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A o AAroA ZEAFEE A AR sl T HEo dA F
=2 45 A e 7RUE s 7tz gk 9 3 oln] gt
(Emi Wada)7} Al=tst shejstal (=4, FEM7 54 9] fuped] 9
A& A7 T 19 A st HES B3 ool 2ulda
Ao JHES S7IA7IHEA FAlel v Ql Bigle] wheh M7} W stet
ok 283 ZRAHRE FF5 A 25 oA u5sA el EFa)
= A BleREYFAl] BEOR FAS|E gtk ojw shH A <t
Ed2 t} wA L (Antonello da Messina)7} 131 <A £2] 3o ZUF-A>
2 7dg slo] vehdt) gea TR AR Yol 2AEAY TR
2u|20] o] wh vhss Hdske 719 AW ooz Y(Ariel) & ¢
o] o] 747t v | WS mdsk] f1El vl 8o ellofg|de] ks #
ap] Ak Ag) A E o] Felglo] SAlon FFAQl FA s st
o}, ofute] AHolgt & 4= 9l ZeWK(Caliban)o] gk W94
nto] & Z=H(Michael Clark)o] o} of 59 AlA|, 18]al 7152lo] 74
A T o5 B et EQFFHAE ol st EAl, vhA| Hiel vk
o]9] FFEA el #5072 nlo]F LK Michael Nyman)] vl Sotof ut
Fol WAH & FEY el w2 7Tk 283 Z2AF RS oofg

e}

o,

!
330 oft Y

o2
ofo
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de] o) Fxd A9 FARIEES vkl -85 FHA wjEA7)E W
TEO I FEE o APAIEREA, ol Al & 5
ofRtAel FES A A o7 HolFEt, o]efd TAUES B HHAES
Aleaufo|e] el FAA ok ey deld] FaRas =4 7 lth
A= &9 dAbE- “9egl= w Al=oF We are stuff/ As dreams are
made on”(IV. 1. 56-57)24- “1g]y o] rho2lE2el 7|HS S 33}
ghe Wl ks ddiAQl 7oz Al Adstal vk

oA <ZRAHR] MA> FollA T dols BE
e W, I dleEs F5 A oR S A, F3 wdl, o
v AL B O3, aela A9 gsleis BE FEE AR bl EY
(Sacha Vierny)®] 3leigt 2 ofel] BA WoldA, B Az} 580l o
Aol FA1QL vE] kARl ‘EjF 9] AgEolE et f-2li= o] A
zte] =3t EdbollA sE 2y so]7} mhelg]EA] Rl v]
shax G3kE Fal 3= A1 5% Aol AR 227

E z]xLaL 2= oh;}

4. sto|Ez|E ZMT|  HAENM StHOZ

Aol A3o1e) 5ute] B3 A% TERE, S AR <EeAnzo] At
35}, AT ook 783 Bg 58 & uglet AsdeA Y AAS 8 <
o Rolzt wdk 12y glolr) AFgsla Qe gAE V)& Eog ik
of ABelEAel A & Wl Baor: AAE olda] ofHe Ax
2 929 A7t 58 Hoh njshy B nolFy ook St of

=]
wot Hpel o] B dlmo] 5T Al 23S 7L ks e 1y

N

24) TEfF, o4 Q18-% E3]+= William Shakespeare, The Tempest. Oxford: Oxford
UP, 19870|t}. o]&t FElE, 9] 162 |, &, o= AR sttt e, 9
Ho RS dE|d Aelav|e], 7143 o, f%%—om o}Hol<&, 2008S ARSI
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nloﬁ&
Flo kt mz

d & ), dededs T FAAR BAE 26k 3l o] 2
7P Az vAd gl o] F3te AAF R H 7 FAE S
S A2miA BAIEel thete] AEE 9AaL k. o] Al BAE
B oJulofAf qlof AP E vaL Slttar Kej A=, o] FEhr} et Z}
&9] ZAolehs A sl B FdshdM e weke ARE A 1
A Aol Bk vk 1M o] Pk e o], BAF q1ef, 1l

3L Q1A 1 dojE 7 243 713k
=, 1%
=

7

! e % 9lek 1
Ui A4S 448 2 AR BN
94 BAEAES Ak Aol £} dasel G5t Ajold] 94

A7 EAE 3k BAIS) Sl 1w Altel oo 9 Alolel )
A1 A7} kR G Akl 2t Fshuct WA EAg, o] Qs
A o= e alole] J8el GAldlekn & 4 Sl Helzsleld] 5%
o4 Zuriek, ST oleld A B AR SdelAu 2 4 gle
o= Teliisol 7} elnE g} ofn 4 Afole] o] thalel F52el Sof
2 ATE A)ap) tgold. Tedslel ek, “gae gaol ole 3
o AspRolth, el BF St we i, 1ol grES Fa) E9)
Azehi 5544 wie) Aakzolchras) vk o]dl el 2t Tl
olulx] FauTH: HAE Fao S94e daeks A9l

QA3 5 gk, el Foleka sk vlAle] sz el B9
Jsh= A5 Foleld] sHIEE RAEQ A4 AUE Rt

o
o
>4-\.‘~

Y mlo ofN

N e
o
_°|L
_\‘J

T ART AGE Goke A3 AR HAES GO S

25) Marlene Rodgers, op. cit., p. 15. cf) Timothy Murray, "You are how you
read : Baroque Chao-errancy in Greenaway and Deleuze", in Timothy Murray:
Digital Baroque: New Media Art and Cinematic Folds, Minneapolis, MN:
U of Minnesota P, 2008 #%.
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Zgjo] o= AbAelt) ¢-27F Zolear A e w13t A EE
Ao FAI7E sttt Aelaulo|] sl=teA TR dols TR ANz
T ARIES Adesto] AF41e ko] FARIER dAlste] F3E A
e} e <ZRAH RO AA>o thsto] nholelE3t vk n|gke]
TRl SR E-AH 2 FFoKClaude-Gilbert Dubois)7} 93 vh o235
o] 54, & “xPH3ld 24 imitation différentielle”26)2 Joj = Tl
gt o =AQl WA E s ¥ vk 2gysels TEAHEE
of IApL A7) T8lal =& S8l rHE e vt
gf\}i JM?JE} <EZZAF RO AMA>E A5 & dRAES TR
A== FUGle] w41 Sl omAIEe #e) g ©
= ofg] 719 3 Foll mep|w ARl BES 2pAljs] B il
&, ZEAHES FH0E Gt AfErs AP el g gk <l
e THOE ANEE A mEgk Solgt], Ty dels 93t 27199
Shle] TEAFEE AAA ERk ofe} ZEAHE APAlo] J3tE ofFE
of7hz AIAIS] FAlo] B gt} 3l £ B Weed TEAHREY
e S olFolA7] wEelty 11 HeM TrAHEE 95t £ =AY
ojtdA g3} &elA HlEe Be el A & 4 Sl
JA Aol a]olg] Aol T4l ARle] ZEAF RO Hile o3
Aot -9 g %ﬁ&ﬂ]*ﬂ AR, U elels A7) @3k Al
A HAEQ] F7HERE0l 122 (Gonzalo) 2] Aol that T2 w29 3
7oK A 121d A AFAle] A QFEY Q (Antonio) ol Al BijREEt
IRAHRTE AL 2 ol A whe wl, e AoE Tk Ake
W Gl A Qo] whee] AES Yol & ARl viE i 2d Rtk

-

Knowing | loved my books, he furnished me

26) SRE-GHE FRokes nidE]Ee] 5AE APEgtE EPoleke Bl o®
TRt 2ol AeJstkar Qiek. “RHoleh= 7HLﬂ & &3l vHellElE ddlerke 2di
TS HFs, Aoleh= AEE B3l A] 1f9) A Bl A
olefdS EHIITL” Claude-Gilbert Dubois, Le maniérisme, Presses
universitaires de France, 1979, p. 28.
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From mine own library with volumes that
| prize above my dukedom. (I. 2. 166-68)

Uz W A8 Alsiths 4 ga BA FAA.
w2 el w7t
U 22 gry g o= A5S,

(Fig3. &3} Zghgo| x| /o] EAlsts &)

o] 3 4L flolA oflE ethie o R Kol shd AA ol
FE2 Ha, wde] A gle] AL =7 dAtel <Jal] A8
2o A a1, 3pA HEo L AW ZE-AA T SA 07 thA] o] o] AR
ot 93 Z'i THTE whzoll 93te] Alfo] Eejubal, o] mlea o] EA4
2 Agslels AH oz 93yt A|zkyE= Aol

T8 fEe o] HAE FelA ol Fr|RE A EAE 2
g Utk S <TEAF R MA>Ehs o] F3ke Aol Al TR
2| EE] AFo] B o] s A T afeRl & AALL] A4l
S99 B} 541 e ol K9S Fal ATk Aol
o Elelol of ael FAAEY Trrze) Qas i & 1A=
o 271 olfi7} vk 19| Solgh Ha o et ol 1
Riie=g

W 3k AAZZE e AR = 9lE AU () 10 Al
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g g=9] A=uP7E £ AAES 2Rk EEH]elE wlast o) 319

2 Rl #es Tl ARle) HoR V)shs SA4l
%ﬂr AFARJA d=, 281 53] ek HaeE A
A, A v W FEelM 19 HaelE A

g5t Al o] 54 e Hae] & onE FofshiA Aol o] HAi
27t Qo] SRR AEAo] S5 4 Sl FUeh Haw]olrt28) wgh
o] EA4|: Aloaulo|e] 5ol Aol ghi= Haglo|n FAlo 33 £
AAE il Eiﬂolﬂ‘: aftk vkE o]#l WellA Ty ¢ol= AR
o] s} Lol AAIE Axa= A9 HaeE Axstal o, wekshe
B9 1 A7 %ZX*OL ofeks 3stal glvkal & 4 Itk “RE ofnjA|
5, BE P92 Teo] wEodle vk oletR o RN wAsitt
7729)
Zolo] g ouEE thlx|e] dielA WL F=2] &, 9] &
ol jgt Adrgo] e AdEe] SACE E8al, oo agEols) FHE-
Sl w9 Bgo] U Fof| ZrdrE A9 ASolA Bgabr] flg

AAQ ZF9-5 vhs A4S @tk £ v Agsle der-2AP L A
A Aol grobr] g okulx] 7 A=e] A WA do] A
(boatswain)’ o] &k To] & 247] A|ZFepHA] o] ZF-2] Aol ARt g

1 = FEESgel ool s s, FEHA o] ‘Aolghs dolE
X3, Fofo] SAlo) wpe} thEA A M-S WS & Ao HAALGS
% ol S Z7IHA o A dolE oAtk 3i o7t i
wolg]7} ghA yRo® ge] HAHA 7| BB TR AT RS Tkt ojx

75:}

0=
HU—E

fO rlov

AEL

>

O

27) Michel Ciment, op. cit., p. 39.

28) <X EAF RO MAPeA] ZRAFAZE Gt FPEe] 2 ] BE FRIES
Zzte] trks ofetel] whet 44 delrhrh w51k Slaf e o]=ejxjof
TAREE HAEE HEY vk Gk Fukie] o]2r7A] B SAklE
=9 UARE Wehs A & AAE ExRto|t) o] GahAQl A wikel
Ak AFAZL J3te] AP wEbbEA o Ees =77 Hrk

29) Michel Ciment, op. cit., p. 39.

i



Bz gel olgd 1 HE 57

(Figd. |22 CiIX| XZS o1Zet 22| &)  (Figd. 2ol Hoi7l $3=s 258)

Q39 o] A A ukE of AE|ef AAF Ao RFA, S 1 A
o] Fe T AgE BolFs X Kol ek dofrh &9 A=
HEZ 1 3t 3 el 71 gof7h 22ef 2|3 19} FAlel FEo] Ao
d ey dlols sl ole ol AFe] molAY ©A
3t woj7} wol s Fold7)aL, BAET} 3 Sefl A7) I AHEF]
AL PAJSIAL )Tk Hilp-olA} vl wote] A=) Ay e Aol )
o] AR e Fol S A Be olopr|d FRly & Hdd 9
& Al she ZRAEY A3 off ASTHF, = A FHHol
3141 7hvlE} ol $-913], A d, 12|l v o) sk gk A
2 dEHo 9 gl vEhdt
53] 2edsllols vkaAtelt BAERAM ] L2 AR 0] 51E AEs)
ol AR AE 2251 Q)T T Alej ol Sl i o] &
nhgh 75707 HAR % & ZAdetaL shedt A5y 2R v, 1
of ZRAHET} S5 A FOR FAPY] WS AAARI 1| o]
= o] F3he whEofdl=tl 15417 S kel o wlAue] 19 <A
£9] Sl ZUFA>(1475)] oAskaL Jut Solzhs WAlY] V=4, &
A 2ot @ ¢ 9l B Wl Fodle =3, I, Y A,
Fo] o 3] AAel yeh=H, v old 3 I gl viERl

AL “BE ou{EE uadze el AR ¢l

M
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e ERE EREEEER CELEE LEPAEE
Bk S DAAR 28 26 @99 e 2449
= eudlels] AF e WA= Baejugolt 2
= Aokt 329 SYE RolFels 19 ¢

s,
o
o
-z
v

|

Jm

oX,

[

2
LN e

8% o

[%
e
o2
EB
X

L mlo
m[m
r
i)
¥
%9,

1
i

i

) L <F|g7 UELZ Cf BAILY
(Fig6. 22{t REO= Bigt Z2AW|20| Y 2) MEIZ0| {022 AY

(Fig8. &zlo| Salof fixet F2 L3t JHH)

T3 st R 3] Alnel dgels mrAdR AR S 5
2= onjr iﬂo]g]if }_;(H: Oig]./] ]7Lz4 O/\i/ﬂ 7}x1— PJE} QX %g]
speba @ 5 ok “EAel, FATAe, BS weba, Azzo] 9o, 2
flell, 2=t HOﬂ, R Slell, dilA wieglel o Q= LA

30) Marlene Rodgers, op. cit., p. 15.
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e R B EE S I E R RE R P SR DR
ol SR ThE Qe A AlelAvole] et BRIt fulE Wyt
L measzeA B A9 A FE A0 A4Hl gk e el
ol 1 AL 52 AHHEA Ty STk o] A5 57 Hol
= o] Bl St woplo] olop|H MR A @ ag WA 5 9
TR “ZUARA AZJE $5E Beh vl AY)E EARE $E,
uh2 A)7]9) WA 2] ez Stk (.) Aalelehs 23} Alje}
Lo wizaAel £19) opelthr Sa(HE)9] Fat S0 E

7t 517) Aol o] Ex] A ek Tl G Solq AEL
99 e o)A A walz AT P 9UAoR} AR AF

ataL ol

}.

31) Peter Greenaway, "Notes de travail pour Les Livres de Prospero”, Positif,
n°363, 1991.

32) ksl Wl <ZZAHZ L AMA>olA= 24T 0 E Y ASo] ] Al
ufe} 4 kS sh ¢ ¥ avlEct 1 A AEL 77 TR A M ALl
Ay, TSk Ay T Qe Fe =l e A&y, T7]skete] &, TAaA)e)
Ay, P de) 0] eAsl FE k] iy, foidake) Ay FAe) R TSt
ool Ay, MuleeheEA0) 92709 WAk, Floje] Ay TaEe] A, FAF e
Ay, FAL} A} wehe] FEo] Ay, TREToe] A, FHEQTFES F;, T8
o thet Ak, TAv|etagl stEAlste o 2, s Ay, TAYY A,
r36e] slate] Ay Folrk o] wpHe| 24719] 2L el ARl AlZFAQl Z o]
we} g A4 Yehbd A A 7129 A 8-S Bol T ok 1dd)
9 244G712 ot Bl=ell i FREHA| of7]= AL A1 125782 - Hlol7]
A2 ohyH FEYQ 9L 11 uUEee] ¥RARES] ¥ el FHE oF
T AR} R w77k ool ek gk v glols of Mol
AR AERE Za & F 1rtE(Jean-Luc Godard)7} %3 o3l A2o] EA
5 1x0] 24 2] 93t FFel gt 7|2l Ae el Flthks 99
B71% agltk st AR o] et BE A Ee] HEAe A1 oht) 759
el ojis] AejHoln WS HIETES wEFEe S T Tk

33) Walter Moser, "‘Puissance baroque’ dans les nouveaux médias. A propos
de Prospero’s Books de Peter Greenaway". Cinémas X: 2-3, 2000, p. 55.

34) ] dlopyl, HAJwk o] o, T3 wlef=59] A, AL 2009, pp. 211-212.
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(Fig9. B2t 52| =AE Me! =5 (Figt0, DRARFE : BS2ikiot EAfRl

FE7F Bl 2eAMR Y ASE v Teddole] e Solst
ot 3 4 Qlek dnb o' ASo] AlAlel] tfgh ofaljel AvEE slEA Al
= AR G35} Sold AEE AR AAE :lﬂiEi K
3t &0 AE2 olF 9 SIAE AL slvfal & = 9l Al A
ol7k st Y ZEAFH L AlAl] &dh= E310]HA] %A]Oﬂ o] Al
A ZAZE @t aevdols AEENEH AAZE £ohteE BEE A
Ao HolF7| flate] 1991dE 11 FAlelle HIR ok ofwx] HErle
S ARl Q) el ey go)s W g 2 —g——g— 24 sKanimation)
Bt} “EA s ofRIoSS SIE el 2 % gl A 2o A
T 5 JUAL. A BAW Ao Mo}w A (9] %), 227 o
Holbll ) SellA] 1 F0] Ao} Ao Zo]2.1e) AR Rl FEo]
B3 A5 ASL Au SN THs) FEEo] o gHojm @
L2 A e BRAEE Aol A7) o Sobkn 2kefd
E50] Az Wate EAed 9ug 2] Ak o] IelA e 2
BAQ AR TA 2= 9 9] x}?ﬂo A Zoja] v2rh, -2l A71A
ez A7) A& hiﬂ ex71Hos & Al 135} 474] o
A AARAFA AqPojetal FE2= o] 75 .

At o] S AL, A

|

FHUm

_m
r&

35) Michel Ciment, op. cit., p. 43.
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AR o] 71 2] wjA|F Q) A7} WA Folx| 3, I o] zjedro)ah=
WFE Sop}A] sl SEjo] zha Qltk A Qlol] FEA Qe HE-S Fxd
AFET Wshs Aol & o st A4S do] F5S AR Ade
2 W3 A9, 1 ASE Q3 el ARzle) 917k dojihs o)A uk
AP SR aw| o] w9l ol o8 Ll Ake] Fofol Eatelr] u)
Folt}, A SANES A= 1 Aldte] fdstu XA AR Kk
o] A=A Fg3t Bk A4 Aol Edel e Wgro) WK wiw

A4 442l HotER &t(theatrum mundi)o]th.36) o]x ¥ T2yl
S/ vhro R Qe aF-er o I9S o] 8ste] 1 AejA] AR Algte]
ke A atar, s F-sh Ae) -l Q= AREE HiE o] RlowA A
=oA T4& F oI5 S8l 2 HRAS Sk AlA e} ‘Hol=
AAP Atolell thet EAEA AMTE T 71315 AlgebuA] Al A} Ay
o} 3t om|H| 9] m|aky g Afo]e wsH {35 £V A E Bt

(Fig11. &Y =o| & H01|A1 EH**E 15l= 25)

(Fig12, DI2iCte] o] Eio] A 2E)

36) ‘HIOIER EU'e AlAIE 48] SA7F AdE s Tl QAL $ He A5TE
At v A4 AMolth 17A)7] viE A Aldjo] ‘HlolER el #dlA=
HAL, THo|R| ¢k= AT} T 4 gl A, $HHotE, 2000 F=.
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JIEL AT YAES o8 HAER 7M1 A 0T R
A vERd & 9 AltkE Yehle ARRSolu FH B4, 18T o
S 28 29 m)A 4L meut Telugol= o] A7 Bgg 1
oj77] Sla) AARke] S5 53 pictorialité) ol 210] 7o)t Tk3n -
27k aedslole] Fsioleka 8 4 Sl ulg-e AlolAsle] 83t )
AS ol21 iz 3w} ojezlof Zulka Al AEE HelZE 5 Q= 3]
39} A% Solt}, oAFS ThE 1 FRE A4S s T wEely
A7 AZolt 535} oAl BAlthe) AT A ARE 918w sof
Z03 YgSolth TEslols A2 UAES gs & o vsi} A%S
ofA 488 ANl tjse] EiF B4 zkn gl

1>
o
PN

wgadws) olgkelol FAloleke 4, 1Ela 1 kel 5% A A}
5o 20 9l MPAEE wolFolopt flole, L2z Aok
o 2R WGk, WARAZ} 2 A% Aelrhs 2E 217 slof 34
2.39)

A oM 3} SolM= 144719} 1541712) ojgelo} 2ulabae) 3
o] FAgth 53] 1ol ZEAVZS] RS 187 915t ¢k
122 of viAe] (A &9 slof =) (1475) 9 ey o] <555 ¢
SRR 2W>(1490)= FEstalth HEAR] ] A5k <uluie] ThA>
(1485)& Farste] v ARA R O] EAAE AR §F ZEAA RO LAY

Rtk
o

1 i

37) <ZEAF RO AA>e] VRt T12ulole] 3]skl ¥k 2= Anne-Marie
Costantini-Cornede, "Pictorialité et pictorialisme dans Prospero’s Books de
Peter Greenaway", Etudes anglaises, (55-2), 20025 &z 7, <X ZAH|Z 9]
AA>e A Q1gEE njs2o] o= Fglo] Wk AAAQl 179 Q1o tisiA =
TEjddlo] ApAlo] WS nlE F28k . Peter Greenawy, Prospero’s Books:
A Film of Shakespeare’s The Tempest, London: Chatto and Windus, 1991.

38) Michel Ciment, op. cit.,, p. 41.
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o

ZRAHEZF ALY viEE Ao E JIEES SV = gt Besk uft
ARIRIEU 05 TR FEAE0] 3 ol AR E 3-49] A9
A Zolf|7] 9]8) o] = 13- v Z U Al (Veronese) 2] <71Lke] AEA>S
Tz shoitt gL of ool d o] BgE HEA 9] 1545\ A <H|Y
29 | pE]>ef o= By ek 73| = ol A Qliz of o] o] Bpe A 7t
& o AL §irt39)

ok

(Fig14, EEZE| : H|L{AO| EtA)

et} 751 JAN T Sl 2us Al & §9 SRE, oE
=01 W7]el|e] ek aF-skARel wlakE]-¢-2(Andreas Vesalius) 2 Q1=
0]40) Y3} Lollx] hAJHo] Yehh= 2 & 4 Qlok Eg aeysoles

39) Peter Greenawy, op. cit., p. 42.
40) v|TR7} Bjolubs Aol Ao avlo] BiAE XN FikslA AelE (3]
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EF=(Robert Fludd)*Du A+
& FEI % shgivkal vslaL
JEE

& AR iAol e

AR IES 187] S8 Z2HE
Aoz} mlEARl & T(John Dee)o] B4 3
1:}_42) o]j134 o]E‘«ﬂo} Eq]}\}/\g] n)esy =
AL TR ARAFEeA wlgho] Ak A gl

SR el ol ] g shtol ARl wgtke F8
bt S WS AR F3hs bR Al g A, v
52 WA AA fIE S0 284 ZEad Rt deke
JAZ2YFAs B2 sta glowA FAldf ﬂa}HlAl(Piranesi)sﬂ
22 sfar gl

2‘:;2 m{>

]

0l

O&l oH
[

o & 3
tlo ox ¢

of
ol
Y
Hy

ol
ol

AR Thdg e A9 ofoleyolt). nles | IR
AFEE A oR i) dukree) of&Ele ANk 154
SRS AS 227} Q7] wEo]t}.43)

0}0131‘47} E"JE} 941‘#5}‘5 ds & 7}#4 ] % (Carpaccio) 9| Ag opot
S WIATNE AL Sl WoE TJEAor & &t

ol %@3}1 U]i e A sk, 93 AAs A7 s 25
9, vhelElEA el 7| 9% Faoe

27 ez oz AdE /e Bt
| ko2 7#X 3tEsk Ao &)=

T Eo| PLAEL 718 ol 3w Z= 9T}

T3k 92l 17A)7] ZA st 225 © 2 F2(Georges de La Tour)

= w]ee A Ajatolgitl (1. 2. s6])o] WslolAi vlgele] ddnl )
AL W Sei AR BEAE B el i nelEa ik

41) Peter Greenawy, op. cit., p. 123

42) 71 9% E]yslel= 7]30%(Athana5|us Klrcher 1601-1680) 2} JHefal=A
(Paracelsus, 14937~15417) & ZUA Aty 58t S5 AGEAr s
Fxsha glek

43) Peter Greenawy, op. cit., p. 42.

44) HEd 712HR e, <A ob-TAEFAY #Y>, 1502.
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9] 1630%d 2 <37k A BlolZUF-A>of thek A% e 4= Qlek
of7IME Taelddlols A oR Aol ofSuhs AES Fxshed, 1

o= o] AR A slell R0 dES Tl ZRAH R Rl 4
AR Aol E7a7] flsf A e s %5 ek vtz 4,
V=53 vkl (28 2 ZERE2 homo libertatus) 2] 52991 @letZa]o}
AU ZAL (Melancholia generosa)’ & §-ol8l7] $lal4]o]ct.45)

I thus neglecting worldly ends, all dedicated
To closeness and the bettering of my mind. (I. 2. 89-90)
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45) Raymond Kalibansky, Erwin Panofsky et Fritz Saxl, Saturne et la mélancolie.
(1964). Paris : Gallimard, 1989, pp. 389-432 #%; Anne-Marie
Costantini-Cornede, "Pictorialité et pictorialisme dans Prospero’s Books de
Peter Greenaway", Etudes anglaises, (55-2), 2002, p. 16104 Ajo14-
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Where should this music be? In th'air or th'earth?

It sounds no more...(I. 2. 388-389)
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% ABSTRACT

A Theory of Intermediality and its Application
in Peter Greenaway's <Prospero's Books>

PARK Ki-Hyun

The cinema of Peter Greenaway has consistently engaged questions of the
relationship between the arts and particularly the relations of image and writing
to cinema. When different types of images are correlated and merged with each
other on the borders of painting, photography, film, video and computer
animation, the interrelationships of the distinct elements cause a shift in the
notion of the whole image. This analysis proposes to articulate the complex
relationship between the ‘interartial’ dimension and the ‘intermedial’ dimension
in Peter Greenaway's film, <Prospero's Books> (1991). If the interartiality is
interested in the interaction between various arts, including the transition from
one to another, the intermediality articulates the same type of relationship
between two or more media. The interactional relationship is the same on both
sides; on the contrary, the relationship between art and media does not show
the same symmetry. All art is based on one or more media - the media is a
condition existence of art - but no art can't be reduced to the status of media.
This suggests that if the interartiality always involves the intermediality, this
proposal may not be reversed.

First, we analyse a self-conscious investigation into digital art and technology.
Prosospero's Books can be read as a daring visual essay that self-consciously
investigates the technical and philosophical functions of letters, books, images,
animated paintings, digital arts, and the other magical illusions, which have been
modern or will be post-modern media to represent the world. Greenaway uses
both conventional film techniques and the resources of high-definition television
to layer image upon image, superimposing a second or third frame within his
frame. Greenaway uses the frame-within-frame as the cinematic equivalent of
Shakespeare's paly-within-play : it offer him the possibility to analyse the work
of art/artist/spectator relationship. Secondly, we analyse the relationship between
the written word, oral word and the books. Like the written word, the oral word
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changes into a visual image: The linguistic richness and nuances of
Shakeaspeare's characters turn into the powerful and authoritative, but monotone,
voices of Gielgud-Prospero, who speaks the Shakespearean lines aloud, shaping
the characters so powerfully through his worlds that they are conjured before
us. Specially each book is placed over the frame of the play's action, only
partially covering the image, so that it gives virtually every frame at least two
space-time orientations. Thirdly, we try to show how Peter Greenaway uses
pictorial references in order to illustrate the context of the Renaissance as well
as pictorial techniques and language in order to question the nature of artistic
representation. For exemple, The storm is visualised through reference to
Botticelli's <Birth of Venus>: the storm of papers swirling around the library
is constructed to look like a facsimili copy of Michelangelo's Laurentiana Library
in Florence. Greenaway’s modern mannerism consists in imposing his own
aesthetic vision and his questioning of art beyond the play’s meta-theatricality:
in other words, Shakespeare’'s text has been adapted without being betrayed.

Key Words
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Peter Greenaway, Intermédialité, Interartialité, Prospero's Books, Shakespeare
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