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Abstract

Among the heroines that appear in all the dramatic works of WilliamShakespeare, Ophelia,
although a tragic heroine, seems to be most loved,most popular, and best remembered. She has
always been a source ofinspiration to many artists, regardless of age or nationality. What
isdistinctly noteworthy in the dramatic description and representation of thistragic heroine through
the mouthpiece of Gertrude in Act IV, scene vii,lines 167-84 in Hamlet (Peter Alexander edition of
The Complete Worksof William Shakespeare) lies in its aesthetically and imaginatively
richlanguage and dramatic poetry. As Shakespeare has successfully dramatisedand immortalised
the Hamlet’'s well-known “To be, or not to be” soliloquyin Act I, scene i, the dramatist has also
successfully succeeded here inimmortalising Ophelia as a tragic yet graceful and unforgettable
heroine.The dramatic language and poetry employed and portrayed in theseimmortal lines had
never failed to leave such celebrated nineteenth- andtwentieth-century painters as Ferdinand
Victor Eugéne Delacroix, JohnEverett Millais, and Paul Albert Steck unaffected and untouched:
they werewithout doubt all charmed and drawn into the Shakespearian heart-rendingcharacter of
Ophelia with such mounting passion and such enkindledimagination. This paper attempts to
present a new and radical approach tointerpretation of Ophelia by way of taking into account some
considerationsof the three prominent painters and their individual works of Ophelia inconnection
with the Hamlet films, with a view to better understanding whatessentially constitutes and
configures the disposition and behaviour of thistragic heroine. With the eleventh lithograph
illustration of “Death of OPHELIA” in theseries of 13plates of ‘Lithograph lllustrations for “Hamlet”,
all of which wereproduced from 1834 to 1848, Ferdinand Victor Eugéne Delacroix
(1798-1863)lithographically and three-dimensionally represents the heroine’s soul that
is“struggling to be free” in the presence of “Cosmic Unconscious”. John Everett Millais (1829-96),
representing the Pre-Raphaelite Brotherhoodwith William Holman Hunt and Dante Gabriel Rossetti
and drawing inspirationmost likely from Hamlet, painted his masterpiece Ophelia, which
recreatesan elaborate scene of Nature in which Ophelia, like a “mermaid-like”, floatsdown a
stream, chanting “snatches of old lauds”. The drowning scene havingbeen realistically yet
imaginatively depicted with highly aesthetic and poeticsensibilities, Millais encompasses within the
canvas a red-breasted cockrobin, sitting on a bush and singing a psalm to Ophelia’s “melodious
lay”. Thepresence of the cock robin suggests its symbolic metaphor for “forgiveness”
andreconciliation. Paul Albert Steck (1866-1924) painted a visionary Ophelia underwater in
hisOphélia. Nevertheless, the vision and intuition manifested in his work genuinelyinspire people
more with “mirth” and less with “dirge”. Ophelia in the artist’'s mind’seye is permanently transformed
into an elegant and graceful court lady with prayers. With these paintings and the lithograph
illustration in mind, one is alsoreminded that Ophelia’s tears, often gushing from her eyes, do not
prove herselfto be a woman of “frailty” at Elsinore, but rather a woman of warm affection
andpatience —— a quality or “rarity” whose nature had been nurtured during theMiddle Ages and
far into the Renaissance.
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YA AT OEMIZET AKX E NS (heroines) X, EALR
(heroes) 12455 3B L N THINTEHILICHA TV 5. BRIPEH,
JERERe O~ 2B DY XY YVICHRT 22 L R BwO L F FIE
F5ETIUE, ARTEI) + 7 14— 7T (Ophelia (Hamlet)) % %
\2, 2—74—17 (Cordelia {King Lear)), 7 A7 E—7 (Desdemona
(Othelloy), <= 7 XA F N (Lady Macbeth (Macbeth)), ¥ 2V T |
(Juliet (Romeo and Juliet)), I 5 » % (Miranda (The Tempest)), & —
¥ % (Portia (The Merchant of Venice)), TH#1) » ¥ (Rosalind (As You
Like It)), 7 L 475k 5 (Cleopatra {Antony and Cleopatra)), 7 V¥ %
(Cressida (Troilus and Cressida)), *—< % (Portia (Julius Caesar)), 7
vk N (Lady Anne {King Richard III)), ¥ ¥ % ') —7 (Katherine (Taming
of the Shrew)), % 4 % —=7 (Titania (A Midsummer Night’s Dream)),
AL (Helena (All’'s Well that Ends Well)), 7 7 4 4 5 (Viola (Twelfth
Night)), 73— 7 4 % (Perdita {The Winter’s Tale)), < ') —7 (Marina
(Pericles)), A ¥ ~XF (Isabella {Measure for Measure)), T it~ —#
L' v b (Queen Margaret (King Henry VI)), & —t— (Hero {Much Ado
About Nothing)), 77 4 =7 (Lavinia (Titus Andronicus)), 74 7 A=
7 (Volumnia {Coriolanus)), 4 €—3 x ~ (Imogen {(Cymberline)), 7
F ¥ A £7Z (Princess of France (Love’s Labour’s Lost)) 72 E 38 H M 5,
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WO AN S R G AMER T, K x OBtk & ML R
PR & e dafii 2 TV T, BB HE ORI - HRINAG)) 2 eI
Bhrkve

¥ —Y 2 —A (Theseus (Duke of Athens) (A Midsummer Night’s Dream))
AFE AN DFEOBIE WG OMBBIEICOVWTERT AP THERTVS L
2, [RADXRVIZZENRSDO b D (BENPCIZAZHMONELH D)
WL ne 52, HY AL ENETNOFLEDOY L4
MiABTL20E ] v Bk, HYREAMLE 1R shT
VB KA 2 3 TR 26 fiCRLR ST WD (Mo ] 7 &%
IEDLDDTHD. EFF [TTWORIIEIRE S N/AFTETH 5 AR
AR T E R VWEREDORKDSH L] L L [ HEFOHZ D bW, iR,
SEMICRIL L)L LAY 2db, THIZELYAET] PRRAEO%
BLTWa LT, ] BHEORER LI [T 2 Hx 1 % 8B
&l TERL, [HE2EZL L5050, Thbbifixtiy, MRE2L 0]
ThY, HYOREE - EEEZWTEREL LOLEZAORBEH AL F—%
IERECTE L2 R CH B0 ZAUITEHAT O FE  Hixt e AR © &
DX LDTHY, VTEDFH & T HD “Nothing will come of nothing.”
(Li89) "L IIHAENT, ToORBICMETL NLEF X2, WETE
i, a—=74 =) T»Y TIB%LOD;I%’EO)F"?“C%V)ﬁbhtfl’\iﬂ
DEXITBVWT, HLOXBUIKHT 2RVWEEDOGE SHERIHRLSHTR
IR D EoMERBEE, B2 T 208l 2 TEL D
HILEHIEZAORE, $abb [WLEFSEZE3MMH.] (“Nothing™)
DOHFIZIHENT VAL LEFTA L) I—TA—VTOEKRT HLIAHDHE
(“Nothing”) 7%, SETRIELELZLDTELRVERORERS (“fullness
of being”) *ZDHDE LNIFEWRICHFE > TVEILETHAI D T
Gbbh, =74 =) 7 OFERIIVHET ZOM 2 ABL L Tw 2130
DTHL YA 7 AETRT Ny 7 ZADFEAETEH Y, LTy =4



F 74 =Y TDOHDY 179

2 AETHR I <Y V¥ — (dramaturgy) ORERG % DEKT L DT
HHEEZOLNLDTH b,

NYyoxz—X-F 52090 {(+ 74— T7DI)

(Navy N BT AET 740 T, I—=FT4—=) TR/ E=Vx
Y, BevaxRYa Iy bl vo B AWE IR, WiETH
MWL SbETHE SN TWEDITTIE W s BRBmICE L
TEAR BIHEIY (Ru—=T72BO—LTLT7 71— A LEY
NAL Y PETEORBICET 2E)), F28E1Y (Ru—=72
MoO—ZTHIELTES L LYy P EFOREZZLEADSR)),
B3RS 1Y GBHOMoOMEZETTE, Tk, Fu—=7X, u—¥
YITYY, FNTFUAY = VELEBRIC, RRENRTEY (BF0H)),
B3 2 RNOIEMTE, T, Ru—=7 R, u—¥rr 5,
FNTF RS =, EREHEEY BIMRIOY)), F4FESY (K
WoO—% GERLOY)) ICRE SN D, Z L THE4RE THTOBWE, £
5HAE 1 Y TOMBENEHEL

5 4R S Y CREAIERLDIR DA 7 4 — ) 72O, [ilDb
PHORIEXAESTEN T, b2bELTH, JIADFEHLHVD
b, I HIIE&L7T2bVnZ LiIA) TITIETHE, ZOREY%
SREEIL, HCHEOLE O VWEI»PSIN, /HhIhne{Ellz7-< LK
LT BABFICHRLTEBY 3 %] EHPLTWD, ZOBRIZ, “Her
speech is nothing” & \» 9 EI1R> “the unshaped use of it”, “speaks things in
doubt, / That carry but half sense” 7% & & W2 o 72 RBIATH VW 5T W 578,
ISV IONBF T 14 =) TOLPFAITENHEEZEL WD DD
EHRTE I ). 2 b EDLEEORKCHMAZBIZE > TIE, *
7 4 —1) 7 ® “nothing” DFEARZILIET 2 Z L IFMGELENIIEZL DD
ThY, [AFBFIHER] T200880ENVTHAH 9, [EOKDOE] 12
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BRI BT XOBALH, HBOHTOHRRIIOWTOLIELY
M AFE I RIS, EYVDIFTAI—PITAD [WEFEFTOZ
EAUNE S BIEAI STV £ 7, 3B AR OIIRAE & 7 5 C
2T ATV X912 (“These things seem small and undistinguishable, /
Like far-off mountains turned into clouds.” (IV.i.184-5)) &\ 9 Al
BEE LT ERERBG LD THIY, 74— TOHFITIEED
IO BMHRBETORETRE, REREMEIINORT 28K EHE7E -
7oIRERARY - O - B ARIZEC G2 6N T v, ORI Y
TV THRMNIZEELS X 77 ) o KR HE, L TESEOMm
FNRLRMOBTRICHE L, FEBIRFEDOL ) LML VIEEOET L Vo
Z2BIRZAR T 52§56 TEEIC, MERH, A EHMEDORIZIEAT
LEohtZINRETHA) " HOLTF 44—, ¥ 74—V T%E
DAL (“violets” (V.1.234)) 12z %, EfiL, [EMWEWHE 7 AL
V7 LR, A, IRY LR Coh o EERT ] L
BRIS, [KE A &R L, TARL A&, Bk, dieasR] L, [BEIKKEE
Hot| TbdHs % +714—=)TI2oT, BPIZEINLLY MET
DFICLoTRBTHILRT =T APKREINTE W) #EERHFITH
RLD72 0D DTH D EFAFIZZITAND 20 DOTHY), ZOEEDDH
BEWE DY D &) iyl OxFENSOEET, + 74— 7 Ok
LB EELS N, EBICLMLE SN TLE ). BB LALHITO
FROHBLZZVWEELAZEFIZL T, + 74— 7TRIERD» SHERN
EERY i THN, AL E SR OMRNOWME % KR S, BFHoR

TIE THRADPZE LR SQIORT, RAOE "] ~NLBVESNLDT
Hbo F74 =) TORKIE, ZTNHIZ, HDOITHY, BlrzdboOZZ
AHEEFNETITEBL R,

A EHRDTE & W& MR ZHHICORAATHE T T4 =) T %
B2 LLHEORHEBEE S > THWTWBLDR, (X 74— T DOW) O
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RIzIWVFA4F Y - T4 7 b=V xz—X - FF2707 (Ferdinand
Victor Eugéne Delacroix 1798-1863) T®H 5. 5 3 #1556 {7 T/ 4
Ly D ASNTH O & B #E % “To be , or not to be—that is the question” &
B fal, KROZENISH < 32 7O HE o HCEREERE R 1912 Hoo AR
FHLTWB XN, Tav Y jkOFE] THDHEFEEC (VAT AR
BOBER]EEEINDE FI 2707 "%, 1834 405 1848 EITHIT T [
ALy M @) 277 (lithograph) TR 13 MZEHIEL, TOHND 1 K
ELTI843 4T (7 4 —1) 7 DI (Death of OPHELIA) ) % 520K & &
TWw3 % s 13 MEfEZRER S L7z 2 A DEK (inspiration)
DFRE RSO, [2—T—, F14=—, FTa<, ZVT7l, Zh
IRV =R\ /o Z ) Z 9 725004 DSHIE L Twiz] 23 0BT
@Bz [havy M oLETHY, 72182545 K 25 HE) 75
§HRETAFY AP, URN—DREHEBTL I F - F—
(Edmund Kean 1787-1833) #9%UF ¥ —F3 o> F o ToEki%
B, YA 7 AETOBEMEDIBZNTOH oL EMTHILENTE
5 FREIZY NV - 2L (Gilles Neret) b8 L Tw5a X512, 8
DRFENBTHDHF 74— 7 OIALE BA REIIWFEI N REAR
D LARELAIL, FI 700 B e TR 2VWEELP72THA ).
VNV A LIEEBHIZHK— F L — ) (Charles-Pierre Baudelaire 1821-67)
ZGALT, [2EIZTIES Lvwold, BICTROER L W) OTIE%RL
(P DWFEDOEE S RS AR D7EH) HOFEHORBUIRI L TnEH I L
Thb, COFETHELRRXT YY) =, ZORWIEEZORTHRERT
%o BRIE—HIZHMIZBEOLNTOLYDL, $TRTOHEKEHTY A M
Lofpi e Ak, o nzy AL LTHRRTYW L, 7T ==
AUF 4 =D X ITWE A5, WERS 7] L, FI7uyofEficHs
SNTVLHEANRTLORHE LT INEHE, BEWVITLTWVD,
(74 =107 D) 1313 5#E (series of 13 plates) DH D 11 2
HEMEL, 182510 FTEROMY) THb, $bb, [HaA
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Ly bMlinavy FERE®S LD &F5FEI (HAMLET: Queen Trying
to Console HAMLET) (filE4E 1834 4E), [NA L v M i XOTERE
B9rL95,n241L vy (HAMLET: HAMLET Following the Shadow of
His Father) (HIfE4E 18354E), [n~Na Ly M 79 20T %E (HAMLET:
Phantom on the Terrace) (MlfE4E 1843 4E), [NAa L vy M) i Ka—=7
A LA Ly b (HAMLET: POLONIUS and HAMLET) (il {5 4E 1834
43 4E), [haLy b ALy PEFLVF YRS — Y (HAMLET:
HAMLET and GUILDENSTERN) (#llfi4F 183443 4F), [aL v M-
BB HICROFRBGWEHE L SEH5N4 0y b (HAMLET: HAMLET
Makes Comedians Play the Scene of His Father’s Poisoning) (#llff4F 1835
), [havy M EekEI) L5410y b (HAMLET: HAMLET
Trying to Kill King) (HlfE4: 1843 4F), [hA Ly M i K@ —=7 2D
%t (HAMLET : Death of POLONIUS) (#I{E4: 1834-43 4F), [MnNAL v
Ml :naLy & TR (HAMLET and Queen) (HIfE4E 1834 4E), [y
ALy M ALy bEFET—=7 20 (HAMLET: HAMLET and
Corpse of POLONIUS) (HIfE4E 18354F) TH b, ZL T+ 74 =1U7T
D) DHEAIHEL 1258 13 51, ROMWEY THb, Thbb, [HhA
Ly M ZE)ARLZBEDOWONLL Y bEKRL A Y 3 — (HAMLET:
HAMLET and HORATIO before Gravediggers) (Hlfi4E 1843 4E), [\ 24
Ly Flina Ly O3 (HAMLET: Death of HAMLET) (HI1E4E 1843 45)
TH5 "™ F527u07i282)br57 (74— TD]) OE—FZ
i, MIRZELR -7 (oo Nh7z) 7u Xy —418 (Earl of Gloucester
(King Lear)) 7%, %4 %% 1 B TREVCELR ¥ 572 N7 — (Edgar)
OHOHOF6LRHIT, F—7 7 —OHiBEZ L BVIAA TR B
RO LEREY, oI E L AEZ# o N, AlTAkoBIZL
BAROERDBLE) LTEFEHZTVLET), TS ELEOEH
2V 728N TV DA 7 4 =) T oMo t, $<CNTrhI<Fy
JIHGELTWAH LI D TH L, F72, w0 HRIEGIZB W Tl
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A S8k o TREME STV FHIE, [HhaLby b v
YEmD B VEF =12 5 NBEER OB 2 RFIHR) B T2d 0
ThHY, TEXAT74 =T O [3OWHE "] OZRITCWFEIERIRHD
ABMLTVLIDLEER 5. H1HE S 166-6TTTNAL Y PR
ARV AT ay7—=I1Zd LT [FAbAya—, ZORMODVEZIE A
BOFEMRED | EFIZH BB XIERT &N, WS THH LD (“There
are more things in heaven and earth, Horatio, / Than are dreamt of in your
philosophy.”) ] &Hii L TV aRE%EZHESD, ZHECEE Vo BAEKRD
TETER, R & Vo o RERHER L b Rk o 72T DA R E 2 RFIZIRD
NPT EIEoT, HEVIIMEMDOHEZTNEHERIZZ NS 2 FEITH A A
NBZEIZX o T, FHOMMPMROMR, iECHEEDAEFHEE Vo
o7 ==, ZHEV.ORKRREM 2 BB L7z E 2 A OFH Y MR
(Cosmic Unconscious) DI * BT 250 THHEVINEIISEKL
TWHbDTHY, Pl ZRICEHBIZEH DXL 2B L7z, TA B
WEEOREICHRT 25D THLEER LT ENTE L),

N.vav - -3v—o(+rx74—=97)

INAL Y NEASETEE 74 =) TEEDOETH D, H— bb—
FIZELZPSICETFE e —F 4 7AE LT T4 — R >T, 74—
) 7 OWIEDRIE LT OB TS

Queen. There is a willow grows aslant the brook
That shows his hoar leaves in the glassy stream;
Therewith fantastic garlands did she make
Of crowflowers, nettles, daisies, and long purples
That liberal shepherds give a grosser name,

But our cold maids do dead men’s fingers call them,

There, on the pendent boughs her coronet weeds
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Clamb’ring to hang, an envious sliver broke;
When down her weedy trophies and herself
Fell in the weeping brook. Her clothes spread wide
And, mermaid-like, a while they bore her up;
Which time she chanted snatches of old lauds,
As one incapable of her own distress,
Or, like a creature native and indued
Unto that element; but long it could not be
Till that her garments, heavy with their drink,
Pull’d the poor wretch from her melodious lay
To muddy death.

(IV.vii.167-84)

FhE MOAD—AE, MO ZITEL Ao T,
FOEEARAOBHII L T W5 & 2 5,
HOBIIMOEE M- T, XAITIF, Wb X, OREL,
IS B Wil 7 5 A5E B 7 4TI,

W7 LA B BN DI LIFA T 25 % 2 2. C,
XNORTEBRE LTI, 200 K 7
BNFES L, X Utormt Hidiiz CHinT,
BROEEL S L b, HCEGERMICHED E L7,
ERZ0HDY, LIEs CIARO L S )i %7272 L,
HWEERZOTEATH ZE VTS,
HIZHED GRS S alFic,
KK CHIIE L AR D £ 5 12,

T, FRLHOM, EIE oKD ERERL,
HOPDBES BIREE LTS5 X LT,
IEDRDHEMIBIETY) ZATLE720TT.
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B4 BLE 7 3 167—84 4T

1948 424 Y A TEfEShzu—VL Y A - F ) 74 = BB - BiHo
B (AL oy b oCik, ERA 74— TEROREA) TV ET
ISR TRIA SN TVD, 20 [HEOBEHEBL ] &5 7 7 TIVETRIC
‘¥ 5Yary -7zl vy b+ 3IL— (John Everett Millais 1829-96) @
REMETHZ (X714 =0TF) LEHUDTTERLI LI, RALR
BRI ETEREPA ) LM, IL—D (X714 =07T) v
e 54 1) 7 4 = (1907-89 (National Theatre BIFI#ICZEMT BB 1963
—73)) BERROE Y b (B 27 -oTRRVHEHENT LI LI,
B an59, IV—HHRZ, YA 7 ACETOEMTHD [Nl
M PHRADAVAEL =Y a v EHBTWREERED Y I LDt
2b (A7 4=07) ZHMCTREERIEECHD, TA—F -T2
(John William Waterhouse 1849-1917), & 2— X (Arthur Hughes 1832~
1915), A7 v 27 (Paul Albert Steck 1866-1924) &AL SN TV 5,
iz dh, Bz i, #7340 (Alexandre Cabanel 1823-89), 2 v 7 (Charles
Cottet 1863-1925), TX—)b (Ernest Hebert 1817-1908), V7 = —"7 )L
(Jules Joseph Lefebvre 1834-1911), JV F > (Odilon Redon 1840-1916),
+ v 7 — ~ (Joseph Severn 1793-1879) 7 EXZEIF b b, I L —1IF
1851 4EENZ, H V) —MoI#EsF > 7 X b v 7R ¥ 7 4 X (Kingston-upon-
Thames) (2% % L —T )V (Ewell) Ziirtsd v 77X I V]I (the Hogsmill
River®) T, (74 —=17) OBECIY o Twde, 7 P T &id
Bz, FHTOGHEMTRIBEDE 272D Tld R v, ZOROKT
%, WOLHCRHBL T2, [UIORIRZDOR ) OB Z DR S8
BLEH L) MIOZIZCEZZOATEOTTHS 20 E, Tl
EIAHZRT RO T ENTROEBE WL 2055, AEAP=—4H
BERMUSHWHAESK 22T RIS DDA Y NRIZHEPH. F
72K TN OHIZED, NIENLATITICA 74 =) TORKE L
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—REBBOTE LR LEDNS L) ERABIZHEH) LIAHKS
2% ] ¥vF - H 7)) a¥y 54 (Dante Gabriel Rossetti 1828—
82) MFELY KN -+ 1) —F - ¥ F)V (Elizabeth Eleanor Siddal 1829—
62) #EFNVE LTINS (X714 =U7T) &, FHEI82FEDLICT
YRYTEBE LTS, AT v 7 TTR LR KOz 72
Y EVOBHOREREZOTE L E%, I L —IZwIIRETHE L TV A2,
ZOWED Ay F3BUEN— I 2 A Al LEM A (Birmingham City Art
Gallery) IZFTEE T2 7,

77 7 TIVETRIE [4 50 7OV A v AFEM O, BHIO % WEHE
WE O/ FR?] L, FHICHROMENE 2 20 HE LTw
bo LT TA—ANKDA T 4 =) TE2EDILIEHR L7722 LIZREICHR X
72h, IL—3A 74—V TOHEI, EDOTTE Ay 7 L AZMET
LT lrENTwiwv, MO L) INiELEZL )T 74 =) THHIZ
Mo TWAKEITIE, EOE DML L) RS EERNICHES N, F
52T [EChRs/NI] L IcBLAZAL, FAMALTWS X
ICHEbN D, HEBRFICHE SN TV LK EFIOEMICZZ & 72K
AZIE, BRFTHATIRCEZD0OD, 2205 MAKS OB 2GR
ML, ERMNZODOEFRL TS LM, FIIZIhhBIIK
WA ATNLI D ELTVELF T4 =T %, B2 bEZIEDAEH,TD
DENT, 74 =Y TIZ#H->TWVD, TN, HBRICEAAENTNS
EIANVF=DHEROFEZHIELEFEL L5 &, MNlloih & iddodhn
WZFAF Iy Z7IZEHVTW SRR S v, BETHE, F714-1U7
DI B AGREERA YUK T 2 HAR» L OHEHTH Y, BB
LENRIHWT 5, HWHOBONETH D L) RIS 5, 22T
ABILTEARLhWEHELRFENDL I LE, —2HMLTBE VY,
ZLCEEEZOHEZZD, 97 7 TVHEIREZNET LI L —ORE
IC B B FROMIMGMR OB L 2 252 L%, BIIROML TV
2OTE RV LEbELHE, BURLFAELOTHL, 74— T DH
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EBFCHPNINNEICZE R TRV 00, BHTHR TV %D
RKOARDPSMP72=AROBD L2, o a< FUHFIET > T oz,
IL—RBHVTWEDOTH L, ZORWOI P EOE-THESIZH
WEZ ENE b DN, EEOMLKELEIZH S “Who Killed Cock Robin?”
((Fesay 7a YR LIZOTLEID?]) ThHb, TOHDRIEIL,
7 L —#— (James George Frazer 1854-1941) #% [4#:5% (The Golden
Bough)] IZE R 3N T 5305 OIS VT, 9-13 AL EIZ A
FCEPNILRIRF O W KGR v ¥ (Elder (Poetic) Edda) \ZF Ti#ls
LEDRTWA Y 2z, 16 HAgHZED S 17 MBI T TEE
7oz A7 AET (1564-1616) AL ZoHEFELZFHIZL, BEMOH
2, &) DIFEBER ORI, MY AATHRS72OTHA ) EHERITE %,
ZERbE, Ihavy M) ofemZEnEk b7V —- I T4H A
(Saxo Grammaticus) #% 12 AL KIEIZE W2 [F ¥ ~— 2 % (Historica
Danica)] \CZFOMBNHELZMDE I ENTELLVIHENLL LTI,
NS THLERDNDINSTH D K447, &thkE LT 14
W SR SN D 2 DOIEAKRHEEICIE, AKX A (Sparrow (Ivy 7wV %
#®9)), Nt (Fly Gban % it 5)) , £ (Fish (%523 %)), &
7 Ay (Beetle (RMETF21ES)), 77a7 (Owl (ExH#5)), IY
~ 77 A (Rook (MhiD#%Z S %)), €3 (Lark (FMBEANICHRB)),
A4 T e (Linnet (BMHIFEH 2% %)), N (Dove (JL%ED NiZ7%
%)), M (Kite (fEZE®ER)), I VA (Wren (FK%E S ZFRD)),
v 7 3 (Thrush (EEHzHKD)), B (Bull (SEZIEHT)) & EHKk~A
WZBY L, §XTCoO/ME7H (All the birds of the air) & 3tiZ, v 270
oD ELELANLDTH S, F12HIZIFT~ FY TELWHREY 73
PELL, BEREZHEKI 2R LILS,

Who'll sing a psalm?  F#EAEERZHRK T L X )2 ?
I, said the Thrush, FRERREY ZFINFIE LR
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Asshesatonabush, /MEDOLIZHIZAELETED
I'll sing a psalm. BOEERZHR T L L9

B4 512, I L—0.LOHI2IiE “Who Killed Ophelia?” ([#i254 7 4 — Y
TEBRLIEOTLEIN?]) ) EsE b5 ) NS E BB
LMD LRI, TFYAPIEZ0720REH 2R EHEMAI &L
T ANl a<x MY %, 72 [RXPHRZTH, F 27—V
£HonT] av P %, Fx U NZALEMED, HHHIZOXIZwES
AT, VoD V0TI RV, I NY ZZIEFF 74— T LIk
W2 [wWESER] 2 HRZFARTHRY, 23 TEENILE SN ojh
OHIZEEH LTI A 74 =) TORBOHEZTH ), Koz R
FE[ 23 SPERfE (guardian angel) THdH 5 & DA, I L—IdhtiL T
URIZELT) WBDTIEZRPAI M T, 55 HHE2H5351-5247T, &
L A4 ¥ F %% “Good night, sweet prince, / And flights of angels sing thee to thy
rest!” [ BRTALIWV, BLEET L, FHVDIZEREOENOHFEIZ
Feo TAEDED XITEANAZ EEZ]) EHBLHICLTHIZT SR
WhHBHN, TITHALy M RENGES REORFNEZIGEEL TV 5 D05,
74 =0T OFERMETHLFWOI< F) TRARVNrEERZ LN,
RERSIE, A FVEANAL Y MRS 572k (Ru—=7 20
EEIHEEAY)) ERLVIRREIHKENY, NaLy o3Ik
BHOZLEE L LTNBIETH 205 TH D s

IV.ZVR=) - A5 27D (FT74—=1)7T)

TART TR WO 1996 FFEEBLE X v A0y F Ly Y —
TA YA MES [hNa Ly MO(1997 SEEE S ¥ L SR IR AR -
WFEES UKIS i) T, I L—2 B L2272 X ) %Eid
BRY, F74 =)7L, HTOWINIDRIZE 2D TWDE, HEAD
IV THOES R b, &7z EATMIDNRIZE 272, W
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HZRKRECABWT, 7205 Lo REZEDDTVELDITELTH
b0 FIRA— PV —FOHRIFICEHENTVSL X HIZ, £5T [AKITER
AAZEN L/uf:“g’%) ® & 912 (“like a creature native and indued / Unto
that element”) | L Co [HWHEEAZFTNOGFTICHL TWE LI A ] Lild
KNTWD DD, Fh EOFAER - SRS 5F, LR
Tr—WZEBEN, ARRGEHMHERE LTV Y ) THEERICRKT S S
EIlEoT, WiEAZAFEH 2RI G2 FEIROSN TS, L2 LARD
5, RMMEARICAONE LHI, [BISFSFEREHICL L0, AEE
L o THEMICBN, BOhOMEBRIE] Wb, [HERIEEA
ZIZELSHERTVTY, FLAY—TEFICHGDORZMSESLZ EHNT
X5* LEH, TR, SRKDNELEGL, BHOKOHTH
BAHEMEREP oA T A=) T, T VL8V — (telepathy) 2 X - Tk
DTV DB ALYy MZALORREZ M SEZICHER V, 2R 5,
FT74=0)TEVIF) Y vl (WPoNa) DAFTOFEEAELRL T
55910, WEMERIEIOEZ T, EMEHICVAENLL Y Db LT
X BOTEELMRLEVIZLEZERLTVINLTHS P N
ALy ML, O—ErrI v EFLTUAY— VI EXRbRLTA XY
ZNHHPoTBY, 70—=F14 7 AIA ) ZALIWTBEoORT, it
A4 FY 2K ZRE, WANLL Y FET S X9 IR L TwWzo
Thbo 2T, A 74—V TOFKEXEA MR, T4bb [HEH
RSN AIEREERD ] 2 FTE LR 2/_id %518, 74—
VTIENAL Y FOEPN TV S MR EZ RREBWICEML T, HOH#
ATKDOINEEH L TV dEZ N5, 29T LM, NAL Y
PR TS TNLAL Yy FEFBETLRITHE LD Z LR o7 b
ThHb, ZODEH, T74=)TOFELEZDHDEBET S DNA O
FFHNH AR EF N BEHERE Tl B E Wz Ed, #BET5F TR
BESEDPo72DTH b, AREWHDKEITENE, Zhiglis, +74—
V7 OHFAEZEDS OO (LYY TF— 1) 2BKT5b00, #HRLL
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T, WHZDODDODVES TRHATLDEZTZLDTIIRWVES ) 2o Bk
BHOLHEATETZETFDOIL, maeRKTHLOTHS, NAL v b
FHDADTZDIZ, HOEDOMEBREICL TKOBNELEEEZ TS0
Thbo /) TAHILICE-T, FHMTED S5, KEDMAEED
D, ZEMNICIE, NaLy M EDOBREMINEELRZS LOSSDONE, H
FTEXETVS7ZDTH b

ANDJNET, THERE AW T L E REEZ/LODDF T 1 —1)
T AEETHLIMICH ) ZBIFCWLELOLNL, £ 74 =0T
O ETORBZOZIED, “God-a-mercy on his soul! / And of all Christian
souls, I pray God. God buy you.” (IV.v.195-96) ([& ) »Hi&F, HDOA
DHEZFARET )/ DOVTIL, ALIADHREDBEALE T, Tid,
ABREA, BXI %)) THLHIEERVREIZIE, KOB~NEEHL
2ATA=NTOMOPREDL) BEDTHo 720 2HNT 52 LI3,
WEETIZ RS9 7o ZORDPTHY 2HIT54+7 41— 7T OLREH
MIZHS FI=F v 712G LAEmAS, BRIz R—v -7 ux—)l-
25 v 7 (Paul Albert Steck 1866-1924) @ (%7 1 —Y 7 (Ophélie™))
THb,

WU T T4 - SV EMERFZERO A X)L - a L (Isabelle Collet)
EARTERICH LTUTO X9 2@ 2z Twb,

NALy MIRIBTOENIGES T 4 =) 7T OLBIN 7 Eay g,
19 A DMRRLFHFANT2 D ORG N 2 HEL T TORMWDOANY T
bHEFF7ugE, ey FyTRBLZY =4 7 AT RIO#L 2
FIRT, BVIROBER 72V O0DT 7 =T a3 v EfHiINT»
Bo T - N F =)V 1886 48 TEDOHEH L, 1899 4E1C
LHNHLE TV 5,

FUR—IZEBE, BROFTAT—F - FA4TF—FIE, [F
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T4—=)TORE] LEEN-EVWEoFRT, [HhAaLy M) ovodg
YOV TERLTWES, TOWEMIZ 1894 EIZHTHEY, A5
FDEIL, AT v ZIZZOERICE) #ho Tnb,

COFWHLIECRIL, CoMDH W5 E»LMERINT
WA EINICHZ B, ZORMIE, EEORKIMAIR 2 T3 THEK
ENTBY, F74 = 7REMOLTAL YL TTIEARL, &L
HROEFR LG LB AR E L TEEND, KIkREZDH
L, NMTEZZKREDH)RY EIFET 5,

WHIBERER T, WOTAT Yy 7D (A7 4= 7) LwHfERIC
LW, AL aLPnA L BEHLTWS X H12, RO
4ykwvibmbtafﬁm%%kﬂétt@%&k%ﬁjktfw
F74 =V TDBEPTHRTICA>TE 22, 3o ) LRLRLTWA,
F78WALT T 4 - NSUEMEFEROT A — - ¥ I —)L (Amelie
Simier) VEFEAMNGFOTO [VIFEHPHKR] (2T, (+74—=97)
X797y uay7A (Felicien Rops 1833-1898), *+ 71 u > - )b
F > (Odilon Redon 1840-1916), K— - 7 )L X—)L -, T * (Paul
Albert Bartholomé1848-1928) 7 & & v o 72> G 32 3638 O i [F %,
[HEEZH TS “Jk%ﬁbfwéﬁ Zzhg 3E] L) i %
FEPRTD, EmOLEMZI2EETEIrEbhb, Lk
Mo, ARICBVTIE [HE] Lw)XhiddlLs, [EES] ZEHHL
72 FV - a VEEZR OB E FBEIHV 720 B — bv— Fa?
E1RE2Y 72-7341C, TAOMOBFVTED Y DD, TTED
LB, EHOZOWPSKEDGDOHDOM~NER L DX, (“Thou
know’st ’tis common - all that lives must die, / Passing through nature to
eternity.”) | LW BFEAEVE DKL ENLL Y MIEED 2T TWB D,
A74 =) TREIOMPSHOMANERLZLIZLST, [ZoDDHS
W5 EIE D S E 2] B LRI, [REO] 1255, TR
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Petit Palais, Musée des Beaux-Arts de la Ville de Paris
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ARV - ALHPF) LI, TKREZOWEEZ, JINEZLKEDH
RY LSS S]] OALLT, Eflovasf v & SFTHROL D, HHEL,
HRAOMFRANLBNRY, ZOfREL L THEORICEDZE SOV
VI TWOLEEHREPSHNT A2 LT A 74— TARDS.
FEANEELETWEDOTHD, TS LLZORbNI-EMERL KO
A (rebirth) OB %, A7 v 7 BN OFEDA A —VIZEAE DT
BICERBLEILL2bDELT, RTZZENTELDOTIERVES
I Mo TNY ) THHANTOSEHZ b EDR, Zood w2 EH»5
RS NTA T 4 =) TH, KROHGHFIVHERS ZREIZ, LPTH
HRA—=ZTAEBATHHINLL Y bOLEANT S LISICEITDITS
LV HHY HOAREMITENE, EHLOTHRLLOTHLLEDbNL,
ZNENLL Y FOROTEED, BITLRFTHENLL Y MIRH 720
12, BRROBBRDNLF =7 DIy ) TIRIZE TR THRT, KO
HEPMTDERUTH D, NAL Y M3 HE 13 89-90 17T, [
PLOF 71— )7 Ik &, WEOWREO LD/ RICHRIZOY
DT L BENLR L, (“The fair Ophelia.—Nymph, in thy orisons / Be all
my sins rememb’red.”) ] &\ B &, 30 1THI D S B S H UMK
WCEEOMEFARLD S OFERICHES YA, 74— TR
%AAvybkwcwﬁﬁaiﬁK?é@f%éox%v7@M74—
D7) AL, FAGBLILESEAHTEY, BV Yy V2 BAT,
BEEHEOLICHRLEESTL2b00HELEZ L),

V.ZT¥ao—7

LBROLUFENRTHLF 74 =) 7Id, BBOEKE BREHEE L ICE
ANTZTNY ) THNTHEND Z &R, ELREHEDL ~ROEDILESR
BLTwBEZEE, BICATELLBYTHL, HAOHBIIRES L2
REBEHCZ 2 01E, RERH D Z2IHE> TOBMNE IS w5
KHEBMLTwEEBER L) YA 27 AETHYE, BERELTHAL%
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WY& RROMEL V) DOZRPIRIIE LY, FTAML, WFIK - BE
Mz, EOICFEHRLEHBEMOPISHAAN, A SE TV o 72ICHER
Vo E—%—+ 37— (Peter Milward) $5wX [C.S. VA ZADEIEHY
FEBL 2] o T, AV = tOHR LT - HELENLOM, Th
ki A4 ¥ 7T Y FEEDBR BB R OMEE L W o 72— HEf0
BRI, (47T FOHoWwE N2 ITHIAN 2 <R E 20 5
ZH 2z, ZOE —THMOEDAL 75y FiEbER—H=0ED1 ~
7T FERECRBIENEERLTLE S FWEE] ML T
Wa P, ZhiE, EDbITFY YT - a—<fbe e LoditE sk
DL RPOLRFETFIIH->T, RIREFbNTEA v 7T v Ok
RROME, B EORMEERTL2OICELY, L5255 9, 63
HELBIBITET T4 =) TONLL Yy POERRDITHTHBE L E
%oT, A Y77 FOFERN IS 2 BWER H G OBEE DS 225
AT BDRADENENY LIFE LTV,

Oph. O, what a noble mind is here o’erthrown!
The courtier’s, soldier’s, scholar’s, eye, tongue, sword;
Th’ expectancy and rose of the fair state,
The glass of fashion and the mould of form,
Th’ observ’ d of all observers—quite, quite down!

(M1.i.150-54)

FT4 =0T bbb BIUEERHELN, 0L CHETRLT
L) &ix!

HEAOKBLEH, 2EOSbornfi® RALBLITORIO
XiEx,

%buw:mﬁmﬁ%m%%

R, LRI,
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W ABMOMTE - 72515, HARIHNTLEDRS &1 !
53 LS 1 3y 150-54 70

FRICH 74 =) 7T ORI HE 1 55 160-61 TOG [LlEioB L% JWil-
ZOHT, 5008 F 2 A0 sRwveid! (O, woe is me /
T’ have seen what I have seen, see what I see!”) | &, [BAE5E THEH (the
present perfect tense) ] & [BUERE] (the present tense) | &9 [IR¢RG 7
FH] 2RI A G DY, EiEk LoBRBLz TR DL TH L
W& oT, THBEDLREHBOL L OTRMEOIAMRITK LT, VHRER
b, fERRE R EOBMNEE BIR WA TICERE LTHMBLTH 50w
wEwS, BIEROBTFEOMBH L 0L bhb, £ 74 -0 T2
3 DO % TSR] % 212 %8S W2 HEAD AR ILAE
0B HRERREH, WhbHDOTHLOPNERNIERTE T
7DOTHD, ENIUZ, BRERDL EOBFAT LN WL ) HRBIEICH
SNAHETIE, O o9 SRBEDRITEN, By R BA O8R5 72 B8 % H
K AN TR R AR A= 30 Y Ao R0 B

F74 =0T ORTRICIEIHY EHEORHEZHLATEY, [#
LT LY A RRT 2B BEEEERIL T DOTH L, [V
7 ¥ (King Lear)] O 4FEIHT, a—F 1 =) T O/REHETDH LM
1: (Gentleman) 25% > b (Kent) [>T, I—74 =Y T DT
WZoWT, [HEICZONAZTLErBHYTLLY, HONGEWAFHKIZ
FLZ OB )T 20%, [ WY BT, LT, HIZLBL
WEILAENLEEWVWH) ZETT, /H#IXTOHO L) IIPEI D THNIL,
(“You have seen / Sunshine and rain at once..../ .... / In brief, / Sorrow would
be a rarity most beloved / If all could so become it. 7 (17-18; 22-24%)) | &
o TWAH LI, 74— TORTEEORS, BROLENLZOAN
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WO LE2WEESLLOT, MRh THMZIEIEORE MRS v, FiE
TOF T4 =) TOPHIRFEEZSOERLTLH D, L)L rEh
TRABELRWESL), B—L Y A-F ) 74 TER- EHOME [NALy
M oZ CoOBBLGEBREICEOCREANRE, A— V- FedkiZ, Iaik
WILE A AT T =TI Lo THFCAZY = VITBLIIL TS EFZ 5
DTH5bo

1. AHBHEER Y =4 7 28725 11 (&108)] (AR, 1998).

() ¥ & #, Cf “The poet’s eye, in a fine frenzy rolling, / Doth glance
from heaven to earth, from earth to heaven; / And as imagination bodies forth
/ The forms of things unknown, the poet’s pen / Turns them to shapes, and
gives to airy nothing / A local habitation and a name.” (V. .12-17). All the
Shakespeare quotations, unless otherwise stated, are from Peter Alexander’s
The Complete Works of William Shakespeare (Collins: London and Glasgow,
1983).

2. “In the beginning God created the heaven and the earth. / And the earth was
without form, and void; and darkness was upon the face of the deep. And the
Spirit of God moved upon the face of the waters. / And God said, Let there
be light: and there was light. / And God saw the light, that it was good: and
God divided the light from the darkness.” (Genesis 1.1-4). All the biblical
quotations, unless otherwise stated, are from The Holy Bible (Cambridge
University Press: Cambridge).

3. Peter Milward, ed., King Lear (Taishukan: Tokyo, 2002), p. 292. Cf. “He
streched out the north over the empty place, and hangeth the earth upon
nothing.” (Job 26.7). M &ML IV — - T4 F Y Vim—f &
I, B2 WIS Bl —— | (TR A% SO R ARG IFFEm 4R 25 8 )
(HRALARESCRERS:, 2004), 235 H) O THIV b o [FEEEHE] (A
EHBE, 1969) »HREFIHLTWA: (202 &id, —FTid, AMAFTED,
IO BIT BAEOBRLE LTI 2L WH)ERTHD, T
&, HERPMEOHIZ (HELD) IZRoTWwEEVIERTH L] (93 H)o

. EeEdi] CPJLAE, 1986). 1364-365 Ho)

5. HifEHE, Ibid.
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11.

12.

13.

14.
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Nishida Kitaro, trans. Robert Schinzinger, Intelligibility and the Philosophy
of Nothingness (Greenwood Press: Connecticut, 1973), pp. 29-39. Cf.
“‘Nothingness’ is the transcendental and transcendent unity of opposites.” (p.
30).

7 A MF L RIZHEKT 58 F “Ex nihilo nihil fit” 12385 <, Cf. KIFE1E -
FE I (RS LD SR (2%, 1978), 485 Ho

Nishida Kitaro, Intelligibility and the Philosophy of Nothingness, p. 39. As
to “the principle of plenitude” and “ a “full” universe”, see Arthur O. Lovejoy,
The Great Chain of Being (Harvard University Press: Cambridge, 1970), pp.
67-98.

A.C. Bradley, Shakespearean Tragedy (MacMillan: London, 1912), pp. 79—
174.

BEFHHER [haLy b CEBSOE, 2002). DRIERAZVERD, [
ALy M OCHT ARIIFEFHBRE 35, Cf “..speaks things in doubt, /
That carry but half sense. Her speech is nothing, / Yet the unshaped use of it
doth move / The hearers to collection; they yawn at it, / And botch the words
up fit to their own thoughts.” (IV.4.6-9).

EFEDHZBIFHNALy bOBWLWEENIEF 7 4 =) T 2ERE - RBH
S, REOLARANLBVES72DDE 5272 THAH )0 NAL Y b
DM\ SE (V37— ¥ X (appearance)) DIEIZIX, T T
PHIEEIZ DR D o <O SNAHHM R A3 OAFAEIIH S B iz 2 D
B HE L R A b (reality)) 7 EDSAN L, TBEIZH B D |
T, 7U0—F A4 TARLKE =T AR — M= FETHLPRNREZATH
EZIXETTCwLBIEEL, NALy MIHE - BHLTWLIDOTH S, [Je
SFANWIF. ] (“Get thee to a nunnery.” (I1Li.121)) & [JEsf] (SHE#EDEL
THHENSG) PREFBOREL L TYREMEH ST (Dover
Wilson, Adams) (Cf. Harold Jenkins, ed., Hamlet (Surrey: London, 1997) ,
pp-493-96. ; EAFHE - A HE—EREE [N ALy B OIBEEE)E, 2003)
%1 400-01 | ; FEFHHER Iha Ly b CAPFECHE, 2002), 147 H) %
ZETIUE, NALy POZRIBFAOTEY, BHRFZOEOLHICA
ABVHFIH L TOHFEKITONTVZEFT) LD TEL I AT 4 —
) TANE Z DIRDIAGNIARE T, 727272728 F LIRELT 213500 Th 5,
Ad de Vries [f X = « ¥ Y ROVEFM  Dictionary of Symbols and Imagery)
(KABEEEE, 1984), 671 Ho

Cf. “The undiscover’d country, from whose bourn / No traveller returns”(II1.
1.79-80).

Gilles Neret, Delacroix (Benedikt Taschen Verlag: Cologne, 1999), pp. 6-27.



15.

16.

17.
18.

19.
20.
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FoZzuagkimE (777 A & )ALy b] (Delacroix : Lithograph
Illustrations for “Faust” and “Hamlet”) , 3571 : E 326 EESEMTAE 2F WOl 3%
WE (BB 200443 H2H (K) —5H30H (H)). fFlcalBICE
FA Ihavy M) (13 msdfE) oGRS L CiE, BT
FEBOENTHROMh M. Fo52a90) F 75 77 14 —
1) 7 ®%E Death of OPHELIA) DA E G CAEIBRIF 2B L Cid, a7
VO EEEM AR R O L — K2 b AR 2 15720 B L CIRE R e £
LRETH 5,

Gilles Neret, Delacroix, Ibid., p. 41. Z : Bk —H [V 2707 ¥
WA SCRE 20) (FraiAt, 1993), 87 E ; Maurice Serullaz f#it - & & 1EHH
#R Eugeéne DELACROLX (A AL, 1992), 82 H,

Ibid., p. 42.

FZ7uavuhitiig [777 A ] & [/"a L v b ] (Delacroix : Lithograph
Tllustrations for “Faust” and “Hamlet”).

Ibid..

“...underneath all the practical technique or the methodological details
necessary for the mastery of an art, there are certain intuitions directly
reaching what I call the Cosmic Unconscious, and all these intuitions
belonging to various arts are not to be regarded as individually
unconnected or mutually individually unrelated, but as growing out
of one fundamental intuition. It is indeed firmly believed by Japanese
generally that the various specific intuitions acquired by the swordsman,
the tea-master, and masters of other branches of art and culture are
no more than particularized applications of one great experience.
They have not yet thoroughly analyzed this belief so as to give it a
scientific basis; but the fundamental experience is acknowledged
to be an insight into the Unconscious itself as source of all creative
possibilities, all artistic impulses, and particularly as Reality above all
forms of mutability beyond the samusara-sea of birth-and-death. The
Zen masters, ultimately deriving their philosophy from the Buddhist
doctrine of sianyata and prajia, describe the Unconscious in terms of
life, that is, of birth-and-death which is no-birth-and-death. To the Zen
masters, thus, the final intuition is the going beyond birth-and-death and
the attaining to the state of fearlessness. His satori is to mature to this,
when wonders are accomplished. For the Unconscious then permits
its privileged disciples, masters of arts, to have glimpses of its infinite



21.

22.
23.

24.

25.
26.
27.
28.

29.
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possibilities.” Daisetz T. Suzuki, Zen and Japanese Culture (Charles E.
Tuttle Company: Tokyo, 1993), pp. 192-93.

THTI—THBEE - T AV A THEET T T )ZE, TF AL
Alan Dent, 4 % Desmond Dickinson, #{f 7 % 4 J — Roger Furse, 3*
i Carmen Dillon, 2% %% Elizabeth Hennings, & % William Walton, i Z¢
The Philharmonia Orchestra, i £ Helga Cranston, i Lawrence Olivier
(Hamlet), Basil Sydney (The King Claudius), Eileen Herlie (The Queen
Gertrude), Norman Woodland (Horatio), Felix Aylmer (Polonius), Terence
Morgan (Laertes), Jean Simmons (Ophelia), Peter Cushing (Osric),
Stanley Holloway (Gravedigger), Russell Thorndike (Priest), Patrick
Troughton (Player King), Tony Tarver (Player Queen), Harcourt Williams
(First Player), Nial MacGinnis (Sea Captain), John Laurie (Francisco),
Esmond Knight (Barnado), Anthony Quayle (Marcellus) .

BHEEZ [V A 7 AT —hA5ifiFl, 3H (€54 - Fur724),
0y Ky - 57— bENE (Tate Gallery) Ao (OIL ON CANVAS. 76.2 x
111.8 CM.) .

Andrea Rose, The Pre-Raphaelites (Phaidon Press: Oxford, 1984), p. 54. Cf.
“Queen Gertrude’s description of Ophelia’s death in Hamlet, act IV, is the
inspiration for Millais’ painting. Unlike most other contemporary paintings
based on Shakespearian themes, Millais’s Ophelia is neither a tableau vivant
nor is it particularly dramatic. Everything is relegated to the scintillating
natural details of the scene. They form the real incident of the painting, and
stand out like silk embroidery from the bed of weeds and grassy water plants
in which the subject floats.”

Sandra Forty, The Pre-Raphaelites (Grange Books, 1984).

Andrea Rose, The Pre-Raphaelites, p. 54.

“Study of Elizabeth Siddal for the Head of Ophelia”. (PENCIL ON PAPER.
19 x 26.7 CM.). Hi#§3, Ibid..

[T S Sk 200 (Shincho Encyclopedia of World Art) | (Friitt, 1985),
1546 H,

s (Ep0& (Y F¥H)) (Salix alba). Cf. “This willow, the Salix alba,
grows on the banks of most of our small streams, particularly the Avon, near
Stratford, and from the looseness of the soil the trees partly lose their hold,
and bend ‘aslant’ over the stream. (Horace Howard Furness (ed.), A New
Variorum Edition of Shakespeare Hamlet, Vol.1 (Dover Publications: New
York, 1963), p.370.). HHIEEAE [HA L v o] GE#EE, 1981), 256-
63 Ho



30.

31.

32.
33.

34.

35.

36.
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Cf. “Commander R.T. Gould, of the Brains Trust, when approached on the
subject replied: “So far as I know — but that isn’t very far — there are two
principal views about the Cock Robin rhyme. One school traces it to the
intrigues which brought about the fall of Sir Robert Walpole — the other,

working on ‘Golden Bough’ lines, derives it from the Norse legend of Balder.

Take your choice.”

http : //www.acaseofcuriosities.com/cock-robin-gerrard.html

[4:#%0) %5 61 3 The Myth of Balder %,

[Fr=—2%] HE3IBIIE [RRL, EHME, wWob ) DR,
Ophelia, Horatio, Polonius, Rosencrantz, Guildenstern, £ ¥ 1) A ~® 37 |
BEOLMOT Y 2% > OBORBREREORIMBHET TIZZOFAL A
LML) EORESLINTWDS (Rilfe—#wi THAMLET | (W3t

1969), vii)o Cf. I EGLE [¥x—27 A TIRIKLOKF] (CCBHFK,
1985), 255-73EH ; [H 2V - FI9=5 4 7 A, Ax—F VEEDO R
Y OBERET, D LA T - F¥=H] LwInsly M
FRD A2 E N, BEZITRBCE TR AWT, T2
TZMAT 2T TOREMNHRATH ), FRHICBEGAI TR S R 72K
NTho7zLBbhzd, ozt z vy (A8 (F27V) OF) Ao
Y (XER) 28K 5.) [V —2 28 7TIZMEIER] CUEEHEHK,
1982), 195 H).

Ad de Vries, Dictionary of Symbols and Imagery, p. 529.

B4 545 S Y 18347 T4 7 4 — ) 7 & “For bonny sweet Robin is all my
joy.” ([bwvwwa e ridzdh7-Lofl) LwH/hHEE, Fid, V774 —
Al EORITH o T %,

Ibid., pp. 190-91. §#12 2b J2 UF 2¢ % £, OED T i ‘The communication
of impressions of any kind from one mind to another, independently of the
recognised channels of sense’ & EFH I N TV 5,

74 =) TIEF) AT [#dg D] (help, succor) ZHEIKRT 55
¥THY, ZOHFFEICHTZHMBRIERNOLFEANRTHLEF 74— T %
M9 51T, EbiIFnNALy EOMREMET S LT, EbOTHE
PWChbHEFZ 5. Cf [ HEARTOFT FFENLAL Y NEBD LAV
(eI, 2002), 2-30 Ho

NALy O[OS (CF ‘a crafty madness’ (3.1.8) ; ‘mad in craft’
(34.188)) ] 1T LTA T 4 — ) 7TOWEICIE, [IEEIESHOIERDIKIC
IR S NIRAR LB ] (Rl —iaE [HAMLET) 500 H) %38
WHIENTELEFZE)e A 74— 7O [EBOIESK] %, John
Dover Wilson @ 1934 4EDFETZFE DWW T 2\ LIZIETR L T 2 Bk




37.

38.

39.

40.
41.

42.
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ROAD, BT ICEoTHESINTY D, [ 74— TIIBOERO
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Hamlet, at the sight of Ophelia, does not immediately recollect that he is to
personate madness, but makes her an address grave and solemn, such as the
foregoing meditation excited in his thoughts. (Horace Howard Furness (ed.),
A New Variorum Edition of Shakespeare Hamlet Vol.1 (Dover Publications:
New York, 1963), p. 215.).
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Synopsis

Ophelia’s “orisons”
Goro Suzuki

Among the heroines that appear in all the dramatic works of William
Shakespeare, Ophelia, although a tragic heroine, seems to be most loved,
most popular, and best remembered. She has always been a source of
inspiration to many artists, regardless of age or nationality. What is
distinctly noteworthy in the dramatic description and representation of this
tragic heroine through the mouthpiece of Gertrude in Act 1V, scene vii,
lines 167-84 in Hamlet (Peter Alexander edition of The Complete Works
of William Shakespeare) lies in its aesthetically and imaginatively rich
language and dramatic poetry. As Shakespeare has successfully dramatised
and immortalised the Hamlet’s well-known “To be, or not to be” soliloquy
in Act III, scene i, the dramatist has also successfully succeeded here in
immortalising Ophelia as a tragic yet graceful and unforgettable heroine.
The dramatic language and poetry employed and portrayed in these
immortal lines had never failed to leave such celebrated nineteenth- and
twentieth-century painters as Ferdinand Victor Eugéne Delacroix, John
Everett Millais, and Paul Albert Steck unaffected and untouched: they were
without doubt all charmed and drawn into the Shakespearian heart-rending
character of Ophelia with such mounting passion and such enkindled
imagination.

This paper attempts to present a new and radical approach to

interpretation of Ophelia by way of taking into account some considerations
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of the three prominent painters and their individual works of Ophelia in
connection with the Hamlet films, with a view to better understanding what
essentially constitutes and configures the disposition and behaviour of this
tragic heroine.

With the eleventh lithograph illustration of “Death of OPHELIA” in the

29

series of 13plates of ‘Lithograph Illustrations for “Hamlet™’, all of which were
produced from 1834 to 1848, Ferdinand Victor Eugéne Delacroix (1798-1863)
lithographically and three-dimensionally represents the heroine’s soul that is
“struggling to be free” in the presence of “Cosmic Unconscious”.

John Everett Millais (1829-96), representing the Pre-Raphaelite Brotherhood
with William Holman Hunt and Dante Gabriel Rossetti and drawing inspiration
most likely from Hamlet, painted his masterpiece Ophelia, which recreates
an elaborate scene of Nature in which Ophelia, like a “mermaid-like”, floats
down a stream, chanting “snatches of old lauds”. The drowning scene having
been realistically yet imaginatively depicted with highly aesthetic and poetic
sensibilities, Millais encompasses within the canvas a red-breasted cock
robin, sitting on a bush and singing a psalm to Ophelia’s “melodious lay”. The
presence of the cock robin suggests its symbolic metaphor for “forgiveness” and
reconciliation.

Paul Albert Steck (1866—1924) painted a visionary Ophelia underwater in his
Opheélia. Nevertheless, the vision and intuition manifested in his work genuinely
inspire people more with “mirth” and less with “dirge”. Ophelia in the artist’s mind’s
eye is permanently transformed into an elegant and graceful court lady with prayers.

With these paintings and the lithograph illustration in mind, one is also
reminded that Ophelia’s tears, often gushing from her eyes, do not prove herself
to be a woman of “frailty” at Elsinore, but rather a woman of warm affection and
patience —— a quality or “rarity” whose nature had been nurtured during the

Middle Ages and far into the Renaissance.



