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George Moore, James Joyce and their Relationship with the Visual Arts
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1. FC®HIC

TANT Y FEINOER, VoA LK
¥ a4 A (James Joyce, 1882-1941) % 7 5 B2,
LIFLIER SN 00, FESTANVT »
FEFNOMER, Ya—2 - =7 (George
Moore, 1852-1933) TH b, L—TIx, Y aA
AfEE, FHLLTS)IZATE, MEROTZ Ry
7 =) - %4t (Edouard Manet) %L F# — -
N7 (Edgar Degas), /MK DT I — )b -
7 (Emile Zola), FARAT77—% < F )
A (Stéphane Mallarmé) 5 & XK & i, Z
D%, Ty FYOTEIZ/MHRK E L TEY;,
EHIETANT Y FIZLIES CEREL, #FA
DTA4)T L NFT— - 4 4V (William
Butler Yeats) %7 L T1) —J A (Lady Grego-
ry) HEF TN UTTANT v K LEHEESR)
MLz Lz, HifEida > B TaIME
T 72,

TaA AL AT OREMEOREN LD
DELTIE, HWIHIZ, 74) v T - <v—=H 2R
(Phillip L. Marcus) A2¥19684F- 123832 L 72 “George
Moore’s Dublin ‘Epiphanies’ and Joyce”, 7 )V
JN— bk -V TEY (Albert J. Solomon) 771973
SR L7z “A Moore in Ulysses”, 197740D1)
v %« A4 b (Linda Bennett) (2 & % “George

Moore and James Joyce: Story-teller Versus Styl-
ist, 7M1 w7 <y H—3— (Patrick A.
McCarthy) 19834 D%, “The Moore-
Joyce Nexus: An Irish Literary Comedy”, 1995
F£HATD, =4 v F- v 17— (David
Weir) |2 & % Decadence and Modernism D% 6
# “Joyce and Gide” TOFMAR T a4 A &
L=T OBRIZOVTOFREREN RS D
ELTHEITEILENTES, HRATIE, &
FIEKA [V a—2 - 4 7W%E] (20014F)
DT, Yaf AL s—=TOBRIIOVTHE
L TW5,

L=T eV a A A RIZOVTIE, L
L OWFED R 4 R BLR H 3R L TV 505,
FFIE~Y oy h— v —REEERDPERL TV 5
bo (v H——99-100, %E 215) % HE
IRLTBEz,

(1) TAYv T2 - B )y T Tho72D5,
FNEELRL, HOZ WA NEEAIZZ
&

(2) FHorxicowrEF DVTYTYR
L, SO REEFROGE LT
Nl

(3) KERHED» Sl z Ro 72 ETEWIC
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(4) A F) A/NHOEHE S HEN, FF, AR,
BRERORELN) AN/ 2 L

(5) BfEMDETNVEAFYAELETAINT »
FOANIRDI-Z L, FRrlicus 7, 75>
ATH5D

VaA Ak =T O EOIESIL, £ =
ALWEEN, FNHES, FEL T E
REEZEZDEBIZEETH S, FEIZ, 2—T°
ISVICRRF LB R %2 57280 Th -
12l emERHE, WHEMOFKNADED
BZTBLLENR DD LB DL,
AT, A—TOBREHEmTHL [—
HIEDEH] (Confessions of a Young Man, L\
T [E5H] L8BT) oF 7 A MeZhext
REEb6NHZENZ0Ta A0 [Hw
HOZMEDE ] (Portrait of the Artist as a
Young Man, VLT [HR] L&), BLOYE
M CTA—TIZEREIN TS [2) v —X]
(Ulysses) ) OF 7 A bk OBRE L TH
72\, ZOEEZ, 77 A MO THER OIS
TEHF VY TSN %h o 72ETICHER
LTHREVEEZ TS, TLARTIE, =
NOVER DR ZEMHR T 22 FTIEN %
HTho O, FIRIRAZHIZImEFEL, ¥
EXLRKREIR, Y a— VLT ALNEF
BLTOWCHEZEMDOES = AL L T,
ERDEY Z XL $ HIRAEN 2 2 F12
Lt TBE 2\, Yaf AlE, KADOT —
 — - 787 — (Arthur Power) (2B fE/ER
(modern writer) DZFNIDOWT, KDL H 12
BRTWz, TOESE, Yaf AHHDE
FoZAXANHE L THREZIENTEDLTHA ),

When we are living a normal life we are
living a conventional one, following a

pattern which has been laid out by other
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people in another generation, an objective
pattern imposed on us by the church and
state. But a writer must maintain a continual
struggle against the objective: that is his
function. The eternal qualities are the
imagination and the sexual instinct, and the
formal life tries to suppress both. Out of
this present conflict arise the phenomena
of modern life. (Conversation with James
Joyce 86)

TaAd AL, EWMREIBERERICL - TH
Lo/ BBy —] Lz
HORITNE RO ERRTnz0THh
bo AFATIE, —=ThHVafANEGE
N T EMBIEERT HI2HY), =
NDOHEEREROIRZ FIZHEFEHLTEBE /2
Vo UEEDEIZTANT Y RIZBUTAESY
ZALDEREFDO—EHEH L T S
Ll L2

2. L—=T7 ¢V a3 MR EHSBERER

LA=TET a4 APEETLIHLE RS
20HEARLHNBEIZ T TOT A VT >~ RO,
HRCAmMEMDLLE T 2R L TB &
Vo ZOBERDOT ANV T ¥ FOEHEIZOWT,
S.B.7 & 7 4 (S.B. Kennedy) %, “The rise
of the Modern Movement in Ireland in the 1880s
co-incided almost exactly with the beginnings of
the Literary Revival.” (1) &gz, S5
RO L) IZHHBIL T b,

The period from the 1880s until the 1950s
in Ireland was greatly coloured by ideas
of national identity. Those who embraced
Modernism, in so far as they thought
about such things at all, felt that the new

art, which was internationalist in outlook,
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best expressed the spirit of the age and
the opportunities created by political
independence; but their more nationalist
minded contemporaries felt that the only
appropriate themes for a country seeking
self-sufficiency were those drawn from its

own traditions. (1-2)

COBMOTAVT v RO, F-uv
INKEPLDETZALDFAL F T aF)
A LRLEFER) & EE L= T A VT 2 F
MEOZMZMLL L) ET28E L w)
DOFNDHFIZH 572,

LA=TIE, bEHEMEELELT/IIANL
7225 720 FEAEH O 1874 FIGIR AL §
%8 1 MENRIRED SN2 L%, ko
YA RTEORKIE, L<HMeNnTEY,
Cohch) oML, [HFA]D IFELCED
nTws,

TANT Y FTIELNEY, 1040 EEN
T, 18844F |Zthe Dublin Sketching Club4F ik &
K[UIEFEDY 24 LA - KA v AT — (James
McNeill Whistler) 33 ¥ - %+ —3Y = ¥ b
(John Singer Sargent) 5 322720 T DOHT,
RO ZRDON KA v AT —Th), 4T
EEZLZOIX, FETIE% {, “the colours and
other formal structures and patterns in the compo-
sition” (Kennedy 4) TH 5 & L, SHOMK
ZMNZOBDERZERR LT2ohA v AT —
OIEmDEIRIE, &7 OWIE IR D
BErFrb1D Lice BaAIL—TI31893
FAZHRS 2 [BU#EE] (Modern Painting)
DEIETHEA v AT —Zm LTW5ED, T
ANT Y FOMEEMIIBIT5EF =X 41
FAVAT—DIDRRIZIEILELZDO0H L
Nz,

W2, 1899412 4 7)) » TModern Painting
BB SI, PR 2% ELOLHOM

FIRAEHE AT LD TRRE N2 ZOFI,
FL{bYa R, H—0REFwRTHL [T
VNV ET - THFI— [SOAER L]
(“Royal Hibernian Academy Ecce Homo' ") %
FNTWiz, — 5T, TANVT v FLEHER
BEDSEDACEY, A=TIEM 24V 50FH
WTZAUZ—RIIZSML T e,

ZO%, EEIZBWTH, TAVTYFD
MAMEOBEZEMT L E 5, 2 LT, 19014E12
&, EEE RS =) - &— > (Nathaniel
Hone) &EFEAA 2 A VDB THMEDY v 7 -
A x4 (J.B. Yeats) DEEXDHHEINS,
ZLCZORERD, TANVT Y MEOZ
WO DB EE S ZonTE o7z
(Kennedy 6-7)o ZODREES% - HET, 7
LT —RAOEHETHLHL 22— - L1~ (Hugh
Lane) (X, INZ&HIZ, 74y iaT7— D
FERISEY M T X124 5,

19024E 12 Y a A A8 %35, 2L
TIFEZ O, 190446 HI6H IZFE L 72 5 /
Z - JN—F 27 )V (Nora Barnacle) & Hi&\»,
COHOFTY) P [2) o —X] 12H#ix
Nz ik <mehnTwsd, 190441215,
a— - LA Ey 7)) il BASER R
IHHMLTWD, ZLTC, ZOFEAfHERHH
&, TANT Y FCEERLEE) O R & B A
—ZL, ZLIT)—kAN, 14V 6D A
YORFRVICHNEELTETL LIRS,
0%, ZOEMEORHRTOY, 7
YTEML VIS 28l hb, ZDX
IS, A Ay, FLITY—=RAN Va-—
T A=TIE, BEERISRGEOLERLT
Wiz, E51C ) =X 2B 5 1E
KV a—3 - v+l (George Russell) (Z,
FIREICEIR & LCiiED LTH D, 19044512
X, BBEROBWEOX 2 A5 —7 - EU—
(Gustave Moreau) D 52EE% bR { 21 ) 721E
571 Y TRERLTWRY,
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TVaf ALHREEMOMRIE, CNFETH
FOwRLONTIhnol, TOHMIL V3
A ZADVERIZ BT, FEERMOAERIC
T, HEZERAOFEINEDL 0247 0n
Tk, FLT, ZOTF—<ICEb LGRS
WZEkIiIH D, ZOL) P THEEMOR
BLTafAADT 7 ANOWALOMIZ, Va—
Ve A=TERBEBVNCARALI LI, ZOMREE
ZHBIEDOTHMTH S L) IEbILD,
CBIZIE, (=20 2= X] BIRAEFETICH 5
HOTANT Y FOEBEDY A FOFLOMH
FIZODWTIRANIE 2 THIZ0,

Michelangelo Hayes, Muhammad, the

Bride of Lammermoor, Peter the Hermit,
Peter the Packer, Dark Rosaleen, Patrick
W. Shakespeare, Brian Confucius, Murtagh
Gutenberg, Patricio Velasquez (12. 189-92,
THUTEFIZL D)

REEMICEAT2ERP DR w [2) ¥ —
X oHpT, 2 TRESNNICESL G ER
DR ZABEIT 5N T, “Michelangelo
Hayes” X, ZOFF 7V A —LTEZINZ,
IR DT AN T ¥ FTHESLERN LT -~
EIZPY P TWAEHROAHTTH 5,
‘Hayes” x4t 3 &, A %07, Vit AW
WEBR L - ZMER0Ir 7 vy bite 2
L TEBHTHAH9 o “Patricio Velasquez” I,
ANRSL YOHBEREDT 4 T - NT AT A
(Diego Velazquez) DHAHINETEEN7/2H D
EERDIENTED, BEVaARAIZD
ZANE [ TANT Y FOFEREDY) A ] 120
ZTCWORiE, I E CHMEZREHIIR S
NizZel3nholze T TLA=THPELL
[BURAZI] %5 1 2% “Whistler’ OHIT, A
DHARDRD LI ZEF N TS T L IE
HL7zw,
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The greatest painters, I mean the very
greatest—Michael Angelo, Velasquez, and
Rubens—were gifted by Nature with as full

a measure of health as of genius. (15)

COEHNIL—TIIMO TENEE E LT,
37TV IR ENRT AT ADLH EEITT
Who VaAd APEIFETRL [TA NV
T ROFEHEDO) AN IZEENEZANDE
MRDOGHNL, A—=TICHET L2000 L
WL, dLEFHLZETIUE, ZO=oDF]
IS AOREINZBE§ % 4 2 7 0 Heaili 14 % I
IR LTWS I eIl h DY,

3. I—FFnEHI & TEVADOEMRD
Hi&l
C0L) BHRAEROBT, 4—TEVa
AAFZEDEHITEE L) ELLLED ) Do
HIZWEWCHLL—T0 [HH] £V aA
2D [HE] %GB ORE L7z,
[FH] Ca—TRHEGICKREEEL S
ATEFEHLELT, A F) A7 VRFEAD
N—Y—+-Evia- =z — (Percy Bys-
she Shelley), 75 Y ADFHEANDTF 7 4 )b -
T—F T (Theophile Gautier), 7 ¥ AD/h
WEDF /L - K- 23y 7 (Honore de
Balzac), 1 ¥V ZADVERD T V7 — - R—
% — (Walter Horatio Pater) 4 N\ % 2813 C
BY, 204 NOfEmE DR, WIFED
HIZR->TWwh,
AANOHTYH, Tz =X, A—THE
WCRKERBEEZZIF725 AL LT “Shelley
became my soul’s divinity.” (3) L /EMOFHT
BASNTVD,ZL Ty x) —DBTL—
THHA )y 7ENZETLZZEIZONT,
“Shelley’s atheism had led me to read Kant, Spi-
noza, Godwin, Darwin and Mill.” (9), & 5 W&

“I had shaken off all belief in Christianity early in
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life with Shelley’s help.” (48) & iR~ & LT
bo Yx )=, FFRICEHEESHOY a4 A2
bREREELGZ T, 2O L, A
TA =T ) =@ “To the Moon™ 75
D—HiZLWTHGZEOZY) (102), HS
DEMTFHD B OH T, A Defence of Poetry?®
SEIHL TR ZEOHENT LI LB TE
% (231),

A—T1%, 187T3FICH R 27 L T8 A

Mo T LTY aARIEB LZ30FE%ED1902
A AT =T OTANT VY KL
MU I AOREEEIE, 7S ER OO &
L<, [&H)] ©ofF T, “Two dominant notes
in my character—an original hatred of my native
country, and a brutal loathing of the religion I was
brought up in.” (88) & iE_"HNTWVW5E, A—
Tiday R o/-d L3 TREL 557
WL OH S MR, BAESELD
ELZZEZRDEHIZEBL TS,

The years that are most impressionable,
from twenty to thirty, when the senses and
the mind are the widest awake, I, the most
impressionable of human beings, had spent
in France, not among English residents, but
among that which is the quintessence of the
nation, not an indifferent spectator, but an
enthusiast, striving heart and soul to identify
himself with his environment, to shake

himself free from race and language and

to recreate himself as it were in the womb

of a new nationality, assuming its ideals,

its morals, and its modes of thought, and I
had succeeded so well, that when I returned
home every aspect of street and suburban
garden was new to me; of the manner of life
of Londoners I knew nothing. (114, F #
ZEFHIZLD)

COFIHOTHITRLIZA—=T OB WL
HoBwE [Hig] OFEARRT 41— -
74 —4% 5 A (Stephen Dedalus) (&, LIFLIE
FHLTwb, Lb, AT ANT v Kh
BS) NFRMLOE RN IR RS HElE, A—7
DA EFEF I DIZ > T B,

When the soul of a man is born in this
country there are nets flung at it to hold
it back from flight. You talk to me of
nationality, language, religion. I shall try to
fly by those nets. (220)

L—=TE, [HAD T, Xk ThL 14
% O18TAFIZ Ml S 7258 1 IR IR R T,
7 7 ¥ AREB DHERDIZIE AT, F LB
EVEEINLOXHOHRLDIT L2 &I
NTwb, A=TId, 2Ok XFIIBITL
FIREROBEAZE#RLIILD, T4 7 b—
U+ T — (Victor Hugo) D#F % 00T L 2735,
“Without a ‘like' or an ‘as, by a mere statement
of fact, the picture, nay more, the impression, is
produced.” (45) &R~ ZDOHT “impression”
EVIEERE# L THWILO TV,

COBLA=TIE, BT ANVT Y FIlEo
T B19054F 12 R L 72 /h@d, [#1) (The
Lake) DT, 4 XA =T DR Lo 7]
FIREI HEZ ) AN EEbR T2,
XUh—T =k, A=TOZOEMDT a A
AN B RG22 L RIBHL TV 2,

Joyce pronounced himself immune to the
beauties of The Lake’s conclusion, but his
work was profoundly influenced by Moore’s
subtle use of repeated images and other

impressionistic effects. (108-09)

V==L, A—TIET T ADNHED L
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Ko 77—V 727 %)% (Edouard Dujardin)
WS, INRIREICOWT KX B ST
E L, R IO W T EARIZKRD X
IZHHL T2,

What Moore learned from Dujardin,
actually, is the great possibility of using
impressionistic description; but as Richard
Cave has noted, Moore improved upon Les
lauriers sont coupés by making the reader
‘aware, as the spectator is in viewing certain
styles of painting, that a selection of sense-
data has been made for a private subjective
purpose. The nature of that purpose, that
inner controlling force which determines
the essence of a character at a given point in
time, will reveal itself only gradually and by
implication through the total pattern of the
novel’. (109)

ZOLET, v ==, TaA AFFIC
fﬁ@ﬂwﬁ&ﬁ,T17¥W7/iU%ﬁ
LAL=TPHHEARZLIERL T b,
TaA AN [HE] ofT, FIRIREH O
Bz o X ) icHwizrbn) 2 kizo
WTlE, E—1 A - ¥—7 (Maurice Beebe)
A57 C, “The Portrait as Portrait: Joyce and Im-
pressionism” CHEFEAIICER U CHB Y, T 2 Tig,
FOEFIZNT HIBRTEBE 720,

(1) HRIROEFTEELZOIL, WMHETL L
w%ﬁﬁ%@%@f%b,ﬁﬁ@ﬂ@m%
W F IV, (16-17)

(2) ya4xwfxywu—@%ﬁu FI%
RICE DK, ¥, &, &, SHOMHOLE
R ZIT w5, (19)

(3) TH®] oh<T, AF1—7rnEL Y1
T ANRHEE, ANEOELZVEMZ 6

5B 2 20134 3 A

RHPFATINZTHIN2DDTH LD, b
ISR & B b DAH B, (27-28)

[H1&] oF 27 2~ EEISRIREE X, KF
WEFRER AT A =TV - TA =5 T A,
BEREICRLBEERIETT, EMRICELHUIE
# L&) ETLEMOBE THIDV TV
IHilEbhb, AT =T, FTY) v
oD ) — A2+ TWENFHHEE L TWw b E,
KA L o THOREEE» b s
LEFELTESGL, KOFIHO X512 [FhK
HEROER] ("notes of fitful music”) % [
W7o k) RSB L TV 5,

It seemed to him that he heard notes of
fitful music leaping upwards a tone and
downwards a diminished fourth, upwards
a tone and downwards a major third, like
triplebranching flames leaping fitfully, flame
after flame, out of a midnight wood. It was
an elfin prelude, endless and formless; and,
as it grew wilder and faster, the flames
leaping out of time, he seemed to hear from
under the boughs and grasses wild creatures

racing, their feet pattering like rain upon the

leaves. (179, TH#UIEHIZL D)

K> - ¥7 4 — F (Don Gifford) &, A7 1 —
TR THLATT A — 2OV THIRE
ZOEWME 70— F - F¥a vy ¥— (Claude
Debussy) DEHEDPFRIZH D EHEHL, &
512 “elfin prelude” &\ FEAJIE, FE v
V=0 [BHoO TR~ (Prélude a
Uaprés-midi d’un faune) ~DT V) 2 —3 3~
ThbEBRNTWD (218),

) =R TIVENDOKROWE % LK, A
T4 =T UL, BRICAY O~ RN T
bo ZLTZOHZFMOESG EEQGDYE
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T, RDEIBA A=V %X 2 s, B
DEERSIED) ALIIZOWVTENEKS
TWwh,

£
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He drew forth a phrase from his treasure
and spoke it softly to himself:

--A day of dappled seaborne clouds.

The phrase and the day and the scene
harmonized in a chord. Words. Was it their
colours? He allowed them to glow and fade,

hue after hue: sunrise gold, the russet and

green of apple orchards, azure of waves, the

greyfringed fleece of clouds. No, it was not

their colours: it was the poise and balance
of the period itself. Did he then love the
rhythmic rise and fall of words better than
their associations of legend and colour? Or
was it that, being as weak of sight as he was
shy of mind, he drew less pleasure from
the reflection of the glowing sensible world

through the prism of a language many-

coloured and richly storied than from the
contemplation of an inner world of individual
emotions mirrored perfectly in a lucid supple

periodic prose? (180-81, THRIZEEHIZ L %)

ENRIRAZ I D $L 122\
KDEIIZHBHAL T 5,

AR

EIRIROD -6 L7 LW & L C,
50 EfilrE L W) T ENEbN L, &
LR EHSC L2 T, Bl
&, 7‘)7\A7b>l’7,77‘n% AT LT
=R (5? CH) L ENHLDO

DRAET ﬁ)ﬂ%};ﬁ R - oA A v,
;ﬂ%%:/\l/\y FOLTRESZ &K,
Tl LB AR BCRE L 72 % & /N & 72 Sk 2 1]
HZAERTW L, LWV )R TH S, (11)

Vadf A (HF )

FREDBIHT, AT 4 =7 L, FIRIROH
KD LI, HER»LOFTHIZHS R
A 2 EICBWERYE, 527 A4
LoTARZ Pt TSNz T
G2 i  BE EER DB L AWt R %
SR\ kL A ERAEDbE WD, L
LELOBNOBE 2R R, HAOWME
LD LN — N E D D5 O~ L
WKETEZRBZEIELTVREDTHE, 20D
ERIZ, AT4 =9, BHPORKELT
EME BRIRELTLHI LI D,

J =R - TND &) il ISR O R
DUfFA TGS Ch o720 Va4 R
[2) =] T, BISMFEFHD & 9 il
ZEEBICLIEE TR, FIRIREH & Db
N2 B bErEREZROTALIENTE S,
7ok 21X ROEHT T, LA RV Y - T —
2 (Leopold Bloom) (X, LD FI2dH 5
A= AMDITHEDIEH S 7)) XL X D500
DZEEEVWHELTWS,

Red rays are longest. Roygbiv Vance taught
us: red, orange, yellow, green, blue, indigo,
violet. A star I see. Venus? Can't tell yet.

(13.1075-76)

Thtild, k2 [2)vy—=X] &va—-v-
L=T LDOBRERD Z 1T LT,

4, Lh—7&E TAYP—-X]

[2) 3 —X] b, Ya—T  a—TRHED
e E EMEICBE L T b 3, bR
FTWnEIATIE, [l OFEANLDF Y IN— -
T 7 4 (Oliver Gogarty) X DXL, ¥ =
AADRNT, BEFNERDOF ) /)N— - IT]
TADLENCHRELTBY, S22 Y
&, [ —X] oFT, X714 —7 Dk
KNy 7 - <) H Y (Buck Mulligan) & L
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TEREHLTWD, vuyh—y—iF, [ —
] HIIFHEORBET, <)V BT T) v
BIZA> TKZWI LD LA, IH T 14§
AASTNZ A DTS LT b 2 & % 5
LTw3 (111)s

[2) 2 —X] B1IFETIE, HBEERD
~ =7 UEORFEOF T ) VENFHEMICHE
ENTWVD, BIZIZROETTH 5

Woodshadows floated silently by through
the morning peace from the stairhead
seaward where he gazed. Inshore and farther

out the mirror of water whitened, spurned by

lightshod hurrying feet. White breast of the
dim sea. The twining stresses, two by two.
A hand plucking the harpstrings, merging
their twining chords. Wavewhite wedded
words shimmering on the dim tide.

A cloud began to cover the sun slowly,

wholly, shadowing the bay in deeper green.
(1.242-49, THUIEEIZL D)

# LR O 2 OFATICOWT, Y HE I,
DTFOL=T7D 3=V WD E] (Parnell
and his Island) (1887) OB & DFE L \»
B zfERML TV 5,

This is Dalkey, a suburb of Dublin. From
where I stand I look down upon the sea as
on a cup of blue water; it lies two hundred
feet below me like a great smooth mirror; it
lies beneath the blue sky as calm, as myste-
riously still, as an enchanted glass in which

we may read the secrets of the future. How

perfectly cuplike is the bay! Blue moun-
tains, blue embaying mountains, rise on
every side, and amorously the sea rises up

to the lip of the land. These mountains of
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the north, these Turner-like mountains, with

their innumerable aspects, hazy perspectives
lost in a delicate grey, large and trenchant
masses standing out brutally in the strength
of the sun, are as mailed arms of a knight
leaning to a floating siren whose flight he
would detain and of whom he asks still an
hour of love. I hear the liquid murmur of the

sea; it sings to the shore as softly as a turtle-
dove to its mate. (1, FHUIIEHIZL D)

vt L, LLEOGIHZ &2 ORi%OE
HTC “ring of bay and skyline”, “bowl”, “mirror’
HEDAA=TRRXY T 7 —=HHHETIED S
CEREWMLCWD, TOLT, A—=TIlko
T, WOFEIRKEEREL TVRDLDITHL, A
TA =TT, #BEEERLTVWLE
BRTWE (222),
VHEYOEMIIMZT, ZOZOD5|H
DORHERDOZ EEFZ DEIZEZEI I 5T
{bo TTL=TIE, AF) ADQAFEED
¥ —F—0%H L s oL 40z
EERWMBLTCWAD, ¥7) Bl E0RH
X, 74T Y PO ICHEEEICEYT
LEZATHo72e TLTRIZA—THRID
BLTIT VAR ZHEDSITTIRZ TS
CLIZHEHLTBE W, 77V AFED
LA—=TIZLDOEIHD® &, “Seeing Dalkey one
dreams of Monte Carlo...” (2) &% 7)) V{E%HE
OCMBEHDO F—F -z v oA, ik
W L2 REhoE T va ER R L72H
ET, RDEHS) D EEEBLTWD,

I dream of Paris and of what Paris would
be if within a few miles of so beautiful a
panorama. Paris would sing in this bay;
Paris would dance on these terraces; columns

and palaces, balustrades, arches and cupolas
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would extend from height to height the

enchantment of their architecture. (4)

FTT)VBEETTVADA A=V OERE
bEld, VafALEPIZHATHDE L)1
Bbhzd, 81T, LIFIHLAEY 7Y
YEDOIFIL, T OEET “The seas’ ruler,
he gazed southward over the bay, empty save for
the smokeplume of the mailboat vague on the
bright skyline and a sail tacking by the Muglins”
(1574-76) LB SN T2 HEREERED
HE, FEIRRICET AV alvda - A—
7 (Georges Seurat) 23\ 72/ V<7 4 —
DHTd %, Les Bas-Batin, Honfleur (1886) (14
1) ISt TUMTL 2D TH b,

ZZTE, T2 v —=X] B 1IFFHFORR
WHEIZBITLTANT Y FET T ADER
BRI LY, FoHGmd, )R 7
T YANDERDBEHIZHIZL TV AE, 20D
WA CAT A — 7 2387 v OEEE
T, Va—7 7yl o BEOFL LR
BHILEHIZHSD [haLy M FE R
575, TITORMEIET 7Y ADFERE
MICEDLLDONLELEEINTEY, o—
7H [HH] T EFCw 58S v,
L—=TIE, [EFA) ohT, Y227 2ET
T T Y ADINRRONNVAF Y 7O EE 5
FENTVDERIZOWTHRmE ML T2
25, ZhE [IhaLby Mo wERET LA
TA—TYDRIZERLIENTELHL L
N7evo M2, RBIRFFA~ TV X ("Mal-
larm¢” [9.109]) 3 HEHO P E Y 7127 > T
bo FIEEIMEET, AT A= VIE, TV
VDXL A =L THHAENS "AELOU’
(9213) LEEVTWRAS, ZHUE, A—T 7,
[5H] THRALTWL T VFa—)b - T
A — (Arthur Rimbaud) OEFIZET 55D
% 14TH® “Anoir, E blanc, I rouge, U vert, O

blew” & EbELEHTHE,

LA=T1, [HA] OoF T, Ny 2o
EREEMEL, NV vr2d LICHGO
BAERAT 5722 L2 RD L H IZHBRT W5,

So with me; of those I have loved deeply
there is but one that still may thrill me with
the old passion, with the first ecstacy—it is

Balzac. Upon that rock I built my church,

and his great and valid talent saved me often
from destruction, saved me from shoaling
waters of new aesthecisms, the putrid mud
of naturalism, and the faint and sickly surf of

the symbolists. (76, THUIEHIZL )

“Upon that rock I built my church” & \» 9 #45
X, BEEOYY MRI6FEFEISHID “And 1 say
unto thee, That thou art Peter, and upon this rock
I will build my church; and the gates of hell shall
not prevail againstit.” Z b £ IZLTHH, & —
TIZZZT, ATOEmTHRIIRA, €O
L DR 7NV Y 7 OFERBICIR 2T
bo THUTKENT, W s e AT
ET7OELLPMERDPEN) T EIZDOWTH
i B LT\ B

O CAT A — 7 VB [/ A
Ly M wEEBHLTW S, Z20HT, ®
1E0) <% A{5® “upon this rock I will build my
church” 2D L HIZH Lo T, HEDRD
ECide <2 (void”) @ RN D
DThHDHERRFZEIFLHBEN TS,

the church is founded and founded
irremovably because founded, like the world,
macro and microcosm, upon the void. Upon

incertitude, upon unlikelihood. (9. 840-02)

DY void” D LIZEINIZE W) AT 4 —
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TryoEEE, Ho2ICE) A MUIBITS
MO E RIS DOT, [ ¥ —X] o
THEMREEE Y b > Tnhb, 6 IfiRET
X, YA 7 AETEWLEDEEIZ, TR
PEIHENTVEY, ZORMICT TV AH
LOBMLDOREEZFAND Z LD TE D,
Y70 AL, 18664F IZFEMm Th A [l
(“Ouverture ancienne”) D FEHHIZ, F1) A
NADBF LMD ED L EHIZ, o
—YIPRETH L L EHERT L, 202
EHREBFIFIERIZKRD L) IEH L Tw b,

(i) DR, >n»T (i) ol
EFREMLaHS, 2L T [IRREOHRNK]
V) FEE R EBICHO b -HA %
ZIIZEEL A S, BlICL2EMO
() OEBIATE O CHEF 2 H o TH
B3 2 KE N O FERERY 2 REER DS, Z D
DOIRFEAZLZTNE I EEH S0 TR
FTIZRIERNTEA D, (348)

EIMRIIZDOWVWT

Saturday evenings in Dublin, and Joyce's parody

VO E VI, “Moore's

of them in Ulysses, were in imitation of Mallar-
mé'’s Tuesday evenings which Moore had bragged
of attending: “a few friends sitting around the
hearth, the lamp on the table.” (225) & iK-~<TC,
[2) Y —X] OFTHAOFLIZERTVD
FTN) Y TA=TITo Tz s v
LEHFFHEDE NI TV AHN) TKIEHIC
1o TV EMEDE D KIEZDETZ L
%ﬁbfwéo:ﬂﬁ%o&%&%ﬁféé
B, SN RS LB IR, 2kl
y<®bt/7ﬁﬁiEJ&ALwaé_
b, [EHH] OFFIZL =T O3 Rk %
By B 7R o—fo a7 L LT
MO ENTEDLOND LN,

20134F 3 A

5., Da M APBALZ—-- Dy AN
Pk, a=7&TagRzonT, HIRR
BEE Db, FUAMNERLTANVT Y F
xOCHLEMBEOEREZD LIZEF =X A
O EDHEEXHETE 2, YVaa R
H%@W%®A~7#%,mﬁiwﬁm,ﬁ
L WL ORI, w07 7~

AXF OB &, WOIEdIZE > TUHE
255 DI LEFALEDIWL D TH b,

&C, VaAREHRIRVEDO IRl &
DEDLYIIEDE IR DEDEDLD o T4
T AL, B ZXLAZEMIZOWTIKRD &9 12
LT\ 5,

Modernism was international in character
and affected all the arts. For the first time
since the Renaissance it represented an
abrupt break with tradition and saw the
forging of a new set of values and critical
criteria. In the visual arts it contained the
basis of many sub-movements, of which
Impressionism, Post-impressionism,
Symbolism, Fauvism, Cubism, Futurism,
Surrealism and Constructivism were the

most influential in our period. (3)

20MADOMEZEM L, F 2 XA, FKiR
Ta—=NVLTYRNERIZERL, Yadg
ADVES E DD Y b Ek A 2 fAREED S i &
NLIHNHhoTETWDS,

ZH)LHT, BRTREZLRVDD, T
ANVT Y FHOMBHRTHH AL = — -
Yz L v b (Mainie Jellett, 1897-1944) T& %,
Tl vy M, EUDIEHIRIRO L TR
VT wizns, ) TEMBITOH L, 1923
T U TIE LD TEF 2 LR L DfER %
BEL, Ya—v - Ty RIVOETFERUT
NITHb, Vol ML, VaAf 2ol
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IZOWVWTOFERDIEFENTEY, 22,16V
AADLEHRBETHD LV MBZ LT
Ebo 1272L, VaAALDRELENH—
Ohb, YV lv MIEEERBLT, WHUER
JVAT ¥ Tholze XY TFa2LEAMD
TINX— ) - 7L —X (Albert Gleizes) D3
Brmd{zIlrT, Yzl v bhE F2EX2L
OFFEEHNTH M) v 7 OFHMREH &
ELob, Yol ME, #719»T, 1927
FEDHIMIFIIPT T, FHENEF—T %
F 2RO TRIEHelT 5 (TEdHO—1F]
ELTHR 2 22H) 25, Ihooffmoh
121, “purity of Gaelic Ireland” (Kennedy 48) %
RIS ENTER LFEN TS,
TANVT Y FLOFEEE LT, YaAf A
MEMTHAL CTE 2D, B o bo
BiEWHTHo720 Va4 ADKDTWETA
VT v R, XEEEOR TS -#lmE
OFIZH DD TIE LV, T af A, Y=
ALDF L EERT 52—HT, fEmT
X, RWHRHOBEHRZFEST A VT Y FD
2 F 7% o 72U R R 2z o ToAMEE AT JE %
Z7-FIHELTOARRZH VT W2,
DL [RERLME] 22 a4 ANKRERT
HTANT Y NALOREE & Lga",
Yl vy bOREEMIE, FaEXLE W)
B OHETY a4 AR L—=THEIHh 5B
HLEH)ELAA M) X0 RERD
DTH5BHEV)HT, RELFIELIZ TR
T [RARZN] ZIEMTHLEFZHD
TERRWVEAI Dy Vb y MV aAfAE
PATTANT Y FOEY = AL ERET S
FEMRTH LI TH %,

* AL, 20124E10H27HICFT IR TR X
7o HARPE L P i 4564 R & 12 BV T T -
e E [o—70 [—HEOEH] £V aA
A0 [BHNEMROEZ] %D CAHEEZEM] o
FERERNRIGRINE - BIEX L 72 D TH 5,

iE

1) [ —=X] ®F 27 A MIZIE, James Joyce,
Ulysses. (New York: Random House, 1986) % H\»,
FIHO® & DFEMNIZZ DT 7 A M 5051 H
DifEHE T LATH T &£ BN LTz,

2) [2) =X HIFHETIE, 7 v LA ET—
DFZH NI DV TIRD & 9 IZIRART W 2 By A3
PIRTWV5%,

Art has to reveal to us ideas, formless spiritual es-
sences. The supreme question about a work of art
is out of how deep a life does it spring. The paint-
ing of Gustave Moreau is the painting of ideas. The
deepest poetry of Shelly, the words of Hamlet bring
our minds into contact with the eternal wisdom,
Plato’s world of ideas. All the rest is the specula-
tion of schoolboys for schoolboys. (9. 48-53)

ZLTT v EiE, E0O—OEROEEFEE
WZHNCTEB Y, BIRIX, 25\ 72 The Winged

HorseX BB L 72560 #E { AT A D#E1E, 1904
2, F7Y VAT 2EIZb ) BRENT
Wiz,

3) BHERE, [HHA] o727 2 Mt L7zNotes
IZBWT, RTATFADRIZRS NS —HDE
FoF4lx, AL VEBOWMREL R -T, 4
RORZOMBE Z T aholal LIZHET S
LHEMEL TV (207)0 ZOMTHL—TRV 3
AADING AT A g L7zon b Ltz

4) [HH] TlE, S RA—DZ0FIZONT,
“Arthur Rimbaud was, it is true, first in the field with
these pleasant and genial theories; but M. Ghil in-
forms us that Rimbaud was mistaken in many things,
particularly in coupling the sound of the vowel u
with the colour green instead of with the colour yel-
low” (58) DELHICEKLTwE, —F, V=
A LA - 74~ (James S. Atherton) (X, 7 —
H— - E X (Arthur Symons) O The Symbol-
ist Movement in Literature7S> 2 4 A& 5T~
IS BENRIEWRIEIS R o722 L' iE
L CWb DS (The Book at the Wake 49), 3 E
ADZDHEZEOFT, 7y R—OREICHET S
#Fl, “A, black; E, white; I, red; O, blue; U, green”
(38) LBIHENTHEY, BEDZOINFIZIESR
L, VaA A "AELOU(9213), T b
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