—TRASHh, BERY » FH v OEHERNDSh T3, ERER
BEERIEZ SN TRASOEBREFLF T LY, ZO0ERIBLT, Y4 v5y b rd5ta—
BEIXSIZEHLT, EEEHROBEL Y NVFY T 2N T[7Rx—4 2] BETHRLEELED
BERMA, Ly vy YR I54 3—]) (Laockoon, 1766) T LI, ¥— 70 I OBHEINH T 257
Bid, NA 5= Appreciations @ [ T—Y v ¥ | (p.68) TH—FEFELT, [F—TiTL-Tid
EHEOH WS B, FEBEF, MABRTRRICERL, B, 2%, FoitRoRMcidsc L
Biahovl, EEETIEETHEATNSG, SRR F-RBlUy vy, ¥—FEbBE A5 KR
oo [BEOEZE] 2 W72 0Z 5,

The Renaissance, p. 131.

Ibid., p. 184,

=7, BHEER 57— 7 HREwaE] (BRIEAFLRE, 1983 48), pp. 60-61.

Al k&, p 17 '

NG, BRINER TEZE#ER] bE (Eart, 1995 4), p.68.

Potts, Alex. Flesh and the Ideal: Winckelmann and the Origins of Art History (Singapore: Yale
University Press, 2000), p. 20, quoted from Hegel's Vorelesungen siber die Astheiik (Frankfurt-

am- Main, 1970), vol. I, p. 92.

AN—FVDZDERERA F—DF o T DT ORI LR L TA2 O IHEKEN, ~
A & — D & H BT B,

Winckelmann, by contemplation of the ideal works of the ancients, received a sort of
inspiration, through which he opened a new sense for the study of art. He is to be regarded
as one of those who, in the sphere of art, have known to him to initiate a new organ for the
human spirit. (The Renaissance, p. 177.)

Iid., p. 20.

~N—4), [@L#E, p.5lL

The Renaissance, ‘Preface’.

Plato and Platonism, pp. 9-10.

Gombrich, E. H. fn Search of Cultural History (Oxford: Clarendon Press, 1969), p. 5.
Ibid, p. 13.

The Renaissance, pp. 238-239.

The Renaissance, p. 150.



