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29 2 E3] =3 7. Jan Bialostocki (1966), “Das Modusproblem in den
bildenden Kiinste”, Stil und Ikonographie: Studien zur Kunstwissenschaft, pp. 5-35 (©]
=Ro]l W A3 &7 A& Zeirschrift fiir Kunstgeschichte, xxvi, 1961, pp. 128-41).

5) Anthony Blunt (1995), Nicolas Poussin, p. 226. 2158 == 3144 0] 2]y 57 o] A
za) Ao} wEof e tha Afoluhs AshE Kol Trje] ARFE(ERTIohes
o} onlrie.s, ot AEds, obEol9A 51 o3l AT Gioseffo
Zarlilno (1983), On the Modes (Part 4 of Le istitutioni harmoniche, 1558), trans.
by Vered Cohen, ed. and with an introduction by Claude V. Palisca, New Haven
and London: Yale University Press, p. 22.
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He ofg My 57 iz AZshedL0 A4S AW 5 oAl &
HNetom B ARE ZAAZH: § 94 A3 Holku Ae #

Alolet.

Sed AERE FA0 WAL, 7 475 WA QA A8
g QBT F o WashA v AR 4elg Fomy,
7w e AS B Eejubs ofug AlTAenen
s},

|

O

3. AT A2

oA o], o] o] HAJof|A &t W5 AF A Q1 A
A=) T3] ey o] IVE 5otk g =
3} = (Frederick Hammond)= 3EAjo] 2421
Uk ool Jabde] J2d 5dS 4
AFRTES) 174]7] 20 o] -2 BARE =
Aol Ao d& 4 A=, 1 FAo] Zute] AR A

A

6) TefRE 2ulaaziA Awel WD A2 o] choet A W B g o
Ayof| th3f4]+= Claude V. Palisca (2006), Music and Ideas in the Sixteenth and
Seventeenth Centuries, Urbana and Chicago: University of Illinois Press, pp. 71-98.
A|5%F “Humanist Revival of the Modes and Genera”S & A.

7) Anthony Blunt (1995), Nicolas Poussin, p. 226. ~1 Bro]| &= 2R H}IE] AEF =1 9]
Foolo] A9t mE =11 (Compendio del Trattato de’ generi e de’ modi della
musica, 1635)F 1620 the} 16301 ) <t 2ote] vi=wje|y] ol Ashel
o] £4] EgF ofup ok Mgl sk F4e) ofslol S 71HE Aoltk,
Sheila McTighe (2014), “Poussin and The Modes”, The Routledge Companion to
Music and Visual Culture (eds. Tim Shephard and Anne Leonard), New York and
London: Routeldge, p. 238.

8) Frederick Hammond (1994), Music & Spectacle in Baroque Rome: Barberini Pat-
ronage under Urban VIII, New Haven: Yale University Press, pp. 99-102.
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HolA o) 3 WA o] <UF BT} E 4B
HAE7o|x} A E Q & 3 Z(Cassiano dal Pozzo)®= ¢131o M,
9] A7|2% U3t 2oto|27} FHk vlE] A€l =1 (Giovanni Battista
Doni, 1595-1647) 2+-&- AF2} T8t Z 314 o133t wlsleh) o] o} ¥y
= E4o] Zulo] A7k Fok wbE E o2 S5 shed) 44
o] 2% EH|Y7|=(Domenichino)®] F&Fo =2 2otof thths| Z o7}
A4 "o ER g AENPietro Testa) 42 dl&7E% ARATHI0 FAo]
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FAL, HiFE VR FEE o= J= 22X R EEER HA
ek 2gARE AEFoA Bl 1A ojgoAE dE ols U&
71ed olv A® AAE gre|AY EASHA = oFopch

JETE FAL B AER olAY HidsH #dE 3 AR
Tt 7HA] 7S oldith 19 HAl= AEFROlA vH Y nEs
= Aolglen dlga oA o] 23 AA), o]t fzte] ste o

9) Frederick Hammond (1994), Music & Spectacle in Barogque Rome, p. 26ft., pp. 99-102.
o] Al7]efl 7lefd wkgt ofolB7F =¥ty BlE|AE =yof tfsjA= Claude
Palisca (1997), “Giovanni Battista Doni’s Interpretation of the Greek Modal System”,
Journal of Musicology 15, pp. 3-18& & Zl.

10) 0] R ol &7t S8 Hsfol 2] diFt Tl olol= P Aze
OFA|9] NS BEM|ZEle] A2z A o] WA ok A
st wolU7)wst 9] AR} T ER BlAE S& Egets 2uje] o7}
Zctof oj 3l 4]+= Elizabeth Cropper and Charles Dempsey (1996), Nicolas Poussin:

Friendship and the Love of Painting, Princeton, N.J.: Princeton University Press,
g 2 A,
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sho) AFERol B WA et ol ojop|atet. <& Thest
£ AL, o] dle] ol & AA| mEo] ek A4S s ol 2
97| rehe ob ojRguth 9219 gzro.zut TEs AL o Hy
o} olgem wgrsfol gk

BE TS A5 o] BAES 30| 27 WU 49 Rolth
TGA G o] Aol AAY 1AL FA A LR W77 T A
& ohUglth E THE A9 7} e A5 S A8 uasns
AL Eapol] =gl Hrk v A5 wjiol7|E 33 £ et A
w o] 7] Stek. FAo] 1A AR 7Hed] ofw AL B uje 1A
49l BHg 5] AR oS 5W 4Bt ol 74 mE
7} “Eie Al S (ascoliatori)®] &l AR THE AL §uE 42 9L
Qltha A3 gt A $UT B1S G FAo] ‘£
L ARE S B AR (egardans) 2 UHE ol A & & 9
of U & ohE RelA b uiE ASL F o vlag galoR
Qgo] =g uh o] WAo] tot the FAL BAh

11) Gioseffo Zarlilno (1983), On the Modes, p. 104.

12) Boethius, De Institutione Musica, 1, 8. “Non omne iudicium dandeum esse sensibus,
sed amplius rationi esse credentum.” ¢]9] A, & L 73 1.

13) Anthony Blunt (1995), Nicolas Poussin, p. 368.
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Yo} obt TAZL Gich A A ulgel A e 4 gl e Wskewt
&701A] Aol ohuj7] WlRoltk. B3] Jit S7e] Sof e 1
A A%EE A UE $50 Q4R 87t AF Ak A ol
22 ol sich “2 (mode)ehi Sols} ehslol (ool
T}

T st7] = sHARh Bl#e] o] 27 El(onos) Ei= SHERY
oWharmonia)el= W2 AAIEL] &% HAS o|of7|Fch15)

14) FA9 HAE Fol= HH la raisontal ¥of Ql=H, raison HA] 0|4, o],
7ok % olof B)&oleks o) ik ek FAle] WA ol §71 Al
= 7h-tl reason®E U= ratio® %1 -$-7F o Wil EWAF o Adsicial 2ot

15) 39| 2R Y oW B 4= harmoniai) @t Ele (B4 fonoi) 25 A2 2
S50 W dHY A3 BAESE o|FolfTL P dntyer Hdyd &
Utk o] EY ZolE 71 AR ol® AdWsHA Aot AL o "AL ﬁJﬂ
YA Eri= Q2 A0 7 3hH S-1=0] $F(pitch-key)ol] 3|H3}L, sl=2
Yol= 2EFE F(octave species)©] 717 TtHClaude V. Palisca [2006], “Humanist
Revival of the Modes and Genera”, Music and Ideas in the Sixteenth and Seventeenth
Centuries, p. 76 =), 3tH, HEF vlA Q] S8 ot 21238 Q7| Q=g 1=
shEmuUoles golg Ao Welsht o wE oslE BAs] g5 nE
‘S-E’(attunement) = ‘S5 €l (pattern of attunement) S 2 271 TH Andrew
Barker [1989], Greek Musical Writings Vol. 2, pp. 14ff). 3]5%9] sl=2 1 of= W
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obt FHA7E glrhe AMLS ThA @ W e Wast gtk AR
Mol A U 4= 9l AL WBkeut 240)X AMo] okth thA)
e, AolA TAS AME THSHE S5 LBl wjdolA),
o7} THE £ 2 AL]9] 1M, 5 24 ol 4422l u]g T
7} ohuiet.

oAl A THHE ezt FIE Wask gl AL FAo] ARE &
A HomA A9 Fash BAL AT HE weiechs Holck. AR
ozt TapAe] el o IVEL 13 Ao QlgRo] Lhoty| of A%
AN et Sof AUEY AYEE Eahs g e

o] A LA FE2 FA Y AMLo|BR SIERYOKE ‘modes’ 2 W15}

© AL, E3] oAl AL e39] AX|7F thEsly] wZe|tt FA st
AT Bge) stz R yoto] 2 o]FE0] Usol $A a3 d¥Ee] 4853
71= SHAIRE Bt £ FololA E8E Asa oIt Zlor g A st=
Tujole] o] 55 FA 3] Aol At 283 AL (104171 7)) 27 =79
rorejot F2)7}y(dlia Musica)ol| A AR o] Al tigtk ZAIE s w2l
Aoz FAHL stzrYole} EXo] BAo et E537 A M. L. West
(1992), Ancient Greek Music, Oxford: Oxford University Press, pp. 177ff.5 & Zl.

16) Jennifer Montagu (1992), “The Theory of the Musical Modes in the Académie Royale
de Peinture et de Sculpture”, Journal of the Warburg and Courtauld Institutes 55,
p. 23894 A4 2HH ] 272 1670 39 1d0] 2 Fstx7} olztdn|
oA o]Fojx gt AL EHoflA AA = et
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©2|7} ok glojof st AL cmerEtl o] trolrl, 749 of
£ ofujof gro] YAJut B o} A A, BAs] <o] 4 (reason)

2. Z pel7p SHe BE AoJH AT FEY F4L ]
e B/ o/x P} U HE Y GES R HE
HENA o= FE 4 QA EE HGA YEFEF B

of Fr} ZofuliE F FF XL o]Fo] ofy = gir} (HCFE AT}
WopEo) HE Aol HE EL FEI] QEG 5 otk
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K4 oA, ARFI R ALe] Lebr] [A7tA EA3] olaet 4

g7l w7 A

279 mEdedo] B2 o= mENT & sk 149

a7t EF 9 ErhE7] QE&dUch o]¢fo ASS Folsirta
F7het ZetET ofg| AR Y AL T2 A2 Wil o] 5 F 71X
FANE et FARF U 5L HEANA FEl uhs
S Zottis, AEkaL AbEA BobAls ufAle o] mE[ZE|X|o}
mElE Eo] B U

14 o] ZetET ofe| AL AS Frata Ao} u
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17) Gioseffo Zarlino (1983), On the Modes, 1%, o|HE A= FAJo] W] 288 e}
W "7 A A Q.
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ol A= ohyeks Aolth AL o] HWE ThE ojd A
o e (R o ) SIS 27 Yok

i o}
2718 B AL AA(gens)e] AlEol7] thizolct sigol2
At (révoq), BHEIO] & A 24 WEl i genera)=

3
(type. kind)& E5hd], S 4% SHS o £l AR ] & FHE
o) QoA 2 o 2ol G F & Aol §212 4

= 29 91X ufet A| 744 ARAR BFHCHS thojold, 2
2okl i alshuy Az TGl B 4EE o) HEet
meel o] & Aolo] FHE Al A9 S0l 28 — 28 — e

A% cTololE Y A, FUE(EIE) — whg — W A¢ 2R
WP A, RIE — 1 — %S A5 QAstmY At 5

Aok, 1 % 7V AHe SHE AETHE AL Itk oL
HEZAZEE A3 (ditone) H3}l7] F 79 439] 12(quarter tones)
— W) B Aot A HE ol SAuT o Ae —
o U Rolohd 1 22, T dskny Akas $2v) of
L ol AYolE M 4 ATk 1AL Zejxo} BE] B4

ol )
o
52
o
!
K
o

o FREo] opd Aolth
A S o], ofF A, ofdlH 1Tl St ortEel
AT AL B4g 2SS AEEA EE 3 7 23l

18) Solon Michaglides (1978), Music of Ancient Greece. An Encyclopedia, London: Faber
and Faber Limited, genus 322 & 7. 1] Y5 S5 ZA3= 7|E
2 HEHRES AT, B4 ol&7HE2 E}‘:‘ =719 EﬂEEb-
o} slie] L8072 THEoA Ao W) = shite] HEdAES W
Aol st Al&she Fofl wet BE7) whEoi A= Aol 7h9 E%EE
A& el= a1 o] EE2jof R EX= E-D-C-B + A-G-F-EY 7% tho]oleY, E-Db
CB+AGb-FEY 7% 3=2nle], EDb b-C{-B+AGb b-F ¢ -EQ AL o5}
wy mejo} mEsh Heh ol 408 DSOR MK o] Tejxo}
e A 74A Aea e £ 9l
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&) 514 B3t 28k 1| o](Girolamo Mei, 1519- 1594)14L ZHY Hh
EJAE Y 22 2UdL olE7HE0] SlEEete B 35S
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e AR . obd Al ofyEh AER e tolE ALY &
S IRk, 2HE FPHRAE Lo IR o A 5
oF MRk A RutE AlEso) sty ARAg AAIEO| A
= Aui U AES deeths, & AR BT S glS Al
=°| ‘Asareta 2= 2 a0 WA= AlkoA
dapa gt dgsibsel vifstEA 95 = v ook
T ofwA siA o] EFo] LAY ohAl & W mejop 1
Eof ze|xjo} mE] 54| tigt F2 Wed AS e 2T}
Hlasj RS SpAk FAAL ofFA ot

19) 720 (1995), TLOkERe] At ME: SoHEFAL p. 291 A2E.

20) Gioseffo Zarlino (1983), On the Modes, 3%, p. 17.
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2ol BES ALSAEUT 1R8] BEH 0| Ho| B2 ojn &
SRt f v AStaL(pour avoir ses modulations plus menues) 173

o) w37} & o 9787 gEAUL,

AEe|ee] grEL oYt

old AVE o], LS EL Wt A& SAHAES weo}
wEol Zojehi o om, ARg AA, T, AHZL A
ol HEGAF T 8 A o] o8 AL =g =

o] Ao} AAL RS FAYol A AL A Alolol= Fag &
o|7} Qlet. ZE|Xjo} HEE 7|&dtHA A 249 ‘Y g7t
2 el o uAgk mEgolde] tiaf & Ao] ofrt) 3%
O] El=2(tonoi)@t =Y oK harmoniai)7} Ml AEH WAS FIL =
o], 7% zg|zjo}o] st mUolr} Ealole] stEm ot A &
E0|(pitch)7} o] il & Zojt). EJL £3] o] mEQ] Futof A3}

of

21) Gioseffo Zarlino (1983), On the Modes, 5%, p. 21.

22) o5 otol 4 mEH o] H(modulation) S YA O 2 Bhte] 2AolH B o}

2 2R 2HRESh= Ae Doket, o= I S, HEE o]F FEE HtEo

23 7153HY AAE AAZ g videlth 1Y SE AACH] wEtae)
FE)MAE FE2 7153 YA whet B o] FojE =t ‘A4 & (mese)
F02 3 mEdo]d BAoA Al AAYE o]f= FE59 750l W
AUtk EZ AR (AT 18 ) EEYoldE THsstth
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sajo] AL 16654 O] %, 119 2EASL o] of&7he] Holt
shao] Z71m 17} ol WAA Selu AsjE este Mk A
S0 Bl 1 WA} Auw AL o9 ubast 7t [ At
AP (peintre-philosphe) & JZFTI7Lt ool gt A ols)E

HolFiA s Woe] BAlolck2) Thet A F7hA] A Auki 19
29l SRS B HAS wHEOU o Y] H, 83te] of
2491 Zulo] A3 19 E F WL Ao| 2 AERNY W7
Aolgl e Attt

23) U2 v]2FE=(A. P. de Mirimonde) A "3t 2o (1972)0]2h= 2ollA
o] S olseln HHS Wrl2 Tejxjo Mo Pk 1A A
ZHE Q18 Ao g AL QITHA. P. de Mirimonde [1972], “Poussin et la musique”,
Gazette des Beaux-Arts, VI, vol. Ixxix, p. 131).

24) u|& A7} FEuL2A|(Thomas Puttfarken)-S A4 A 9] o I 22 F5of U]
FE FA4 WMol 4 1A Alskeh HAolA A dalE FAE A Qs mAR
S gl wAEh WO Sl kR AAR AulE Aok A5e ol
H A%} v} Qlth Thomas Puttfarken (1999), “Poussin’s Thoughts on Painting,” in
Katie Scott and Genevieve Warwick (eds.), Commemorating Poussin. Reception and
Interpretation of the Artist, Cambridge: Cambridge University Press. F=E 1} 2 7 9]
2004 AEH FFE A0l FUF=OlES] p. 59 olskE & A, F49
Heke Bl HEHo|drh,
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25) Denis Mahon (1962), Poussiniana: Afterthoughts Arising from the Exhibition, in the
special issue of the Gazette des Beaux-Arts (July-August), p. 125. £3] o] tfst
=9l= pp. 122-1262 & A

26) Charles Sterling (1960), Nicolas Poussin, Musée du Louvre, Paris, pp. 260-261. 1960
| ghe] fFEEngA d9 A it A8 stE R0 RE
=0°|th



(& 2] [Zf] =81, LZE2t £, (Ki=hd) (1849), 7
3|3tde2, HE
[R] =T 2 LIZat T, (Xtshe) (1650), ZHEHAO| FXH, 98 X 74 cm,
SEZ0ls, 2|

*ZXI: (XD wikimedia commons, () web gallery of art

[=

HAO SXl, 78 X 65 cm,

28 o] £ AT Uws] 1 MES owdl Aw ok, 174
| Fob 31 29 A= girk 2ok o|Se]
et ao} 254 @1 AAE He A, % aslzsols

N

L = h :
£ Zolgle7)? 19 @xgm 5 FUx w3 01%94 Az el
Fe WkeEta 48 FEME ¢ Al 25 Y ol =& A
& AL

ANZHe & B ALY et B, 1660 e 1680 th7H4] o] g

27) Louis Marin (1999), trans. by Catherine Porter. Sublime Poussin, Stanford, Calif.:
Stanford University Press, pp. 183-208. o] 9] A|9A}of| ~Z5] FA O] = A} shAF
of thel &4 e 1983d kol A5 E0HE =
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(92}

A9 B} AFS 2Eeah 9 elx7h ofEe] #eu]ol(André Felibien)
A0 Ay AAS BETE AEstea gk olze 2utelA
FAle) e FAT U hekE sl o] v £ o,
258 FAo] Aol Wl AFERA & #

Aolet. Welsiey. B FAY| FulAi5o] @ A
gt FAe] BAS 1479 E AR QX7 FAE A
A 2obe] v Eok o] MET qelshs Fo PR A

2 rle

>

5L FAo] G AW, ol ofm| Mol A SAIG EHo|L} A
Lo ARt 2nge 29 sjskazt oy

2 ket F wlo] 44 FAe] BES s A
el AL “gebEe) ol A7

O

42 Feete shel
29 ol BEHE(ELE el

G BAL A Sh, 1, A ES

SRl Ytk 1Y £FS Aol FAZ BASHEA FAL 8]
3, ST A, 229 AR AN Kol 71 e 9l

B K orlo e E

28) Jennifer Montagu (1992), “The Theory of the Musical Modes in the Académie Royale
de Peinture et de Sculpture”, Journal of the Warburg and Courtauld Institutes 55,
p- 237.

29) Jennifer Montagu (1992), “The Theory of the Musical Modes”, p. 23814 A Q1-&-.
o] Zlol A BEHYS FAYY <ol SAM> (FEENeH, )
AR oz Agshar Aok

30) Jennifer Montagu (1992), “The Theory of the Musical Modes”, p. 238
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olgl Ao 2ualu Belu|ore] £ojX T o] F ABAE AIA

QL WA O R Hushe, TP AUES A, U, 27U R

AegA o= A Rty & F A5 Apol= Athu] &l 7o}
2752 (chiaroscuro)] Aol A, T THESAL o A7k Are] o
ZoA, Q1R HECRE) A o) SR8 SAYNA Lk Foln
O A L] EAHE BE YA EANA SALE Fol7} o]
i‘ihtﬂ o Ao b s AR naE xow BYARE BfekEal §)

TR A A A AR Aol 2E E BRAE vepu
3101 A ] Z(mood) = A Z(tone) 2] W37} =4
el ol HojA o] = X}ﬁ}“’% = Al
A7 A-ERE AR Fote FRs] Helrh

=

AR W A AR LA 0, A, §4910] Hple 2
e WL A TAo] AAG|H AEUY BEQ 57, & mEL
BRSO ulg WA o]RolA Ytk A s AU FE
o gotollAl, olel TAlel] Qi HEEL FolUzk aRE i Lol
= A9 ol B BaT RES| WAL ol Lol I &5
Apole] Hlgol WE SHEE FAHolI ARPAOZT EAfot7]
SHARE a5 449 vgs BEE 4 otk $e7h Sehuetn
HEL AL 2 19 Hlgo] o £ Holn, SEX 3 : 29] Hlgo],
4% 4 39] HRo] o] 2L Folc. ofef3t HIRES WAS Bl
Hlso] AspARA BH0oR REE S8 ok 2estel 43

31) André Felibien (1725), Entretiens sur les vies et sur les ouvrages des plus excellens
peintres anciens et modernes, 53| FAYS] R0 3t =9]+= pp. 322-328. Sheila
McTighe (2014), p. 240 2|21
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oA 9=, J2m 2R ZstH A, vl uhe 1RE Sm gk
a8 A fjofl A% E2 o] TEES Attt A2 HE A
g Bl = <ol 2Ho] Hie IES AAANAAN At HE
°ﬂ 4‘11 P B0l Fol e S $= Yk ol 2 B4
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Itk 578 A7 25 AEsks PAL oY HlgSe] AR
HET Uers] WolAn, 2gat FmAel FAZS Aol & o
o5& 71 We|Eoh ABE0) A wAH AAet TA 1k

o} 7 v o] BAL Al
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‘rr‘

J4)(modality) 7H'g o] UEHH= S+

32) Naomi Barker (2000), ““Diverse Passions’: Mode, Interval and Affect in Poussin’s
Paintings”, Music in Art 25, pp. 5-24.
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o] =Z+7} E%"—’,‘—O} %ﬂ]—‘r‘o}(Frangms Duquesnoy, 1597-1643)2} &HA,
zupoll A It 24E5S SESHHA ALY vl AAE "HHE
G,39) oj7w old Eo] AYHel vl Aol st o] T} 914
o AFES AFIAL keI FAho] FFAL s WE A}
de AAS] B S A0 By FH® Hﬂl—“ro}'l Aol 7123t
()Y e 22to] ol HoK(1H 3). o]AS L AA= it
o] $=oll A AR Aolthin o] ApAle] Ao wAlslel

(22 3] LZal 24, (xI3HAD(1649), B Sif

33) Elizabeth Cropper and Charles Dempsey (1996), Nicolas Poussin: Friendship and
the Love of Painting, £3] 14& & Z.

34) Louis Marin (1999), Sublime Poussin, pp. 198-199. 52| Q& 54-0 = 803} A]
Hopof Sh=t(Le 304 F-2 Aoz FA §&), G7i g9 ofr] HALY
gugol Haz AAN FEYL ¢ 5 Uk
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Mol amehulso] thet FA ofslo] S R ke,
wre] Wb, ofulX o FAEel TEMEE ol Aol B
o= ouAS FHMH)AN/ 7 18] AR Aol Tt g
HE REE ofE G FER oA DES Feg ol o]
RO W9IE ol B o]Zo)A] olof stk FAS] AR 2E
oA mEQ] BAL Soshel nlgolErt mES] BAIS TG

T FAYel Sk

5. ThAl, Aol WA ek = Aol s

AlG7HA] o] tiet Y] Ao A Fa%t o FEe| =oE
|73l M‘_Eﬂ 82 X‘WO] 174011:}. g ZhE o] mEvL 2

d

35) Calude V. Palisca (2006), “Humanist Revival of the Modes and Genera”, p. 73.



A | TRy Bsteld Sxst A

N

547

2940 Zue, ol 27k50] Sote] BAS Holaty] 93] Lot
A £AE, 5 g, 4, lEel] Azkgel et 234 9172
Qoi7ka 9| A= ARdolth Sotelq SAE 9t ugwt AT

=

BF & g Zlo] ohlehio AFe] AgAe AHE 4
Aoltt. ol ZEM o4 SotEL ulEe] QAT &R AAR
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MR L3 TR ME FA LY, 119 =0l 3 W Avin
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& st ek Bt S Ade S0l e A
Ak, IR AT dolgtal Zo|gr=27) St Hojt 3}
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v

36) Victor Coelho (1992), Music and Science in the Age of Galileo,
Kluwer Academic Publishers. €3] “In Tune with the Universe: The Physics and
Metaphysics of Galielo’s Lute”, pp. 211-2395 #3181 £ =38lt) A&}
ZdY ol 9ol E7t= gt of A WMz J3F skl of A HE 2oF
= WL WA o] ZobS pEtAow EAF 7|SRS HAw7IE Jed,
D7} WA AFE FEE ol o7]1AE AAE BAsks Ylgo] Fulmew
NE golalt}.

37) o] dEtol A 2= FEH|Yo] & d3tet FAgof tEt =B K5 Sheila
McTighe (2014), “Poussin and the Modes”, pp. 242-2430]| 4 #| 21831 Zlo|t}.

ordrecht; Boston:
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42) Genette, Gérard (1997), Palimpsests: Literature in the Second Degree, Lincoln:
University of Nebraska Press (originally published in French in 1982), trans. by
Channa Newman, Claude Doubinsky, p. 5.
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43) Michel, Christian, Lichtenstein, Jacqueline, et. al. (2020), Lectures on Art. Selected
Conferences from the Academie Royale de Peinture et de Sculpture, 1667-1772, Los
Angeles: Getty Trust Publications, p. 257.
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ABSTRACT

Mode and Mood in Poussin’s Paintings:
On the Significance of His Musical Analogy

Chung, Woo-jin*

This essay begins with a letter by Nicholas Poussin. On November 24,
1647, Poussin wrote his reply from Rome to his patron and friend Paul
Fréart de Chantelou in Paris. Poussin’s letter in question has been very of-
ten quoted for providing an understanding of the relationships between
music and visual art, especially in early modernity. Its centrality, however,
needs not to be overemphasized when his usage of ancient musical modes
is construed not literally but in metaphorical terms as a musical analogy.
Yet the letter in question is of much significance in that it foreshadows
some of the fault lines among musical, painterly, and poetic expression.
The present essay aims to unfold some illuminative explanations capable
of demonstrating to what extent and why Poussin’s letter on mode has
been considered important. To achieve its aim, the author undertakes a
close reading of both the text and context of the letter in question, and
meticulously examines not only Gioseffo Zarlino’s text as its inter-text but

also his two self-portraits of 1649 and 1650 as a sort of hypertext in sense

* Lecturer, Department of Aesthetics and Art History, Yeungnam University
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of the word in semiotics, that may be regarded as an example of practical

application of his theory of mode.



