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These [Gothic Conventions] include the priesthood and monastic institutions;
sleeplike and deathlike states; subterranean spaces and live burial; doubles; the
discovery of obscured family ties; affinities between narrative and pictorial
art; possibilities of incest; unnatural echoes or silences, unintelligible writings,
and the unspeakable; garrulous retainers; the poisonous effects of guilt and
shame; nocturnal landscapes and dreams; apparitions from the past; Faust- and
Wandering Jew-like figures; civil insurrections and fires; the charnel house
and the madhouse. (9-10)

Oscar Wilde @ The Picture of Dorian Gray (1891} %%, *“doubles” “the poisonous
effects of guilt and shame” % #50 & L, T v 7/ Sioa v gy *6T A
TIZANCHLILBBATHL, TOHTH, FUTYOHbY & LTESE
T AW DB % E L. Linda Dryden %% “The hidden secret at the top of his house, the
disfigured portrait, is a Gothic convention. .. .” B1) ¥ E3 L 3. ZOF 7 iz
BTy yWBERORKOBAFTHS I LIFBE VRV, 22C, ABT
i COBERRREFIERIT FY T Y OYBE T A MOREHEE A4
Ly €225 7 7 A MIBVTRELTVAEELEE T, 5510, HEEH
ErNLZMOMECEEL. [FU7 Y 7L A OHE] 25, T3 v 2 3oy
REBUZMBHEERT LT, BOTEER T/ A M ThD I LERL
Vi,

FRH— TN B6E 55




1L 1EF] & [BE]

AT B BB T2 P T 2 OBRAERZ 5T 5. Tzvetan Todorov
2% The Fantastic {3\ CHT o /2 [1£ 3] (“the uncanny”) & [BR | (“the
marvelous”) DI E NI HEEET 5 L Bbh b, Todorovid, BEMRIZENT
EULATERELBREIIH LT, Zo0BRPEH VB2 EROLHICEET 2,

In a world which is indeed our world, the one we know, a world without
devils, sylphides, or vampires, there occurs an event which cannot be ex-
plained by the laws of this same familiar world. The person who experiences
the event must opt for one of two possible solutions: either he is the victim of
an illusion of the senses, of a product of the imagination — and laws of the
world then remain what they are; or else the event has indeed taken place, it is
an integral part of reality — but then this reality is controlled by laws
unknown to us. . . . The fantastic occupies the duration of this uncertainty.

Once we choose one answer or the other, we leave the fantastic for a

neighboring genre, the uncanny or the marvelous. (25)

Tid, TDTodoroviZ &% [Far] & [BE] 0 0%, HEEHOE(LLV IR
MEELZHRFII LT, N7 22370 BRI TROTRLEL L,
TELRERZF > TOILHLOHBEOOTIL, MAWHPALBERDZ Y
T AERDEHIZBE WD, “Was it all true? Had the portrait really changed? Or
had it been simply his own imagination that had made him see a look of evil where
there had been a look of joy? Surely a painted canvas could not alter? The thing was
absurd.” (76) ¥ ZOWETO K 7 v id, BEEIRILT 5 L) MEKESIE
HIDELRZVWEEZ, FNEH < $THS D “imagination” D& A %8 E 2w
EBIRL T2, 2, HEBEOELE, Todorov DEHIZHERIT, BATITw
PRFEICRZL) L, BROHICIGEWHBAO S [BEF] L LT#E2 LD
ELTVEDTHD, LIHA, HEEOELIE, LR IVHEIEZ > H%E
THY, ARTF—2a>DEnE LTHTA I LA TH S L HHT 5
EL BIERD LI IZE VD, “But the reason was of no importance. He would
never again tempt by a prayer any terrible power. If the picture was to alter, it was to
alter. That was all. Why inquire too closely into it?” (84) £ 5 &5 F) 7 3. &
fEOFREERIIZBIRE RV, RIIRETLHT, BT LHGEEZ, —Y0&

56 ARXA—-TANFE HFH6FH

[FU7s - 7L A OHEB]) CBTATREDER & lisE L 72/

BHRHHEI O 2w, ZBESNIEARL LT [BR] L LTHBRLTLES
DTHB, BILTHEBQBELHEOERE LTRIFANLEE, FU7 Vi, 19
HREADT Y PO EWIHERRP S —BEE L7, BEARESSER L2
5 BE] OBRIIEEBAANTLESTOTH S,

2. NEDERE

GRFVTUYHHETHI LIk or: [BR] R Cid, BERWHEETD
LERDVEH L THMOREEDL v FE, FUT VI ERTER, BEILL
TRLDIHDPPLLTELVEREMEREL TV DI L 2 Mo TR AR RICY
LW, FUT DI &%, “There goes the devil’s bargain!” (137) L & L. 3 5
{2 “[H]e has sold himself to the devil for a pretty face.” (139) & BT 2, K EDOE
SEBIEMAIT, HETRDEVIEBRE LD, T2 v 7/AGICBWTLIZL
BREONE,Y EREREBITL FV 7 VT 22 0KDKE R, B4 HER
THHEVZEIESD, 361, FYT7 Y HE, “Art had a soul, but that man had
not.” (154) £ FiRT H A~ ) =@ L, “Don’t Harry. The soul is a terrible
reality. It can be bought, and sold, and bartered away. It can be poisoned, or made
perfect. There is a soul in each of us. I know it.” (154) & KL . BMIIFEETET
HBHILERDTWD, O “If it were I who was to be always young, and the
picture that was to grow old! . . . I would give my soul for that!” (33) £ V3 R L
AIBEVIZ, 77 AMIBOTHECLR(HZORAEDTHE, P T i,
Kenneth Womack %%, “Dorian enters into a supernatural bargain of sorts when he
wishes he could change places with the picture.” (175) ¥ 3 LS 12, HHO# %
“bargain” O3 R & LTERHL ., HEEVERLERBELTEOIRDYIZ, BS
BAEDESZROL VI YL BOIEALZDOTH B, L., HKid, —1k,
HEELORMELD L72Dh B LR, BYodFzBizsE, My 4%
BEOBRILIVRITREDDTH L, 2N »rboF [F) 7y -7 LA
DEE] KBV THE, FUT7YPHOL ) —FOLEEPFELIIRELTHLD
Thob, ik, KEDESEHERYRRZ B L VIBHEETTHOIR, BET
Hb, EIAHN, FrAPOBIIE, FUTUPEREEYLESSEIT DS
WOTH B,

SOIZERRCOE, FUTYOREFEHRL TS HREICIE, 20FbLET
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HB )T VO TR, BREEHCEAR NNV VOZTWIEIN TS
LW ETH D, “He [Basil] seized the lighted candle, and held it to the picture. In
the left-hand corner was his own name, traced in long letters of bright vermilion.”
(IR 7 o#FDLDEBERILL T 5 HEEICIE, BT, FU 7 Uo
N OBFA, fE2BEbED L) BRETHINTV/ZOTHE, TDI L
NINPEIET LD, NI TV EBREDEHOMAGZRIZLIEDEIZON
ETHD9,

DL, FIAMAKLBUAEROFEZ IIBLERI LS, RLUTER
HEFEOLRLBT I LE kv, FEBIZEHREOO» L VEROFLEL T 7 A
MIBWTREDL L5, 77 A MIEEIC [BE] oMFICAVRL 0, S
DZBRVEALT A EBEOFELROEL LB v, LaL, BEETEDCEE.
FDOREBOAFEF SN, FUTYORTHLHEBGEHVERLT S L) BRI,
BABENELOLIIBRLTIVPFEIOTH D, T TICRALI I,
TBR| OMFICAVRAD I EFHRIDE N 7 7205T, $kald [BE] &
[B&F] oMT, T4bbEBENHF LHERROBTENE D,

3. ZREO#E

T4 M) TEHIZBNT, Ty 7AAHOERN, FREN 2 BEECEHEA S
BEMFE~, e RERAOKREHD » AN RITZLid, £L< @ﬁt
TR L T b, @ Robert Mighall i3, Dr. Jekyll and Mr. Hyde (1886) %
Dracula (189N IZRRENDLINODHHEETHT 427 I THIT L v 7 /G
% “the Urban Gothic” (26) £ IFATWEN, [FUT7 Y- ZFL L1 DOEE] L. Zhi
B TiTFE > TWwb, Dryden ¥, “Within an overall Gothic narrative, the London of
the 1890s is a significant presence in The Picture of Dorian Gray.” (115) & #8444 %
IO, I9ERRRIH D > Fr o) BRERFICBVT, AROB S L&

RHEFRETH L VIZHEHETEN, FI T OBEANESEENIIEL LE
J5DTH2D, Tid, KDY Fr W) BERHFLZERICO>7 7 A boF
TR OREFUBETAHBEIE, —AREIZBPNIZOTHL I FIUT
. WMAPHEEERSL I EERNR, BEGEDALVEFTIIRZ> TR D
TOBRGOMEHBICHEELEZF) L T2, 20HBIE, FUTVOROFT
“the top of the house” ORI ET S, 2F ), WEMRTH L0 FUICHFET
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[FUTY - 7L ADEB] CBAREDER & e L 725

HFVTYOROHFIZIBCT, ROEVHHICMET 2 HMEBREZ L, BoOY
BREDORLEH L LTRIIN P S BETHR L, [BR] ol RIZ B+ - &
ol ThH5,

BE. COMBBEL, B [BE] OBRIET 22 L 32EHT 200 L

VEHEVRE D, FHE. COBRIEINTULBLEVRAOHD 5T
HLEMIZEODIBARBR TH L, 77 AMEIOEIBVT, FU 7 4H
PRI & B2 § B O &M i, “There the satinwood bookcase filled with his dog-eared
school-books.” (94) &, R~V DI NLMEOBKENE 5 LY LT - - hHEC
B Db oY, BI3ETCHPBET 2 = DAL, “an almost empty
bookcase” (115) L #HEENTVWEDTH %, Zimir@&bfwf BFor) 7o
R, ~REZLHERDTHL I Do 5T, BEEHNFY 7 OEFICHE
AT BT, WOTVEBHEL, BAO LI %@MM%XUU[@% NN NDL1)
XFEREBLIZAD L) TH D, BEESBM®/IDIZONERE, Aodhok
BOBP LTV zDbb LAk, L L, BI3BEAYLERNY 7o o5
SNBETHY), COHRBOHEDRARIN T L THLLELLND, 207"
O, BiZNYups ri‘miiﬂik/\/?ﬁ§obf’@§)ctj ELE o TR L T RelE
PRIV ERBWOINEV, L L, ZOMES, LIERBEMROEIIC
LORESNTOULHB TR, [BE] OFICET28ETH 5L L. AW
DORBHR DLV BERRARIERI 572 LT, MORERZDL VDTS
5o -
FTTRRLII TEE] BT 28MBIZ. FUT > OROHBTR &SV
KABIST AT, ThIZ, T2 v 280 EmizBilzay vy av
EEEIHEYI 5 Tv b, Sedgwick A5, “The main streams of criticism of the Gothic
novel have had a strong investment in the specialness of the underground spaces in
which imprisonment and live burial take place.” (21) & #i~<2 L 3|2, T v )
KBTI, BALRLBVATRAEERZFFAMPBEDOLNTL T I T E
L) LEVIRFEESND, HEVIKETHLADON ) T 2 T4
EHEL ) FTORMPFUHOERER LI E05 0, 2RI p2bLF. [F
U727V AOEE] TiE, BT AEBEE VD TV oy yMERRES Ny
7Y OHEEFBARTOSEIIL, BEL ) TTREVEI S, RORTH
ROLEWNEBEIZETAHMELDTH D, PiaBrinzeu i1, NUT7 v H EEHE %
HEICBE SH72 2 LIZoWTRO L ) IZ3_T W 2, “His decision to move the

painting upstairs to the old schocl room moves the centre of the house to the attic and
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highlights the verticality of the house. From now on, Dorian will continuously
ascend the stairs to the secret part of the building which encloses the enigma of his
own personality.” (24) HERD T v ZAAFICB W TR, BTINEYT 2EEZH
BLTTATANEBEY TRLTWAHES, TV 7Y - FLL0HEZ] LB
T, ROBRLBVNEBILH2BENL ERT2HE AL TEDTH S,
SN, RKOTY v AR THTPREL L TOREDN, ik DY, 2
ZRBVTEROBEESRONLEDTH 5,

FOL, COBTHoMENEHELZEZRIZ, ARHREV) S5 52
MOREG &R T, BOSECHAS SN RBOR TERLRTEIR, £
AR E OB/ N7 Z2M TS %, Dani Cavallarold, ELFO X512, T v
ZANBILBVTIE, BRETHENFNHET 2 2 LS HEDRBTH - 2 L 154
4 % . “In earlier Gothic narratives, both castles and mansions, as receptacles of
mystery and evil, are often contrasted with the outside world as the daylight domain
of rationality and order . . . [E]arlier Gothic characters might wish, if not actually
manage, to escape violence by breaking out of the oppressive home into the out-
side...” (31). L& L., “the Urban Gothic” &\ ) BFAST CIIWrE- TV 54 L9
2, T4 2 PUTEHITY v 2RI BOT, AARA I -V EETHE, LK
KiZHEREHLRZWE ) ICEbLN S, Mighall 45, “This [the Urban Gothic] is
not just a Gothic in the city, it is a Gothic of the city.” 30) L 7E<5 L H 12, T 1 7
FITHITL v 7 AROBERTH LRI T Y F i3, BHIBECEDZRD 2
EFBEORDLYIC, FIXaTeond FRPHFETHL 1Y F Ol % HEH
Ly A2 BBDPTOTHL, N 225, BIRTHY, HiZ, RO, T4bbEN
OWROFHFRETH L L VIRADPRILT B0 T 14 7 b THITL v 7hE
BODELARV, BRELEZDPLIE, FUTVEABRIEEL LA 2w
HEELHEOR, CBTOE, £72, FoXFaJlE-oTd, TERLD D
B, BEIHREEN SO PIFATHEZDY, BH2E- LV F VK
i, BSORBICHALIbo/cd £, —BBINIH I LB LZVOTH B, D
T, T4 PITEHITLy 2AFICBVTE, BT EN LR,
ROTL v 7 AFIIBTIE, HED LR Y ELETH o LHOD R
EENBE N, MIRERERANLEZEILEEL TVwEDTH b,

LIAH, FUTUHHBEERLCEBEEERCANTALZOLRL, £0
HMEORIIL, S ENALEHELTRATTTHE I LIZEN2C, FUT Y
BREDOHMED P72 LTHSEL. BICBEH LA TVLO, HESZFT 2
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[FU7y - ZVAOHR] KBYATREORE L 7222/

LHBOPIIASLZ LIdHERZV, L2 L, £OHBIZENSVIZ—FDO0nTH
D, BE-HETE2TAE, BEISFRLELTWEOTHL, EB, 7272
FRBEDBZET, FUT7 v OMEBOMUEHMI 2 728, BEzHi, KON
RCHLHEOFT7Z@UTTIE R, BROLNVIZ—A~NLED, 2208
POFEABDTH L, BOPAREDREpo 12720, TOBRBIEIESDEAE
MBICFLTLE)I DN, BRPOHBIIRBATEZ L) R/ va=—E 05
BERRLLE, G o2 AREtELIETZOIIREL TBLARE.
HMADHMB~ORAZBENGEL TV MY 7y 2 BwHT 256, FLA7W
BLEORERTHL, ZONYTYORERS, HAEBELRLEZ2ZLOH
RGP BRD—DLEZLNLZTHAL), BE, FUTYHL, NUMKE
E %12, “He felt strangely calm, and, walking over to the window, open.ed it, and
stepped out on the balcony.” (117) & | & XN TWARITH TR 52 VWETOLIE
DEZRT, ROFIBICAONZ LIS, "Vaz—-2oTORBYRTATE
V) ERBRITA L £ > T\, “He looked down, and saw the policeman going
his rounds and flashing the long beam of his lantern on the doors of the silent houses.
The crimson spot of a prowling hansom gleamed at the corner, and then vanished. A
woman in a fluttering shawl .was creeping slowly by the railings, staggering as she
went.” (117) Lrd, £XCHEPRA-b 0. RATOBER L L7285 K,
EREDOHL V) S LIHERRART LY Fr28BT 500 L) 2ARTH
Bo NREDEMIIDERIILALED RV TEBPCH TE L &, BT
5FUT COBBEFE,NTOAGHTIE, KAHT Y Frof R MEICEL
TWHEDTH 5,

FEWBIH L7z Todorov ik, T3 v 78>0 T, (B & [BE] ot s
PR B Z EHHED LTV %, B2 iE Ann Radcliffe DER T, #2 -
HRFTNTEH L CREHICIEENFERES - [REF] THE 5.
Horace Walpole, Matthew Lewis, Charles Maturin D{EdG I, W2 A5 L o2
BV [BE| THDHLEHTE, (V)T Y- FLAOHKZ] WBWT, FYT Y
HERELT2HGEL., 20RREM) L2 RAESNIEHEKL LTHR
L. T8R] ofRICAY ., &ZIE [BR] OMRTORIEL - EREICS
A72RERTILICLY, FoRPSBEINZOPE LRV, L L,
‘AW, AR Y Frew ) HEHRZERICO D77 A POk, 16T
LHBEE V) FEMHAPOPRVRAEOAFOEDIF LN L0, [BR]
RIS, TEF] OBRCSADVONT BB Y 7 v e RAOEHEIRT O 2
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WEF WEEEREFLDETCLEIOTH B, [NUTF L L ADHE] 25 %
FNZH [BH) B TEE S LB, Todorov® T3 v Z /NI 5 2451
HIIRBEBHET MOEEINE) 5, FNIL T4 (“the fantastic”) TH 2 & \»
AT e, L L. BLLEFTITY vy oS EWIBRARIBWTTFY 7o
FTLAOHER] ERAE. 2 TEBE] 12 TEH] LdSTiEsnifiil
WISy 7R ELTHIEITA2DTH S,

[FU7Y ZLADEBIE, Ty 7 ABIIBI AR EAEOES LOFTE
EvHardzrya sy ERBLOOL, FREREOBRICLVEDY, &1t
THHBE, RUBRZRE W) BERBSIGT 254 OB LY s 2#
BIEIHEILTWD, 8512, Ty 7WBEESHEI BT AEBREORLE
Fre LT, WTFZEBTIEIEL, BEZHEF) 7 OROBOB BT 58
BAGBIINEE, EROTY v 7 /ABIC BT 2 EBEIRELISEL-0TH b,
FLTC, ASENZEEE LTORTA, Bt b~ bfEE Lo, A
WRENR, LI ERJPECTELELELONL, Ty 7NN,
ZOERELTHEEMZRRL, AREVCIBMSTERLIE, FUT7 VN
BHEELELA-TEY, HESSNAZME L CHBLRTLZ PR R o7
LI, ZDT I A PEMEDEIRPAR., ORILLDDLILIIHRE 720D
THb, ThbL. [FUTY- L1 0EBRI I, BSSAAEBELTORT.
oM EN FLTEIPLHHELEVINEND, T v 7AEIIBIT 22O
BIT2 8 T2Hh0L ) 77 AN LTHEDSITAZ LATREDTH S,

(BKfglL, 714V FIRE&E280EAE (2003411298 - REBILAS) v B W A
[TANFOXFEETY v 7Oy AORE] BT ALEREERIIETVTVA,)

EE S

(1) Sedgwick (&, T v 7 /NGO FIZEF LTI “an oppressive ruin, a wild landscape, a
Catholic or feudal society”, 3122\ Tid “incorporating tales within tales, changes of
narrators” (9) 2 &2 BT 5,

(2) Oscar Wilde, The Picture of Doriun Gray, Complete Works of Oscar Wilde (Glasgow:
Collins, 2003), 17-159. 2D 7 7 A b5 O FIZERA IR - P EERT,

(3) #l 2. 1& Charles Maturin, Melmoth the Wanderer (Oxford: Oxford UP, 1989 1= BT % X )L
EAE, BECHREEIET LI DARICHEL 2 IS0E0FFEIR L, T2
Matthew Lewis, The Monk (Oxford: Oxford UP, 1995) 1213, RS SN HE 2 72812,
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ER L ROEREBELT > 70 ABERT 5,

(4) Glennis Byron 12X & 5 12888 L T\ %, “The city, centre of the British empire, was
the key site of 1890s Gothic monstrosity . . . There is little need for sublime ruins, wild
mountains and labyrinthine castles; the new Gothic landscape of the city is an equally
appropriate source of desolation and menace” (134). F 7- Judith Halberstam {Z, “Gothic
in the 1890s, as represented by the works of Robert Louis Stevenson, Bram Stoker, and
Oscar Wilde, takes place in the backstreets of London . . .7 (15) & i< T\ 5,
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