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EDITORS’ NOTE

Z+H#L£H, Ml B/RE[Aby Warburg]| Fo i 5 00 — B 5 8 A i &
[E.Panofsky]. #.JE#T/R [F.Saxl]. #4# % /R [R.Wittkower]#$ i 4 [E.Wind]
EANEREREREFHETRE, ELEBRI TG E—BB L XA
W R ¥, FETHEFRBIERNZARAERTLTH AN EHERL, FT
WH X, BEHREMBIE. BE,. R H2F—BUQELRER T8 K4,
FrRe e, BRIEENTRE. QE¥ ¥ WiE¥, HE¥ HFE¥. X¥
¥, NERFEAFRORBERE, HRWIEHFHEREASTREE, B4
¥FRRAFHE, BETEAFEREARLHE R, KR KK [H Woelfflin] ff
KRR HB RN ERAZTEREFHRERE, —HEFTEHERRELXE
BREXHREE BHR. LRERFRBEAFAREE R EY £/, XM\
WEMTBEFMALIAEUNRYE ¥, A&, EAFCERTEFLAEHAR
NG LB,

BA, ZARFARFTHEAARBELAFEAT BEE XNMRE (A
1912 #1468 X T T B [Schifanoia i H iK), BAEKFFETEXFLES
e A& E T LMK 5 H & EERKF AR K [GI.Hoogewerff], e “HE¥ R
HABEHLARR L% B EEMN[L Iconologie et son importance pour 1’
étude systématique de 1’ art chrétien] (8 F « X FH A ¥ XD (Rivista d’
Archeologia Cristianal 8, 1931, 53-82) * — X P # i : “RRBHFHW AR ¥ 5
IRBEHERIARTENHNRAR, REUAFEHEEH XA HEEY
HEETHRHERFEHER, RACETABBELEN IR e KIBREF LB
*E, FREMER. CETHREFTHRRTFYHRY., THREFEUD X3
IR LM, AHME, BE KL, UXSEWHFEMRBNAHERGH
K. FAEHERXBRETURAAFRERMAREZ AU XRER., WEHERRTEH
FE, MEHENFREB R AUBETIHNARLIE, BREEZFR
RETEMNHBREEE, BREXCERRAEFETEREHEHMN, CEEE
BRIALE (RRET) £AHRAFHEEEX, AXEXFHREX.”

* 3B B F 3% M A (E.Kaemmerling] % & 8 K @& & E & %) [lkonographie und
Ikonologie], #H, 1979 %, # 81—111 F; & & M¥ Die Ikonologie und ihre wichtige
Rolle bei der systematischen Auseinandersetzung mit christ licher Kunst.
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ARBRFERTE, BTERFRAKZFEMBEHEIH, UMK EmwE
RAMRY, TAMZI, 19304, BEANERE KTFHOHHREY
¥7Y [Herkules am Scheidewegel— H ¥ G W A BHEEWNF FHR BT —HEX
B, 19324, WX AERELT ¥RE CEEHD [Logos| EEX*, B#HTE
EHERRAMR, XBENRLEMY CHEFEFEY [Studies in Iconology)
(1939) #ER, RTEHKFARXTHRFLNER, HNEARE=Z EXWHER,
RELAERET: $RAFHEHRNEAWERLRTE —BEX, BTHEGIH
RSB, X—NBRGBBERBREIREE, HETHBNXRERAKE; BRK
BRETHERABIMEAMARTE_ER, BTEHREINFBR, X—HBEH
WEERERI SR, REEBBUREEXR S, KEHRIAERXAKT
EZEX BTHHRE¥XBENR X—NERYEEEIMRZCER, RUTIHAE
HWRER—BEXHXAURIESE., BR, ERFFRERRARAHBISN & A
AHE, BRE—MUARSITAHRE, REFEAEHLRERXABRIRLY
FAER X W &,

BEAMENFERTARERFERNEY, EXHEE IO BRI
B “4E X M4 8 8 £ AR 2 7 [ Kunstgeschichte als Geistesgeschichtelfn FE# /R “¥ R
B X" [Kunstwollen|1 B F, ZAREBFHNRXBEEL L EARNFHEREN, %
Jo, M ER¥ETEHRNBAT LT —ER, Eik, HBEFX—ERD
HATEHMAX S EHER, EX—3BY, W —FhRHT —BBREHN
AN XERNETELAHE: — BEXEBRWHESLELEWARTRII DAL
Bey; . BER¥AFREDFARGSHKIE, FELECHERARIANEE LA
BHEE(H I, = FREMEGEBERY, wRAFATESWTETH
B, RN ERTENREFGAKRE, BXBRAAREL £ W& EE;
W, BE¥FFEARARBECHWER, FRARN —FH—HER AR E
XEEEEAMNTHER, FERERNEA X BEA LN, WTNFHEES
AN BB EY,

B RAXEER L, RNGEBNXRXETRASG TRETRRAERE
BAE¥FRXFTHBUAR. BAELXPEX, dEHE-NDRERREE %
YA 8¢~ [Elusiveness of Meaning], X BRFE FREAM B E XN EXR
MRL., E—HEREHET, TAERHY, BEANBEN T EZRTHEE
W, PHOHHERTBEAANEXHEAERARZZHMET A, Hlw, &
¥RMNARIEETRLENFE LEBRYETELBR—FHEE, THANE

*MHRTEARBUH RN Z BB W " [Zum Problem der Beschreibung und
Inhaltsdeutung Von Werken der bildenden Kunst], # Logos 21 (1932): 103-119; BFX &
BTAE CEREXKRNEXEY [dufsatze zu Grundfragen der Kunstwissenschaff}, ##K,
1964 4, # 85-97 W, fawMikmEey KEMGEFEK¥Y £ 1856—206 K.
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hEEFHEENRK, BRE—FR, CERAEREXHTEL, BETHLEF
BAMAXHFAEX EXREREHFR. BR, EXHBEENANELRALAR
¥, REVNAESTARIERERL, BRALEAT, RS, RI‘EXH
EHABRFPHLERAXEE XYY FALCXHERERATEELAR”. EFARE
XREGGEHFHEN, AEZFY, SLRHER, EHENHEEZT.
E—ERERRALARE¥AR"[Artand Scholarship]¥, THEH W, AH

HREBEFRARRTEIHAR, TXWHAFIARRTRERGET ¥, fl, HRE
BREXHRAR, XELEEAXWALEXLARAFERRT ZHKE, THLERET
ARZE, BB ANGET, XM, THTH CEANE - NXB LY [Fra
Filippo Lippi] — # $ AL KA H L £ XL B F 4

Make them forget there’s such a thing as flesh---

Paint the soul, never mind the legs and arms!

Rub all out, try at it a second time.

(LA A e eeeee

FERHA, REEARMFH

BE—, BR—K. ]
RTARIRBBAFLEXRN AR SR, IRIWEX, TTNBTH)
K MALRHTESERAENRE XL AR, EXARETESENEE
REW B EMe R B,

FMARET AAMEEE AR, ERUREEE T, RATHAKEY

FETXEEXEARERETHBMRE, AREHI R, TETFEHIAFER
BHMMAEX, Hilt, AHTHLE® EHRNFL

The Saviour at his sermon on the mount,

Saint Praxed in a glory, and one Pan

Ready to twitch the Nymph’s last garment off

(EFAEL LAH,

FH W HBARFEMA,

HH—ANEW

ERi&TXH ML KM]
BZEMAy: BHARKETE, WrXLHfaika, NEREFRARSERARK
KAFT KRB,

WRATATERN LS P AMBHFTENRERAT N IBETEZSE,
ARFLREFBH—F, RN EIEEWRERY —FHRERGEHE, UREX
P EREBRLITE, THILNG IR, ERIMIFKNT BREN LR,

ATEBX—HH, %R ET %4 % & E & X[intended meaning]fn
B ¥ 5 FT R T 1E & ) & ok [significance], HEERFH P OHESHUENRE
RIARKAGEFR, REKERAEFRLTX, MKEERHRN, H T BRx—
4, MREHULFEA G EAETRENRFRAG, BRTAAE F
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BEREUNGEESE, HBXBEN, BE2XAEEEEHT HERFTBYN X
R, WEESEBEMRFHELER. XHHEE, BEEEKNWENIER
RARKAE, MERAREETEH. X, URABBERET —FMERS LaL, %
FERGR, BETSTRZTRE, “XNEERZTHE, ZHLTEE, HE
xt BB e R, AR AAA IR, B K, FREGRL,

AE « k¥ R[David Piper| E R B RAFEXN X B ER B E T EH T B
‘ERFH AR ERE, “CRAAAITHAELE EBH LR EHB WAL
ZAE7, AU, “ERAERR BRI TNNAE, ZXUEBRG BT 2K
B, WEHRBE &, HHTRBAERN FRAE. We, RAEFHNRSY
Z— RN IR e, MURENXFHREATEYER, AFERATLE
BHEATARRBEBRA, BRAFBWAY, EFrEERTXH, sHAWEER. K
ERFFH B BRI EFNHAMFHELE, EREFRXAXIRE—FTREH
BB, BARALR — B 5 B A 8 b X B

ABHHMBXASREERMY, CBMNFETERRLE, WER, kA
B, AR -FoE, Tk BAFAFNHOENKERSG HXTEXLARF
MMEYE SFE¥ BEARRNFHEIHARBETHOERE., £, “BAFX
PANLEPHERfER — XN ARG TRERVAFELHEZ, EHEE
T 4EREERY AN ERE—EXEBENFAE, 2ERR—LEE,
HETYHRERET —EXLEXUEXFRANEREZ., RNEE, FELERHL
AE. AWE., LS ELENETEAXFE—HEALZ, Bi, BXERFFIK
WK, THNRMNGEX LAz, FAXBIBERN B XHR T ASHE
F, BEEMN, BRFFERRERBET B THE.

HMUZT, DAELAFRERBH FANER” (RHH BINFHE DAL F
“FIARNFAEKEARG AR TEESEAXHHE) —XUFELFFEALH
flo BACHREBETEHE¥EAS, EZ4BHTEAREHAE. EHELSE
T, UEGAME TENFETEEXRNATEEESRGEHNWTE +
EEBXETRENE N, RTEAEARTRTH¥ANEE, LFTUEAN—
P ¥ L ME kg, EHFLARN, RNEYRE, ¥R EPTFEZHFA
FHERAE, FBRAT, ABA TR, ARHELEABREN.

R, EfmiPHpri: “TAERRAREFHY LB ENY BaEh BEF
FROUERFAURREEFNFA N XEAELAR LRBEES, AHFEANHIE
B, hRARE-—MHBTEENE, BAZREIREANEEATEN MR
B BTRZHRE AT RAAELFEFAHLE, TRNER EFH LW
AHBTREHRNABAISIRMAENL, Bk, #AEABRRXEIBRERAR
#, TEHLRTU#FTURBREYE,; RNFAEZETFRMNG NS, WTREZERE
AT,

Ao, ERXMNE, FRMN—HENRLE, XPPAHRE— W ERY
EFTRBREFELR o EHN CRESY WEB —HRIIEH, %R
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MNEREHGEHN, RNEBELARARXSEZG R T, RGER, B
FHBEXHERNETANFLRGFELG L TR. EREFEFHER—H,
AMTRERK — X ER AN T, R, AHERTHAAR, LHF2HENT
FHEERR. CRESY —EBXRA, WRBMNTTHRZEHEX, RN TH
REECERRE—HEREEINER. " ERNFETALANREREE—BE
ERRERA—BHENABEXRZE, RINERESHXATARLALR L
HWEAMT. “EFTEE NERAN, FBERBHGRATAR YA RA
—HERH AN, ERFESFALSHAXBFAC IOk E£UNRMAYE
DR AR BREARA—KE, REAHEES, DRRETHHARAL S
B, AT Ml B E BT R L H 43R 8 A K [the divinity of knowledge]3k 4 —
HERAWXR—MEN—4, RNFE, EHAEREIRLRERANEE
B, W iR WA A RO ERR,

EFERFAAEFHERELE, C/ITFEXETEHETAZIFTEHRX, EM
FEHH—MHFAFNERRBEBRERGFEEX, X CEREERY iAW E
BLEE, KBRFRY IR ENRE—RWRTRAERG TR LN, B
BRAAFS, REALNREFMEENXE—FEN, BT CEREEXY #
CRRFFRY W PERET 1987 £dH, AFWHERK, X, ERRMNE
FIRTAEFWEREEREAREET I RLTHNYG., AT ER, R
MNBRARTAAEFNTHFEEREARNEXRERABREZT —UR, &
FRERTER-THEUFHE,

wmBR HEF
1988 £ 11 A FHM



Preface to the Chinese Translation of

SYMBOLIC IMAGES

The word “symbolic” which occurs in the title of this volume is de-
rived from the Greek word symbol which is used in all Western lan-
guages. Indeed it is used in so many different contexts that it is
notoriously difficult to state exactly what it means. It may be helpful,
therefore, to explain its original significance. It is connected with the
Greek verb symballein which means “putting together” or“joining”
and it is said that it referred originally to a Greek method of securing
recognition. When merchants parted, they broke a potsherd in two,
each keeping one fragment. Joining them together(symballein) con-
firmed their reunion. Clearly, to a stranger these broken sherds could
not have meant anything, what made them significant was not their
material, their colour or shape but their meaning. They functioned as
signs in a particular situation and in no other. Hence we speak of “sym-
bols” in any similar context, whether we refer to the words of lan-
guages or the letters of the alphabet, to flags or road signs.

The applications are so many that it has become usual to distin-
guish between rational signs and mystic symbols, a distinction which
the reader will find discussed in this book in the section at the end of
the final chapter Icones Symbolicae, but the distinction is by no means
always clear, and it is doubtful whether it can be always applied to the
cultural tradition of the Far East.

The reader.who comes from this tradition will of course be very fa-
iliar with a variety of symbolic images in art. They occur in decorative
context as when the crane is used as a symbol of longevity and good
omen; and in religious contexts as in the symbols of Buddhist art
(such as the Lotus or the Wheel). It is clear that even the great tradi-
tion of landscape painting is permeated by symbolism, the image of
the majestic mountain, of the lonely pine tree or the noble bamboo.
But just because so many images occurring in Far Eastern culture are in-
terpreted as symbolic, it may be useful to draw attention to some of
the factors which must be kept in mind for the reader to appreciate the
distinctive character of the Western tradition. Two of these are dis-
cussed in this book but may also be anticipated here.

The first is the tendency to personification which marks the civiliza-
tion derived from Graeco—Roman culture. In Greek and Roman my-
thology no very clear difference is made between the Gods of
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Olympus, such as Jove or Venus and such powers as Fortuna or
Victoria, signifying luck or victory. Maybe the structure of the West-
ern languages has contributed to the ease with which abstract concepts
could be visualized in human form. In any case this tendency appears
to be absent from the Far Eastern tradition. The Greeks could repre-
sent the season of spring as a beautiful girl wreathed with flowers, and
winter as an old man in front of a fire. There is no direct parallel to this
habit of thought in China or Japan where the seasons are symbolized
by such natural features as flowers or trees, in blossom or bare.

But important as this heritage of pagan mythology may be for the
subject here discussed; the influence of Greek philosophy may be even
more relevant. The name of the two philosophers Plato and Plotinus oc-
curs very frequently in these pages and the reader may well find it use-
ful to turn soon to the brief section on the Platonic Universe which pres-
ents the philosophical doctrine of what I have called “ The Two
Worlds”. The idea that this world of ours is like the world of dreams,
a mere web of illusions is of course quite frequently to be encountered
in various philosophies both East and West. What is peculiar to
Platonism, and may have no parallel in the East, is the conviction
that behind this shifting unreal world of the senses there must be a sec-
ond world of permanence and of truth. This doctrine which became of
such immense importance to Western art and also to Western science is
perhaps most easily understood if the reader thinks of mathematics. In-
deed we are told that there was an inscription over the doors of Plato
school, The Academy, reading “Let no one enter who is not versed in
geometry”. Why? Because, strange as it may sound at first, the
truths of geometry do not apply to our shifting world of the
senses. Take the simple fact that the sum of the three angles of a trian-
gle is always 180 degrees, or equivalent to a straight line. What
Platonism explains is that this is not or need not be true of any triangle
anyone can draw. No line we draw by hand is ever absolutely straight,
and even if we take a ruler there will still be deviations. So the triangle
we can see with our eyes is not the triangle to which the geometrical
laws apply. Itis a flawed, an uncertain figure about which we can nev-
er speak with full assurance. The laws of geometry, the laws later asso-
ciated with Euclid (who was a Platonist) are true only of “ideal” trian-
gles of which the visible ones are merely faulty copies. Hence Platonism
assumes that there must be this ideal world behind our world, and that
it is of this world alone that we can have real objective knowledge while
we can only have subjective opinions of the world of senses.

The consequences and ramifications of this doctrine in the theories
of Neo—Platonism and the philosophy of Plato’s pupil Aristotle are dis-
cussed at some length is the main essay of this book. What matters here
is only that this particular philosophical tradition which influenced
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Christianity and the academic theories of art appears to have no exact
analogy in Eastern thought. It is for this reason that I refer to them in
this Preface. They have a special bearing on the theory of symbolic im-
ages because they emphasize the limitations of art: just as the triangle
we can draw is not a true triangle but hints at the ideal truth, so any
symbol can be conceived in Platonic thought as an aid for the mind to
gain a vague inkling of a truth that is really beyond our full grasp. We
must not cling to what we see, but go beyond it in our meditations.

I would not describe myself as a Platonist but maybe it would be
useful for the reader to keep in mind the difference I have mentioned be-
tween what the Platonist called true knowledge(that can only be
achieved in mathematics)and mere opinion that is all we can claim
when reflecting about history. Our interpretations of individual sym-
bols are inevitably no more than mere opinions. This applies in particu-
lar to my suggestion concerning the Neo—Platonic symbolism that can
be connected with Botticelli’s mythologies. I have emphasized that
some of my colleagues have remained unconvinced of this interpreta-
tion, but I hope that my readers will still find them interesting.

London 1988 E.H. Gombrich
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PREFACE TO THE CHINESE TRANSLATION

A 45 35 4 W 8§ “Symbolic” [RAE ¥ ], —#AE T & MEH symbol, A&, X
NABRTHABYES. W8, THEATIRAEAEN ETX, UEFX
K pERERHHALS X, HR, #RA-TEHERWEX LTS EELH
., EERBETRT REEBEK R EH Y30 | symballein H %*. THE
BAWEEBARTFHRRMEEF AN —M T % HEFAZESFN, £-HA%EHN
SBREE, WALLE—¥. B EERNEBEL T4 [symballein], U EFE.
BR, MIARRXLEREALXEE; CNHEESFRET MM, B
BEBR, WETEMNHEX., ENE—NMBEZHHETREF S [sign) 1k
A, FEREX—WFHRPEEM. Bk, BMOEXMUY ETXF—FERER
FEEHHNER, FHERYHNFE, TREERKBHF—WFEA symbol —H.

XN EACEEY 2, FFURATE Y 45383 ¥ # 4 5 [rational signs]
Fa 3 B ¥y R AE [mystic symbols]E 2 F k., EEWLAH, RFH“REHERK”
[Icones SymbolicaclX B X EFH — ¥ H R TEXHK L. A, XAMRokEAE
HAFEMARA LR, BMELZFHXMERZATRARLLEA.

HEREXUE LAY EEFLYREFTRBZAPEM KA AL, vNEAE
EWHETXH, wEXKEREFHKENNE; LERESHNW TR, o
BB IARFHERR T, RELAXEX—HBAERAFLAHFTLLELT, F
dr, A, FHEEE. B, EEATEAXMFHIANXA S BEHTHANE
HRIEME, U, RAARERBARFE - LEF —FLAFEIRE
F THAKE a2z, AFEEBTRRERPFHEA, L,
KT AERETE—T.

#— N E A [personification] ¥y 1], X BRFEFHE—F I X B FF
EARHKE. EFEFLHES, FR{[Jove, W HH R KWK F0E HH
[Venus]4 Sk 3 #7 1L 3% ¥ &5 &k R & 38 ¥ 18 B B 48 [Fortuna | frk R B A B 4 £ A
T [Victoria| F#H A Z R EAHEHNKXE, LHFBEF ETHENERHBEMAT
NEEZRAAEHIKRBENL, BEXEELN, BRYERFTHEREAXHM
W, FRALERX—FFERAN —NMF LR XWHER, EALAXFIANY 2
EXFHEY, METEREAYEEITRSY, FRAEEHEMN, EFE, X
BEANFEF LA aBRANERAERGRE § RBERRE.

FHMEHRARNULANREAEREE, EFRTENB L FENE
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X, AWM ¥RN LT, W E [Platojff Z T [Plotinus), ¥ KA H ALK
HH, FrAEFLAA, EF—FWHRHNEANFHER - EEZRSHE A,
X—EHRTREA TR HEEER, A HARERB I HWARET £
LRBEHALE, FANRMNEINMNRAZE—ITHOHR, IRKEKERZN,
TR EF AR, HMBEEEXGEEZLET, EHEERNMNTETHAHRESE
WREHREEHEA—MRIERMEENE R, ARFPAEFIAREFH
¥HEEMRAEA., BEORE—REFLFREETRERIFEHR. TR
Lt RMM#Ee, AHEEFRANTNEFA—GKT: ‘FRILTHELEAAN.”
A ARIEBHFRFRERLTFRTE: BA/THEELERAFRNXIANATE
FTHEBEHR, B—PHERNAF: ZABNAHPEE 180K, 5—4%
HEWANRSE. MUEEZXWERHEERYE, FEEMARENAHZABLRRX
., RABLAFEHNRALARENEY, FEARBRNLLSARZ. Bk, RINA
R =ZAMHEZERTITENNZ AT, CR-PMEFRKH., THIHE
¥, RMAZUR T SHLERHU . X &5k EKIUEE[Euclid] (ft
BB EENE) HBEZHLAENRES T BRN" =K, ARHLY
RAGREMG AT ¥R, B, EEECGHE, ERNIMMRAEE—
HFEF-NERHER, FERANTFANERNHER, BNACEARXEEN
iR, THFEIMREHER, BNREEAEANENL.

K- ¥PAEFHBEEXEBERUAR B G RETE S S @ T P
AWMERFHQX, EEAPHEIERX[KMEHER VP ALRFEHN L. XE
ER-RERE, FEFHURERREAER AN PR XRERTE ¥ESR
EXREEFWBRIRARUH XL, EEA N, RAAEXBEFTPRA Y
M. ENNREEEHERAFEHNNYH, BXENEAT LANRME K.
FwRMNEBEHZARARKEN =AY, TREFTERNEE, FAH, o
BEXHBRY, 7 KERMF 5 EBEEOVF B O REKF— R O o ek
RHYF, TXHEEALZRRANEETSL2EEY. RNARZEFRNZF
W, TNZEAENEPBRE.

RASNAECR—UHATEAENH. B, EAWGIEERRIAGHAEE
FXHFAREN R (REEE¥TRAE G 2R) PENAEREL £ PR E
GRIAVENZHHR B, LHFLAAKRE. RINENMREHEHEELTE
GHAEREENL. BRYEEFUAAAHFERMAXOFTHALEEXREERRE
HERAE, ARl RESHRY, X—BEBERGEFRA—LFAEER, TR
FEARNEETIREABEMNARER.

1988 &£ T2 &
EH. R BA
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PREFACE

i}

RACE KHFESERY [Norm and FormlE [T T B KFISCE H 2L
PR, RBIFEBR SN, BRERABHTFEERB, B—FAXTXEEMN
HSIMEARHBEEREZ . &R, TRXABHENHME EREERBGE
£, BARBE, REREM —EXBLARE KKDILBFEY [Meditations on a
Hoby Horse] PR FRREN . HAEHBPKRENHBEXRECL2RFZTNH, X
BHE=22Z—L ERRBEEFH. REBALEE XL BOEEFHHRER
—HEARELEMBE R CXAEHATRETE), Ll RHRESR
XX ZER MR EE S X7 BRI n.

THMELR AN, LRI —IHIBIR P itL M B H ROOMBOES), Bl
A ABEZHZRNE, BETHHRIANBERRORE. FEBRHXEE
DL 22 ) S HF9E # fn T4 #% [Berenson]FIEK 2R K bk [WoelfTlin}fk 48 2 75 T 1X i it
B, SRR REICL SN E BB mEAR . REM Xtk
% AEHBIIR BN — % E R EL/REBHREE (R KESEREERER
X IEBCBR R E—H) MRIRAABFILL « /REB[Aby Warburg], 7EBGE H
B E/RBBEGIDhRE, REL/RELAEEAE T A CEBXRHER &
PR AL, LAELLRIMEIRBEXAEHAAR B AMER KM B RN B EM .
e, MBAMEKECHEBRSOREER, BRAOMETTEITEAHEH LA,

XEERE T M X Z R LRI RET, XHMREE®AE
WAL /REFRABESBRRE R, XA FEARMIRRADERI - &
EREE [Erwin Panofsky|#iX [ TLAE R ¥ M 20 FNARRHERT A A M. X
PRI G BB AW bk s T 2R U R, REX—IIRE 2H L
WM TRE B AR IR Hb A A SCE E DL AR R i, (B E LB FE A4
M _EX BRI, SHEMARREMEEARN RS, 208, XA MERMEn TEhA 1
ALZE. BAE BRI HIE B " [Botticelli’s Mythologies|iX % 5
SIRAHVMNRIL BDEHR T IXMME, XEBENENREIEZ GEHESH
5% Vel BR B BIR 24

HBAELMN, ROBEIFATE, FHiEEHRABRTLILERESR
AR X ZH MBS EN AR, HEHRB T -AHERE. &



12 RAEME &

i ER B A D, BIVEAMEEH CREFRHERX -, BEafmdkix
PR ATE A I 20T Red: Ay —Fh BB I EE 5 JISFIEES [$H T
Z AR, XN FBEEBALREN. S, PEFFiREAIEHEE
FURHZ RIFEESBRRGAE B, LA EVEAIEREZA ORI, b
AR A FUXFF L B EHEA ME S EHMER, XAHEREREBERT . E&K
X« BERBELD AN CBEMRERE TROEE, RITEMXGIEEER
ERETAEGEHRY. XEFBNEE “ER%ENHHFEE"[Aims and
Limits of Iconology] BRI R{T#E (TR T ZAR 25 B8R A AT gk iy —Fb
AR, ZREHFETREXLOH N EX2RBESBERREHRERNEST
ramE—3pET#E, AR m R SCEE XA R R RIS E.

XEHHRRERA S, ARG EREIESH, ATHERENBERR
—REREEZALN BB BMAEELEXS B—&H T EHIRE.
IMBRAE EA RS RSCER TR B R ARLEE, BIBAEBHER
Fps. BE GESERY WFE L, ZRKHAUENREE—ENHS
R AR, AR P AN ZAR SR RA b S 3t et i
RFUFIER W, EXERKFATLAN—4: ZRBBHIBNDETREIRE
RBHEBNEELR, XIRFEBZRRIL Y., —BEKERLEERRE
MEBHZEREEHES, HEXRBEAR T B EEHMENHERKR. B
2ELIEBMMEN—EBE LI, ZRIENRBEMEX —AT RitFHF
B, NMUEZHZARY, mAEFSHAZRPEMENI LR ZE.

XERR “RAENS B R " [Icones Symbolicael— XWX, ABHBAFERIE
XERX. CEABHRKAN, mAZMOLERT LN —E. EBRWERR
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