NI LT 7 A %D
— T RUT Y - LA DY D%

MLl A

FLwIiT

FEDEFE RN 7 v 2N HgEE, ZhBE»S/NLo XA VTR
U7y - JLADOHBIELTHLWLNR TS Z bbb R K5I,
PIRRIRBRICRB W CTHEERREI 2R d. LIHD, REOETNVER-T
RU T TR L TIEE < oL FEEBNE T, N T U &RV
RNV L TIE, HEVRELART LN TIRP oI, NYNMERY
TYyOEIBREROFEHETHRL, N UMD XS REIICHEALS
VT4 —=THRWD, EENICENTIEINDSI oD, LL<IZInLnos
FHM DR N A E L TEZ BN TE NS R, FH Oulton 1X, “Basil,
the most trustworthy proponent of romantic idealism, represents the most sincere
moral voice in the novel, but he is marginalised almost from the beginning” (150)
ENVNOEEEBREEL TS, £ 7z Warwick 1%, “Basil is a rather pitiful
figure, although as readers we do not really pity him” (78) & /SY /L DAR NEUT
DWTHERI L, & 5T “Basil’s story is the difficulty of being a true artist” (79)
LD ZEMPEERE > TV D,

EEADVF, BHLLT, NV T YOG RO EBE &V S BEITE A
ETbon, ZRUMTBENTALZEL TV RNEEZEZ BN TE,
7o & 2~ U — %, “During the last ten years his painting had gone off
very much” (349)! L k-7 B4 12, T “[H]is painting had quite gone off. It
seemed to me to have lost something. It had lost an ideal” (349) & [FlfkDFF
Z<VIRL, BRELTONDLVERHT S, S~V Y —E KV

FAI— - TN RFZE16 (2017 4F)
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TV L DR EW o TELSRD ANV N DVERKIZOWT, “Since then, his work
was that curious mixture of bad painting and good intentions that always entitles
aman to be called a representative British artist” (349) & X 0 BARMNY 72 /R 5%
ML TV 5,

TpH, TRUTY - JLA OB THZEANVVITEZ BT BRI,
RUTyOEAL TS HGEZH<ZLThY, ZoBRBEEZRZLED
EDOBITHONTIE, ZhEW> THEATAEZELRY, JUEREZ L LT
BESNTEROTHD, LOLAGLTE, THETERDLDI LD
RIPSTHRZ L L TONRYNMITE R ZEDE, HORENCH D IS AL
W& aBRETD, SHICUROEXY - 7T— hoMRICBIT S, HRE
B L OPPDOYICEHTEZLICED, AUV LTINETLIZR
ROH I R e R,

I H{&l

RENTITE PN D FREIT X - T, HAGMm, BB, JEBREREZE0N <o
DI UNANBDH DN, NUTyOHBHERN AU, BROZ Lk
RHHBEEE NS, L, HBEZREWIFED, EMELLTCo
NYONVOfEZE FFCLE->TWB RN 5, 72875, LEFOHE
EIZR T 2RI RDO L 972 b DR T b Tz,

Portrait painting was quicker, less demanding and more profitable and in the
last decades of the Victorian age demand seemed limitless. Almost all figure
painters executed portraits and some practically gave up other subjects
altogether. But the demands of portraiture deadened the artistic impulse;
late Victorian portraits by specialist portraitists tend towards dullness, as is
evident from the dreary rows of dignitaries in many town halls and clubs.

(Treuherz 184)

DY v L NVITIET DR & T, A& O ZAR R MEIRS D L Sh
TWelediz, HBEZR E L TOERPHL TNV VR, £ OEMNE%
ELFHHEENRBRE ST TH 2,
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NUNVDOHNTEEH BRI O RN TIE, FUTVvOEFRKOEHBRD - & D
L<HMBENTNWDEN, BiEx A vk, £H0 R T Uz < LLETic, fhEs
DINPNTHE LT K T o2 RN TS, IRONRNVALDORY) 7% R THE
5,

“I had drawn you [Dorian] as Paris in dainty armour, and as Adonis with
huntsman’s cloak and polished boar-spear. Crowned with heavy lotus-
blossoms you had sat on the prow of Adrian’s barge, gazing across the green
turbid Nile. You had leant over the still pool of some Greek woodland, and
seen in the water’s silent silver the marvel of your own face. And it had all

been what art should be, unconscious, ideal, and remote.” (264)

PERIC N % L o Tofamiid, FESL &3 A CEM 2B EAEH W E ST
Efe, TORD, EHMINRY Y UVDEBRIZZEbDEREIE, AITHES
FEbEEREANET DT, BT VITHERSMEED N O 1% % 6 L.
— R, FERECMEEE LChBAT D LR TRETo TV, i
WL R T v oREiiE, MaattREeqiit e Uiz Emk L Tz
DRV, B ORI RAMEBIC Z 7200 & - L RSP R IR 72 -
T=DOTH D,

LTAN, BDHH, EREW AV L, BHOHIEICR N CHik
ATk B, ik, FOHOZ 2RO XS IZAET B,

“One day, a fatal day I sometimes think, I determined to paint a wonderful
portrait of you as you actually are, not in the costume of dead ages, but in

your own dress and in your own time.” (264)

ENTE, EHO RV T URliriie, ORE D ¥ 0 LIRS R0,
No& L LEHBHEIIZIE, E0X5RBEEBRD-TDRS 5 h, HigHE
RPN R T VY ORIGIER L TRV, EFNVEDLDLED N
V7 VOB, RO XS ITHE &5, “For nearly ten minutes he stood
there, motionless, with parted lips, and eyes strangely bright” (184). & & 2 /N
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Vb, EOBO KU T Y OBT %, “I have caught the effect I wanted—
the half-parted lips, and the bright look in the eyes. I don’t know what Harry
has been saying to you [Dorian], but he has certainly made you have the most
wonderful expression” (185) &< C, KU T YD IBAVIIE & I ITHE
IR ZRFAL TS, FUTYORER, BRPREDBENL DO TR
2 AV —HORFITHMINIrBD 20, BELELbDORE I L
DD,

LirL, 2O &5 RGO ARME, HiglE U Ti3RRLe b
7o

It was uncommon for portraits to show any extreme expression, as neutral
and studied features gave sitters an air of dignified repose or concentration.
Most sitters preferred to be represented in this way, as any facial expression

in a portrait could appear ugly or unnatural. (West 34)

NUNVEHE S, ZOELD, BBEOERPZHTGE» S XThTtns Z e
ERHBLTBY, ZoEMRGEZEKEE LT THLWHEI 2EE L
ERD K S ITR R TN D,

“[Dorian’s] personality has suggested to me an entirely new manner in
art, an entirely new mode of style. I see things differently, I think of them
differently. I can now recreate life in a way that was hidden from me
before.” (177)

T NP VL, “[Dorian] is a suggestion, as I have said, of a new manner. 1
find him in the curves of certain lines, in the loveliness and subtleties of certain
colours” (177) L REED F Rk AZ < ViR, AEHO NV T >0 H {4 4% fil 1
LI Z 23, NYNVBAEOERIZBNT, TRETEIRERD H
LWHE 2R LD TH S,

B LWHE 2RV CHirie 2o H&lEix. tho SO ERICH L
TIHEFMMZ < ZL T~y ) —=IlITT 6, BIELLTRDEID%2H
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Mo Te, %, “It was certainly a wonderful work of art, . . . It is the finest
portrait of modern times” (188) &ik~7zd & #2lF T “It is one of the greatest
things in modern art” (189) L WE 3%, S HIIAVICH LT, “You must
certainly send it [the portrait] next year to the Grosvenor. The Academy is too
large and too vulgar . . . The Grosvenor is really the only place” (169-170) & B}
95, NYU=R, NAOABRHWNEEBEL, ThT I -0
Ebbhinra—vr— - Xy 7Y - RRITRELLFRLTNDZ
Lirb b, WOERITIEATEN R AR DN L3R5, MEED
HETH R L7 RV 7 Y 2O TOW IR O N DD, RIEINR Y v V)V DL
BT L BONTARSFNRER E o fe DTt LT, URFOIRSE 2 BT
., RRELRFZ LR T YO HGEITHRA AV, IR 72 i fiE
Bz bbhawn, THLWHE 2EG L cEX ViRBE MR~ &
L7zDTH D,

11 JHRE

FDFIHAT, ~"U—=NREELTCWEERY - T— MoMRTE, =
ML OO ENFHEETHY, T—b - T4 —F—F bbb
FOHFIENRA[ K72 H D & 72> T,

In an increasingly entrepreneurial age, it was perhaps inevitable that art
and commerce would be drawn closer together. This produced a new
phenomenon, the powerful dealer, who interpreted and marketed the new
art to the public, and simultaneously employed the artists he was promoting

by guaranteeing to buy their work. (Hook 19-20)

Z L THEk, TEROZEM R OEEiEERE L C& iz, BRSA—7
Yay oAy RRDY, BHEOKRETIHEENRENS OREAZES L5
272 -TL %,

The traditional venues of sales and publicity, auction houses and Salons,

were first supplemented and eventually replaced by an emergent class of
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dealer whose chief product was contemporary painting, and who developed
international connections and international audiences for the artists they

managed. (Jensen 32)

DEYVHE L L TONVNPREE 19RO ZM R T, B o
DXFFPRZRT IR, ZMEEL LTORINIHEL <R TETNWEDTH 5,

Bk, ZMOREMIZT 7 A2hDZERL SN TEY, WO <
FEANVICHEE 2R TW e, M e L TR DL AR ZIHEL L T AW
LLTE, Fagr=YazA’BbobbriMbhTnd, TLTH
3 SBNTHREHLTETWREDR, “Other dealers handling Impressionist
painting sprang up in Paris to challenge Durand-Ruel, the most significant of
whom was Georges Petit” (Hook 49) LFFEN D MM, YarPa - 754
DREFEFROE S5 RO TH %,

Georges Petit: Owner of a Café in the Rue de Séze in Paris, founded by
his father Francis Petit; Delacroix, Corot and the painters of the Barbizon
school exhibited here. From 1880 he sold Impressionist works and became
with Durand-Ruel one of the most important of the gallery owners. (Walther
687)

S BT T 4 O, “Petit’s premises were extremely grand, and he
presented his pictures in highly elegant surroundings” (Hook 50) & fEfi X415
£oiC, xOBFESTHMLNTRY, HO=EMNE AORSIE, 7 u—
R EXREOHZELLRE bHEShD1EER ST,
ZOXSIEXY - T MOMRERKRT ZWFEO—NERoTWNT
T4 THDHN, HOAHTE =WV ICEEL TOBEER, TR 7 -
TVADHBIEH LTS 20 THD, NUABNYTORERIZON
TikRBEBV7ERTHLS,

“I am going to exhibit it [Dorian’s portrait] in Paris in the autumn. I shall

probably have to give it another coat of varnish before that, ... Georges
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Petit is going to collect all my best pictures for a special exhibition in the

Rue de Séze, which will open the first week in October.” (263)

NUNVE, BROEL Y - T— M 2HEG L TOREpE» 5, fHREOK
BMEZIT 23 EEHS N, BITOkmENSHRE SO TH D, 7
7 4 1B L Tid, Bristow bERZ D1 CTH V., “a major art gallery that
held many well-publicized exhibitions, including the display of works by
Claude Monet” & FIRIRIEIZ & DD 72030 245 L7z 9 2T, “Hallward’s
connection with this gallery suggests the avant-garde, fashionable nature of his
work” (389) LiENTWND, T5KR-TLK D&, NUNEBEMENITIHEE T2
DELRVWAY L BABET, KmOEHETE R L, NYMEMITHT
2V ) =TSR B IEZE D NER D D, NV, Dl
MLPSIRNUHRER T <, &L AHMHEIROBERE A b ELMN 2% E
nNziFE, XY - 7T FOMRTHEREL TOWEZHELE DO TH S,

00 Q{8 =i
NONELZFELCTWIERE 7T ¢ BIFARFIRE L CTHIRIRE D bh
05, HIBIRER RS S FERTTRE Y ¥ A O— DI BRE R H 5, &
L, HEE L RRICH 2 VI HGE L, T, feE o M 72 il o AL
BOT T NITHD L INTER, BROWGEEHWREOTRE L
THEFEPHPND Z L1EH->ThH, FRED S D %2 FREIT U iz AmaE
PENWE R INTERDOTH D, AR, 19IPT 1 VT A -
H—F—=oVay - aVvAXTABRRREZEFENT . L a2k iz, it
BRI 5T 2 LFIRIREIZE A3, A0 F- & U CREMI IR & 1
{&oieks,

ZLUTHBRENZ L2, HREEMO X S5 I2Bbhnd byt Ji
HREZER L TV Z &, RONVY =TT 230001 706
InB,

“You remember that landscape of mine, for which Agnew offered me such

a huge price, but which I would not part with? It is one of the best things I
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have ever done. And why is it so? Because, while I was painting it, Dorian
Gray sat beside me. Some subtle influence passed from him to me, and
for the first time in my life I saw in the plain woodland the wonder I had

always looked for, and always missed.” (177)

NYNBIRREZHEL Tl ez T, &hIcERTREHIE, 7]
FALTED “Agnew” TH D, L\WVHDhH, Tr/=a—bid, 1817FIC<Y
F AR —CHEZBH L TLSE, 19MHid 2@ L TR LZA XY A
FOXEIRTHEREY, NRUNMZ TSV ADORRET, 4 F ) AOH )
5 IBERAREH CHEREAZLLNPTIONDIFEDNRERE 7D
ThH D,

FEANVNVE, BEORREZEEOOE SR LFL, TOMBE LT,
ZFNETHENREZE L LTLIRIATOWRPSTEREDRIIT, KD T
W TR | 2R L bR ERRTNS, NUMTHERLETH LW
W1 AR RIS VT, BERIC/RIT S TELRSR ORFic, BaMmE O
RAEMZ2Z itk MBR) 20BN ES~ e Bk,

[IECTBRL e~V Y —MDIEE — NONVOVERITIRSFIIR T 17 X —
TR, WEERZEHBEL LWL/ e —TF— - v 5 ) —IZBRTR
E—H5EXT, ANUNET 77T ARIRICETIHE L ARTIED
Hskz b LhZzwy, LAL, 7= RHROBEZED, BRICESIH
RO BEBREEBRE Lizoickt LT, NYMETELZRTR] % TE LR RR]
ELTEHEP»T, TZICAMMADORAEINA T 5 2 CIEMZTER S ®T
W5, bl NUVOARIZHTIMEEGVHIX, T7 7 ZARNK K
D, LLAMRIR—RAREZLEFEENICH <O TR, FBRITFLT
HE MW S F v VS RITHEE AT — IRV D TIERNE A 9 D,
EHOEDRY TV ENTEZ & BRI AV NVHBER LT 5 LW
Lid, Wiz oL TR GEZDOEEMHDOTIERLS, ZIhbBEINE
HEOHIGZER L CHIEICD 2o 7e, HIRIRIMZE DS AW T5E L R0
HORSTEEZBNDIDTH D,
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MZE G, NPVBHIGIRN 725 # & W CRRIBIHITEIC S 7o > T iz af
REME 245 Lz 2s, A Tld, AUADESHrWWCERTDZLITkY,
SHIRENEESTTOELY, NULBRUT VO BEZH %
RTHES,

Hallward painted away with that marvellous bold touch of his, that had the
true refinement and perfect delicacy that in art, at any rate comes only from
strength. (184)

NONVDESPNIA, TEBETREKARZ v F) RSN TN Z &0
b, 1230 < Y LR ENTTRERIW T2 0TIk <, 1N
CHEETHHNTWS Z g5,

WDOEDIZL YV BERNDDOTH D L, MOBIHAPS bR TE S,

The sweep and dash of the brush on the canvas made the only sound that
broke the stillness, except when, now and then, Hallward stepped back to

look at his work from a distance. (188)

SHIREBEOH LTI 02 AU, FHLTWEED KX SITE
HLTHEWN,

After about a quarter of an hour Hallward stopped painting, looking for a
long time at Dorian Gray, and then for a long time at the picture, biting the
end of one of his huge brushes, and frowning. “It is quite finished,” he cried
at last, and stooping down he wrote his name in long vermilion letters on

the left-hand corner of the canvas. (188)

NRIABAIRZLSDATHDO0, TERKRE|THDZ bbb, WRKE
O EFE, INERHWETTARIZTO DT RL, KRIBRRVEEZHW
T, BWHIESFEETHARI BRI D,
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NI X BHEHEHEEOBREIRVIESD &, FOdLEF ¥ U N NRITHE
SRVESICRERY 2R, MIVETTEICH<OTIER, KRnEE
HAWT, BRI pOKERZ vy F W T Z E039h %, ZLTC. Z
D LS B EHFEAMBIRBHANFTETHH Y, HEFEEIEE L&
FERIZBVTC, i BHAVE D - TETVE,

[Plerhaps there was one further element to the early appeal of an
Impressionist painting: there may have been an attraction to its rougher
texture and broader brush stroke. This was a generation still coming to
terms with photography. . . . The brush strokes were the evidence of the
artistry; proof that the work of art was created not by a machine, but by a

human hand expressing a human temperament. (Hook 17)

TERBE ZHNT, [ERSWEDSTFD L5 I REDIXLY ©, MBS
RERMERZ v F 1 F X U ARZE LT, R T YOEGEZHIN N
Uik, BHEOFWEIZBWT, FMRIRIEPIHWZO LREEOTEZIRD
ANTWEDTH D,

AUV ERRRIZ, BBREOVERICEHSIRO FHEEZRY ANDSZ Litky
NZEHBLEEEOBHRZELTE, YVay - v rli— =V BRI
bha,

[John Singer] Sargent was an effective integrator of Impressionism
into the taste of the English Establishment. He deployed an undeniably
Impressionist brush stroke, but on portraits of the ‘great and good’ which
the sitters rather liked as they found themselves endowed with a certain

flashy style. (Hook 128)

HIBIROESH N ERAVTEE NS HT, $—V=2r FEAVMFIGEL T
W5, LirnL¥—v=r M, HEBEOEHKICOHEEEZILY, 71 LR -5
T NI DB &SRR Rb WL S KK E >z, * LT, TBHW
T & #IITHEN IR OBUE L 72 REED RV T v Zfinie "YU, Y—
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VY hOHBEEY b I HITEEP L XS, XV R R E S & SEA
SETCWEDTH D,

BboIC
INETOEBRTHLN RS X HIT, NONVEIERARINTE
X o7, BEMIGRE 2 LEREZR TlEky, TNEZ A0, L0
RoTHZRIRO X 52, JARE CENIAERER N TZY . ISR
REEDSHWEIREFEEICH WY § 5 X 972, Jeltth a0 x =g 72 -
TDTH B, ~ =BV OMEDVERIZTE LT, BELWEHEZ R
LTWiekdie, ELPIZERLE L TONYLVOEBIIZESDOLED K
TYEMONIETH Y, ZRLUBOIZREBICHFTEZR STV STDOh D
L, LrLELALSERTCEREANRZE S EL{IZ Pl LThH,
P b DFIONY VL, BiHE LTAEZELY a VP2 - TT g
RT V= a—0, oAEEZ Y CHWZD, ERAREHETEROAZ
LARVTHIFE, £XY - T— hOMWR T ITRT 2 ENZER R -
TZDTH D,

FARESE, HATA N REHA RS VRO T ATT ALV RERDY & B
E= i) FeTm, MR, B A - AT (Q0164E12 A3 H, RRE)I TR
Py U RR) TR D AEBRFERICNEBEEZH LD TH D,

1 Wilde, Oscar. The Picture of Dorian Gray (1891). The Complete Works of Oscar
Wilde. The Picture of Dorian Gray: The 1890 and 1891 Texts. Ed. Joseph Bristow.
Vol. 3. Oxford UP, 2005. 165-357. Z DR B O 5 TZAEIMANIT R — P H D I
ZRT,

2 Fagrv=Yazld AVEYVURELZFLTOWERBIOFEELG &M
JECHIpE & 720, FIGIRIRE D F R & 8 BT KWIZEBR L 7o, 1871 HI2HL
WHDIeD 7 Z Vv AT\ /n—R - Ex, HI—2-E¥abin
YRYTHDEWIERY, M CRBIB R GIRE 2 Bl LT\ %5 (Walther
660, 682, 688).

3 ERFTaTry=Yaz VB TEFRT, RO X577 1 OB Z R
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L TW5, “One can’t deny that the public is captivated and that they dare not
make the smallest criticism because these paintings are mounted advantageously,
because of the luxury of the room, which together is very beautiful and imposing on
the crowd” (Hook 50).

4 Tr=a—@FiERcR I AT ry R b EiEaEL, YVay
TTFLy b IVARERT—F - N=r =3 —=v X5, FARROHEE
DOVERZ T 5 Fhta 72l pE & U CHEHE L T\ 7z (Bristow 374),
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