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HRERE 7 —

Svetlana Alpers B+ tHa0 5 & 24y

VoA BRSPS T R

=
mi

Svetlana Alpers (1936-) {FH: 1983 HEFTHARAY (% Bendigs:: L - 2 %
W d) | Eh s AR e A LUE G By sttt A IRTE > DURF
iy 2 SALZZRNIER » Fefar STt T BB R [ERYERRE « i A 2
TAVERAT » REAZE L4 AR 24722 Eugéne Fromentin ( 1820-76 ) HYEIELES
2 PRI AR LE/ 2 A TR - 1970 F4X > fEE2#E Eddy de Jongh
(1920-2002) HY[EEE® (iconography ) HZE#RICH A L » de Jongh K EIERE
HRSE G RSB E 2 BRI MM Ryl (G ol 72 JFE S s a2
AN GAZE T - Alpers B S E 22 E R R ES0VEDINE - M5l RE
HINFAFEE T MRS - R BN SR - &E Alpers HYEIR:
H— LB R Ry e M N T oy > N B (5 2 s R ZE AR - s B RS0
7o’

V=3
fi

ASGEEEAT Alpers 1Y 1976 3R (45 B & 4% 1 - BM T B F £ RO
1) 3 BRI R > ¢ SO ERIE AT R BhEFTEIE T g Alpers ()
sm AT > DURCA S R S MR B T M o A # 7y  SCEEAEREATI EAY E TLIA]
A HEPRSCERLEFR Georg Lukacs (1885-1971) HY (AF &H 8 7 ) —3C
Lukdcs DL M #eiad = 4 500 6] 0 5 BRISRECL W 0 —3B  JEEMERIE 2 E
ST RENR AR - Alpers AIRFLRESS [/ 2 PRE i hnfy 3R - AR
Lukacs Flgad " %5, A1 " #0E ) (YRTRLE @ sGEFAERTER T Alpers BFFEIL
G » ASCRELL=EBI0 2R Alpers B2 55 B FFRELITHEIERS - DUR AN
AT E LURCER Ry B AT SEARAE o > Ryt Rl K ~ (B AR A T AR LY

' Svetlana Alpers, The Art of Describing: Dutch Art in Seventeenth-Century (Chicago: University of
Chicago Press, 1983).
2 Mariét Westermann, “After Iconography and Iconoclasm: Current Research in Netherlandish Art,
1566-1700,” Art Bulletin, Vol. 84, No. 2. (Jun, 2002): 351-372.
3 Svetlana Alpers, “Describe or Narrative? A Problem in Realistic Representation,” New Literary
History, Vol. 8, No. 1. (Autumn, 1976): 15-41.
* Alpers £ IESCHIBHTE - (FTRE ISR M E R EE TR — A Bt e sl - S48
HIER 7 » [RS8 ¢ “It is to be part of a book of studies on realism in sixteenth- and seventeenth-
century art that I am presently preparing for publication.”
° JHC ks “Narration establishes proportions, description merely levels.” » % Alpers 5| Georg
Lukacs, “Narrative or Describe?,” in Writer and Other Essays, ed. and tr. Arthur D. Kahn (New York,
1970), p. 172. Alpers AfiFEEHA S 2 S5 A H Jit Lukacs 3L -
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HEERML S B ENRE o B—EOE D F - oS A SCEYE EEEE
WIS  FER DR EE8 AT FIBR- VB ERE TS > W
TEREER R A EIRE - JMEEE h R E L E RS A R R E B - 5%
B3 FIRARE 7 [ 1 4008 > BReAE — M i sE VRS - RN+ L e EE
7= (Realism) > B+ A T EHEA YR -

Alpers DL 17 tH40 28 B 2Lt SFEL 552 Giovan Pietro Bellori (1613-96) ¥
FAFIEZR Caravaggio (1571-1610 ) HIYEEERAE F55A35 H » Bellori 345 Caravaggio
AT G YRS B RIS RE T - (E L HP R TEIHY G = RIJ%> Bellori JEEIEFEE -
¥+ Caravaggio 1Y ( % %R cngr iz ) (1600-01) [[E 1) FFamby "= 223 78
s TR ERTSE PN B E S T TR E  BEEERER TN TR
HYESRRE b - Alpers 35 F 35 BB BAT SR EARAY [0 MR- ac &g R 5
R EERETT

Wi 2R EDEF > J0 7w L {7~ 147
kcE e 2 s BgiFarisl 4 I AN L o e e Gombrich f (FE
BoF) P T Ay REX EHBEGY R F T 50 E
PP R ERIRS T P e AR EEHP OB ITRORE S
FEOTET RERE (& F FAAEH) SHE TR o 4
gl 4 R PR Bt gt o e Alberti #73) 67 s ¥ % (istoria)
oo P hE BASIGFER B PFAE T { R
By R A - !

Alpers DL T H4E 38 AFIEEE Leon Battista Alberti ( 1404-72) FJ48 214,
ARERAA T AR ) EEAA B EELG S iy s S EN T2 A & o Alberti 1948
EERE NI 1435 FVEA(E (hE ) (De pictura) o > FNTEEE " HEE

(compositio ) HYETH > Alberti 3278 2 ] TP & E R 41 & R — RIS TE RS %
B A EREAPR USRS MRS NEAE A T SEE 0 B TSP

% Bellori {YJ5 2k © “ istoria...affatto senza attione” » Alpers 3% 5 : “truly without action” « [F]5}= >
p. 15.
T [EEE= 5 pp. 16-17. JFSZAIT ¢ “It was basic to the Renaissance aesthetic that imitative skills were
bound to narrative concerns, as means to end, and on this was based the notions of the appeal of art. As
Gombrich suggests in his Art and Illusion, the very perfection of imitation in ancient and Renaissance
art was in order to achieve the end of intelligible and convincing narratives. Writers in the Renaissance
agreed that itt was specifically through the movements of the body that the passions (or movements of
the soul) were made visible. It was from this that appeal of art followed, on this that appeal of art
depended. The istoria, as Alberti wrote, will move the soul of the beholder when each man painted
there clearly shows the movement of his own soul.”
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wEFF - P

GHp T BIRE T TR ) DINGERILLEIER W T BEE o RiR T A, &
R —IERERAVIEEE (historia) - BERSEAS I AABR 5= 20 H
5 @ERIANSRIE > BRANE—REENZ T - °

Michael Baxandall %5 Alberti HyEE i RS (IR EREEEHY B 15T
2 > Baxandall 5t > " compositio ;, —zAfE(EEE THIZIGE S MRS > B8
PO © e/ NEEAZRY T AR T RER > AREEME R T TR THIE
ASEEENY T A o Alberti (HiE R B AR A SCEREIE PRSI
FlaaEz g EEEEsTE TE ) B T AvBEL o L TR e T E
EEEE A fE G AHVESHE - Baxandall 553 - Alberti Y (%) BASLE
FREABMAEIEY) > BT SIRES R N\ LB IR T 7 A EEN
NER T AIPERGE R > SEAIEF S MLEAE B R 28 (E R EE - R
(art) FHAEHY - H T SEHARAPREFMZEL - WV E S HIVEE > DURAIR
PTG E R A B S B B T e T TS % - ° kI8 Baxandall (1
B SRR SV EER - (R H B E R SO ENER > 2B A
ENRFHEEE 2T

TEEs T ARl ARV ERE 120 A ©ekphrasis | - S E GRS ~ FHIRRE
HVEETT » Alpers 5|02 2 AFIEZ Giovanni Boccaccio (1313-75) ¥$irEE
% Giotto (1267-1337) HYFFam > SKRDREESCEAE SHEk iy Ef MR 70 IR B B P SRR
e 0 BRI S > FENEEREaAEE SRS
BF P o] Y PR AR AT i R Bl R AE S DA Ry 2k (e FE A > i R e
BVEG - S5E0Y R EE RN R EREE 2 T A ERGERAER R E
Tt - 2N T AR RafokK I £ 2 EHAY » PRI At 40 Sl iy e S 0 R B A A
M > WSCBE B HARY AFTRE R — T DARUR B BUE 2 5 [ ) By B IRV IR E
il - RSV B4R 2N S8 BRI ER itV B SR 2N e A58 o] B E B IRy
fESE R TN AN o (#HE0 Giorgio Vasari (1511-74) {FHEETEIE

¥ Michael Baxandall , “Alberti and the Humanists: Composition,” in Giotto and the Orators: Humanist
Observers of Painting in Italy and Discovery of Pictorial Composition (New York: Oxford University
Press, 1971), p. 131. Baxandall FAS7 5k Bz Alberti f HZEE > [EXA0 R ¢ “In De Pictura II he works
up through his hierarchy: first he discusses the quality of planes within the members whose the surface
they make up, then the proper relation of members to the single body, lastly the function and the
relevance of bodies within the total narrative historia.”
* EL2E > pp. 134-135.
" [E#E= > p. 17-18 = Boceaccio 5T Giotto HYFsh » MR FiTfIEETE 53 BHZE © T Giotto #-
e w ] 0 Fl 5 7R T B g AR B 0 @ 3 B T RSO Mg R 4 s R
£ By g4 Eaz o JHSOR | “Giotto had returned art to the light after many centuries of error
by those who preferred to delight the eyes of the ignorant rather than addressing the intelligent with
recognizable figures.” » [tt 3 & Alpers 25 1l Decameron, ed. C. S. Singleton (Bari, 1955), 11, 15 (Bk.
VI, Ch. 5).
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HTEE R Giorgione (1477-1510) HYfELLEEAREREEHN AYRIS ERER - (HE]
FEIEFAEH PR E] " ekphrasis | SCEEIREETE) o NMIEA T fElEE -

RS = > Pradny " RGEE ) BRMERHY T LR EIE - TR
FHEY > EEEBERE - B 22 ISR TR ek - DI HSHI 2R
P ERE A IMERN RS2 AN - BETTEI R > R E R T BoAF i
HE St DI YRR AR « BUERHYSE —ERAER e A it (4
TSR ESR  BAIEFHVETE - A BERHE - ditry SR ER R B
R RV Fan 2 T - 28 T 1 N E S S RIER AT B2 U
SRR Ry (PR EERE  SR M5 AN A MR 4 = A FEE S S a5 s T ey
B B BEFERE M E SRR REE - RIS 2 S -

PRGN TIHY DA o RIF BN ARG - (R B R g EE
BN - (BOERSARE T EEEEYRER - SrE
FEAOEfEEE 2 ERT - CFEEEZERRL - S AN EEREE
=PIERPHEEERNF O 5 - 2B IEF IS - 76 410 Vasari B Bellori
S - UL ERCEERT EERvagERH 2 d  BE2 TR A itaY - (RE
HEIER I A GEEMTHSES P EUE - Alpers 58 Ry B fEia A R AL IE T
-t ac &t AR M EEE - — )51 > 4£ Giorgione ~ Caravaggio ~ Rembrandt

(1606-69 ) ~ Velazquez (1599-1660) Eid Vermeer ( 1632-75) FELTZAVIEL T »
& m] REEA B B A S - EAGS TR RAEVI R BEETEE
B HREZBHAYI N —PHVENIE - H—T7d > ##Y) - BReEESFEREET
EERCAay S AR ZIE] » B EREE TR TOEHIER - A EH
FP R E—(E EERUACE FL A BRI TEL - M-l S o E R &
FHNTE » TN PR IR - SR T —E81R A R ARERET -

T BETERE

it

il

T+t R E S D e E R BN - WHTSHTL > de Jongh 5223
I FEETFREEES  EEH- - T I I B4 IR A VBN 5
408k - DA de Jongh Bf > fsR s+ ARG E T A RN EEENEE T
#¢ (realism) > 22— " HEEAVEE T, (“seeming realism”) > FEEAVEE T
FL MG EEP R iR R A HSES (realized abstraction ) '* de

"EEE= s p 17,
'2 Eddy de Jongh, “Realism and Seeming Realism in Seventeenth-Century Dutch Painting,” in Franits
ed., Looking at Seventeenth-Century Dutch Art: Realism Reconsidered (New York: Cambridge
University Press, 1997), pp. 21-56. de Jongh * 1971 LA SC2 R AT - 1hE A Kist Kilian
Communications FYIEEERR A o
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Jongh LIS A B{H B ARHIAERE IS st E O HER BB 25 - ISHEE
HEAISC A R (3 2A0 Ry R R B > PSR S Lt an ] AR A fff -
B A B A L R 22 (BB S % - de Jongh 300 » E MO EREEE
DA S E RS DS T S chE AR E s £ 2o 1 | P Sy
NS BRSSP ER E S R R A L B A R
£ TR T RLIN S -

AE de Jongh FEffith =4 B (5 2 2% > Alpers BiR & E B EEAVEZM: > (H
A1 2D e P DY e oL e = e w12 R 2 S L R = = S o A e e w4
HElo % » TECBEEANEZE T » WARHPREEER Y > MeEHNEEREES
LS A 0 (KSR T RN A o Alpers FIER T A BT R (ESL RV S E
Rt > 1 Velazquez (Y (-~ ) (1644-48) [[&E 2] Fl (af 235 57 f=f ~ 7 )
(1620) [[E 3] # > BIEELAHERRNEEAY) #2118 8Tsy
=PHREE R S RE N A AR = E - AR
=HFERE  MRHEEEN I EE U SELNEEAY s AILE T AN
[HifE - ZFENEENHE  SEENANSEMEE 2 TR KENE - A
Caravaggio ( F %R coax iz ) [[& 1] & > BE LR TIVEEREER ABEIZERT
(FE B FERERER AN RS T S ERES  FII E REEV2dly tH SR B AR

FTEHIE

d AT FRaiRt NE R BRI NPT L LS H
F L AN G- TR R Sk ARG B8 T SR
MEPEERDE R EREIIA N Fob Pty TR RO
- FEN 14

DI GBI ARAE BT Velazquez ~ Caravaggio {FinHEERITHYZEH -
EaEaHEHE  HAELFREFYE - BN RSREERER RSN RE
HTeT B EA A ARG v SEE BIME A2 B AU HEfT 2% Vermeer £ Rembrandt /Y
e fmER B MEMIE ? M9 AN EE QA RUi B S EE REES fl—
£t Vermeer WY FH=EHAT 22 E 00 R LRI IEEAVEEER ? Alpers {24 (4 %
hEE W R R E) —EHPAERERANEES - 5 H Vermeer FTIER THY
SFE=TAE  RBHESHEEANNIL T Alpers 585 Vermeer 4 2 F-JLI7H

B E FEE > p. 26 © de Jongh {E32H15 [417EEF A Constantijn Huygen ( 1596-1687) {4 » Hii®
Fy @ “The goodness if God is be seen in every dune’s top.”
" EEE = p. 190 JFSC41 R £ “To the suspension of narrative action and the concentration of description,
we can now add a further characteristic to this seventeenth-century realist mode: its radical
commitment to the engagement of the viewer. These works appeal to the viewer most paradoxically
through the asserted real presence of a fictive world. And they offer this as an alternative to appealing
through the enactment of a narrative action.”
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$5 B & 4cE 2 —Svetlana Alpers 22 - = ¢ & B § $jie

RAE Ry (FHY R > WA ERF AV M E SR B A E LB
EU T 2 FRERI AV E T o KL Vermeer Firffisg iy 20 M & — e L A i 5 L B
AVERST o Alpers DL 75TH4E Francisco de Hollanda F1-f 71 42 Cennino Cennini Y
S SRR ER > B SCEE S - &PLRA - B E S B
iy » LT R R B R IEEHE (unselectively ) ~ FEEU R H 2R VAT A S
V) > ERdEG = FRMERICE G ~ &2 ERYERlT (an art for woman ) » FHE S 14AR
HEFNELR B2 S B G SBUETELGIRYAH AR RS - 5 S ({52 55 T RE s
WER D PO E R B LR 2 > Alpers 385 Vermeer Ffli4g 6y 2
T HEA RS B 20V - APEeEER - 2 EFE NOIEN LT B M=t
Syt EIRFERMERAT - (2 N AEFEEEYIFIZE A 2 B N A= > Vermeer
HIFE ES VA T RS A B 5 Ry 25 IV RFEL -

ZJj> Rembrandt » Alpers 585 LHTElT A {8 5273 S B BT AR 4 - el
{ar 48 2 A [E] 8 TR PR S EUR A PR [E > Alpers BEJERY Rembrandt [£
ENVBERIER A > Rembrandt &8 REACIUIE BT 2 I8 b Ry % B0 AL SR B g (F )
7 MIELEE A EREMZ EA M IECE - BRI EER A B S
FRE o (i EBEINTFEAY 2] (the craft of representation ) » 3 A {5 A AT ELEAYEL
= EFFEENIRE > T2y T ARIMERTVERRZRE » — MR YRR o 75 3
EHEEEA > EFRFESAAREN - RO EAREHN B ERERE
HE Ly SRR ETIRE HiVEEItEECs - EEEFEIERRA - KERT
JEPREBRRIY R e vl ge M bR » HARIN IS E R LB S » B E
EERZEIE T TS B gERBIBRINEE o mE+tHacnyEi
# > 5B Rembrandt B2 FHYE R OBREHEEE - B0E 2 Velazquez ££ ( § k4 )
(1623) [[& 4] F AR ~ RhnEef 2 BURHasRpr 23RN /KR S 4g = 40ET
A [EF B EBR AT 23R a8 DU BRI B BINES E - BEEERAMIR A K
B e BT 5 FHEITE b > 5832 HYT 02228 3R & T (represented presence )
HEH BB RINEMABRNIES > WEERNES  BRHIEREERE
R 22 B SO AV M ESBREIERIEE - (i E RS EEEI
(A EFER B BHVAITEREE - 43 nVERMT M~ P ok R I e E T
Uit T REA[EIRF - 7 e B Bl 8 (B A 0 Bl 5 B (EE L2 EE R -

EMEERH I iR A & T T AL S Ei S S et i A et 28 A A =
FIALHY A - it (levelling aspect) FfEr o A o] FHWA{E H [ 2K ERE T Alpers Fiy
sifgEiEn—(L  —JTHEEM (design) FMEIRIEATEE S H— A4S
HIRERS o Alpers 50 Ry & AR D Al MR A R (2 i dg == B FH e s 2

F%p 2% | (from life) > Karel van Mander ( 1548-1608) =L AV s A HF

' Svetlana Alpers, “Epilogue: Vermeer and Rembrandt,” in The Art of Describing: Dutch Art in
Seventeenth Century (Chicago: University of Chicago Press, 1983), pp. 222-228.
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RERS F oY

IR ILEERE AT 5 AL B PR 4 AT 4a s - 1 M A BBk B A
EEENANE  EHCHCHEEEN T SXREN WSS > (HEEEA
ERAVAEREM - B L TSR E 2B AT o B0 Velazquez HY (¢ -k # )
— ARSI R R IR F (5 ZE P 23RAA PR AR A 1 R BE e
st S AW AR Ry T EIRSR BRSNS BT E G - T a1 W A S s
FIHY - AIEEHIR RIS R B R YIS - (G Sy B A TR AYREM 2 -+ E e
FoEEMES S o BN Alberti /£ (6% ) THREMFENVSEEMSENE > &
FEEHE D gD R BR > FESHRER IEREERER
N ERFTANZ SR TEER-REE s - HEECH &R A
BERE P EENCAENVEM - T RET A RARENSENE  MEF
YEIRR e > R H AR -

= TEHET R E SR RE

]

Alpers STHHI 55— E BRI HH4E 8L e 2 BB L - FEES i
WIZEARGS | » 14 FI8 £ (Realism) 1 B-F LRtk aEay— R -
[FI40 Linda Nochlin 558 £ %72 2 B AHTH 1840 % 1870-80 FF AR5
ITHRHE R EEEE  STREERELY - ZEEATNER -7 %
YR S B SRR E | B E R A BT
B (R A AR LT B AR AT E S B R B B 4 2 S0
BB - BT E e SRR REREE T E G R R
s [ R B R R AL e 20 2 E Fe M2 - Alpers (28]
MBI ZEM: SR BRI B - A Rt
(BB T2 - Alpers ASHHEHFULAT B BB - [FRESTE
{F b P SR A 2000 o DB (AT E) » 43%5 | Michael Fried A1 T. J. Clark
FrER T UHE S BT iy ok % ) (frozen) HEE > MR+ E HHE R0
AT -

- % 4 > Michael Fried 3% % # f## i % Courbet fv Manet /2 § & 3%
R REL T - ARG AR AR S e
SRR S BHEBGE P Fried ALk Bt FY 55- A
AR AT R AN PR FR TR o G e
KR e  _Manet o (F B et £ Yo ¥ - 3 g > T.J. Clark A%t
Courbet 547 3 ¢ e I 4&F Fhehf B 2 o B 0 SRS H s

' Svetlana Alpers, “Realism as a Comic Mode: Low-life Painting Seen through Bredero’s Eyes,”
Simiolous , Vol. 8, No. 3. (1975-1976): 115-144.
'" Linda Nochlin, “The Nature of Realism,” in Realism (London: Penguin, 1971), pp. 13-56.
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vh B A AT AR RAP I Lo W A Lo HR
chE B M o Manet ehx £ x L B & L 5|z o 1

=

+ i i
R E R

FERLTRPTRT AR » -+ URI-H e S BB (AR R » TR A
FAESEH EREE R — ) BEACEATE) » DR RS RIRUR (the
levelling effect of description ) = T HIZE T + 1ER L 4L B BEE T A 45
TECEE R - T S B BACEITE L T L e B e
ERABEREERETEAS - FHBCAHLETE -

AR S E EENCFEES? Gustave Courbet (1819-77) » Ffa]E—
ST E RIS B E LFF (0 - James Rubin 585K By Courbet FYE & » A TGLA
R E T (Realism) EFABEFHES L hE—IHETES) - LEF
TR AN AU E G - HEly B R e B R PR H o 4 E TR Y 1 - 7F 1855
FEREFEYSCFH 0 Courbet ZEOR{EMEAHEL IR » JRERIER K 23 H
BRI - i~ A RECE RIVEE - A 222 R A il 2 igHy
HEY - e E Al A= S 2l (Part vivant) « fHEASCEE L 22
BEIRE I ESK AR EAY 3R - EJ?*HEEJ‘% Sy EERE > Courbet EHE IEAY
P SEODMETE H A A E s RN AT RE R E AR RAYEY)- " BL Courbet
By (4 # 1) (1849-50) [ 5] J%TﬁJ AR dn e g MR R A AR 2 g BT
FEPE4R S T o Courbet fE4RFIEHLLAY T /ERFE(EANY) - A aH ZIE A\ V)h 65
HIARE %Lﬁﬁﬁiéﬂ’]lfﬁﬁ o FR AMIZENIZIN - ERAIEEZ RS (BT
BB E M

Alpers [L#7 Courbet Y (4% # 1 ) F Caravaggio { ¥ # 1¥ ehé~=1]) (1600-01 )

[E 6] ZEPIEARIT © B T FE e N ERAY) - Br 7T
PR ERVERHS - HERII A ST HEE - A\ CHEIRE A EEE
[HIFL > FEFHZEWRRE S BV R B - EXRFEMEETEE - WEER
YA W RA—AEREAVBEE - RARAEMIERS - /et Em F
BAFELHIMEL - Caravaggio SR MENGRES (F & 7 chér=]) AVERES - RIRER,

" EEE=p. 18. [FSZ40F 1 “On the one hand there is Michael Fried, who has argued that there was a
conscious strategy on the part of avant-garde artists — Courbet and Manet— that provides “a new
paradigm for ambitious painting that no longer essentially comprised the representation of action.” To
simplify a complex argument, Fried sees in the frozen figures an acceptance of the artifice of
representation itself that is the genesis of what we call modernism in art. A most famous example of
this frozen style is Manet’s Dejéuner sur I’Herbe. On the other hand there is an argument, best put
forward by T.J.Clark in his fine study if Courbet, that the freezing of narrative action and the turning to
description is related to a perception about the quality of modern life. Dispensing with action leaves us
not with art but with the fragmented actuality of modern life. Again the Dejéuner seems to provide an
example.”
' James Rubin, “Realism as Language and Attitude: A Manifesto and Its Contexts,” in Courbet
(London: Phaidon, 1997), pp. 156-174.

? Linda Nochlin > ( B9 i &) JfcHEsE (FE 1 85 0 1998) 0 H 147-148 «
34



RERS F oY

s T FIRAVTHEE LU BRI SR TR Y e 5 > SHE R B E MBI ERVRE > 12
FRE(EEHAVREEE - 1M Courbet 1Y (3 7 1) ARG E RS S AME
BRI > B2 Alpers 58/ HEMTUCHEEZEMAFRE - /£ (#
1) o AEEAIR R R BN HE IR ENER > B R ELE
BGAIERAERNAY) > B0 LAY A 55 2 4 T B 08 ARV R 4E T =2
W MIFEEMFRENZT EAMEREE AN INEE TS8R
Courbet jRitt & ARV RRERMMPEBIEZ T A E 2R BEAT L BRI 24T HY 5
B EREm AN EEE g -

Courbet Fr N EflaRIRAILRE > FAIRL TR ERZ T E2MEE - £
K > Alpers $g Ko /LI ECAYER U -

% Zola s - BT B B AgEHEP & | IhE - B
Adm AR -tEEF B SRR W R R FaE TR
i P o B i i g & de Piles #T e RAE S F7 0 vt i Seurat
Fv Courbet ¢ (1 ) » & #-i7 chve P fLw 3K 84 5| Caravaggio >
Velazquez f- Vermeer o 2% i & /% #%%| . Seurat ¥ 5 ¢ > Seurat
PR S AT 2 Bl e iVt S R kP
FIHE R AP RS ET L RRRE PG - ARITER B
FIBRIHT FARFEFERIRELE HFH 2 LA
WE R R R K o

{& Emile Frangois Zola (1840-1902) $}&EECAE R - o] B EFEETR FEH
WEHHHRATERZ S B ERrm P E AR —EAmE—iEsE - B
SR EWNAHZE T A SEWEFERENSEES: > e " & ST
ARG - EEEEANHERE AT TR ESIINPEMNER - EE
iz E AN B SRR - B EENERGEEN 24 ENEMEE Z
SiTRUAN I ? BEAVREE H VB SEM AR - MEAEEIRZEHkEL - 17
Georges-Pierre Seurat (1859-91) FRrEY (HF 71 ) [[E 7) —FF » WIS
R TR EERETHV AR ARG T » A EE IR EA I E
¥ o AT gE T AT EI AT (RN EE A B BRI 7RI

2 EEE= S pp. 37-38. JESCAIT ¢ “When Zola protested in one of his Salons that what he wanted
above all in a painting was to see a man not a painting, he spoke right to this issue. But of course he
demanded an impossibility and went against his time. Impressionism reduced art to that color of which
de Piles spoke. Compare a Stonebreaker by Seurat to Courbet’s and cast your mind’s eye back to
Caravaggio, Velazquez, or Vermeer. We cannot tell in the Seurat how color as imitation ( the artist’s
claim) is related to color as ornament. From representation as we have seen it in the seventeenth
century, we finally reach the point where to represent is itself acknowledged as the making of an
artifice. Realism turns into artifice and so goes the course of art into modernism where paint, not man,
is the reality represented.”
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Rl BFIR TR - PR s Sy HAYA R 2 S 28 mT gL HAY T T2
I T LRERVERNE AR A 2R M SR -

Vg~ /NG

FHELRS de Jongh IZHREEIGAVSREUE S > Alpers AIEIFIFRER » REAE 0L Ryal ok
TR SRAEE S > — PP S BE MR OB HRAERT
%EEEIEEHU& 2R - BRI SRR ) AE - (F Ry B CEERYIERS - Alpers
BAERE ~ SEVS IR R S - AR EA o B S BBl 2 ] - SRR R N9
SSHUEIIES > PRET AR RAVERE N R - BB T R SR AR Y
B > Ml IR B G T Z A PRE Rt A A i A2 R R R B B e 432
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