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[(FE] ZhX ANBHIMMBLELERMA EEEKZE “BE” § “KEK” hxndi,
ELRFRARFLEF . RREN “BFR” 5 “B2” CEER, BRARN "B § “#
AP B&, XRRBAEN QD =ZNE” BXARRET —FREZRNUHREME, Bam
TERRASNEN XM LZBARELA R AREZ, FRZIANEERXR, BREAGIHIALE
FAKRZAREEWREEAANGANAKR, EAECNEXEBHT ZARELNEE, b IRE
ARSI AREBRERMET - ABEL L EE,

[KEIA] B aodrs ZihxR; W Rmds

—. “BIEXR” FHAKE

EARLGAEUWH « BIREME L8 A NI PHES 83 B Z FOKR T 2 2 19 S0 L
Ko KT — BHA —MESAWRESE, (HERAS R BISHAE 2D THIRE, A2 s 5
7O W, IS THERISOR ST LR . DAL B 0I5 4k RS AT BT R4 T 1 45 4 1
BB, 7R 20 AL RYZE R 32 SCRR S50 1 SCHOe A 281 1 58 i A, SCHAE AR
BEFE T IRy Bt — 2D, A AR AT I O M o BT 13 T 4 A0 02 L e e
AT 22 88 . MAE SO 3R, f5%9. &30 MERET OB . £T5 A RIS - fi
SRR Mo S AR R R B o | Al 2 SGIEPPIT IR N S R AT =M U4 130 &
S ERIRIE T2y “SOR” G, 5 L HEC TaR e 0 m” Wle, RUERR SRR AL BA
TS AR L, R T BRA SOA S SCZ AN U —— “ERR. g . HE. BOE— B R RHR
B A R,

IRTT . KSR T AR B & I A AT A B — AR Ae, JRIsTHEAR ARG 5. BR

1B W, PERERRFERFLEITFHLE, hmin0104@163. com,
*x AXATFTEHLEHAFEALE ARG LEFHRE “UREMGEATHSEREARL” (2023M743280), F 32
BARE AR AL ST AT &G e S LRI E LA (CUC230B057) Brgih s k.
O il « BIREW: 1970 AFLURIYPY T ZARBIEHEN ). 2 (SEARMITE). 2010 (2),
@ BIREIICALF) 2 ) 138 AR A BT BIE A . IRJR - ARITRE. ORARAC « J@TERS . TRIA - il — T DURE RDRBUK -
XA AT LRGP 50, SERZEACE AR KRR K BV 2 BN BLE K AR 5
® Norman Bryson. “The Neural Interface”. In Warren Neidich. Blow-up: Photography, Cinema and the Brain. Distributed Art
Publishers, 2003, p. 6. fiFHMEN IR « ZUM VG LA BREZARMZEFRRE WS, XA S FEGHE SR RAT 38 5
BGHAT THEA, IEXT LI 222 AR M I B B R R T 3,
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TIEFRELSL, R Dl o R G o b i A, B “HHEMRE % (thinking in pic-
tures) s B “JE—FAER AT M EPIER e B ISCE R YE T T TR AR, i B TOEE ] [
JEEEEEO, KA A S EAR SR s SR G “ER B4 $1a” (pictorial /iconic
turn) @ AL T — AR A AP FERE AL A RN, R 3 3 O A A g A el P PR B ST
AIEAER T R IR R . RSB IMEZ 5, AR AT A BRI R . BOR B AR 5 1 PR S BT =X 5 ) 2
WEEMRRMES, FURKESHR R TIGREZE RIS . ZARIBTT . S8k, 7
MU SCIIER A2 S AR H 55 . 1968 AF R E B G ATRVFR) Jnf il B - Z2fEARsE ., 4t
W [ PR TR IR—— “BARSEZR” (Object Relations) @ “#IRIVEE “— Al k" AR .
HED “B B A E— PR R B R, SRR IR IR R E ., 5 A STkl ER A g7
HER"O, BAHP IR NEE . 20, RIS SR B R R B 4 “Aunkz
Z WY NN IR G2 I RS 1 3 AT AR R B0 A 6 EL 00 02 28 b Bt T e T 452 1) 1 25 A 1 5 A A
7O, ARTEH AT, 7S5 R M AR B A I A B LT B — i J T E T AR

Ritoe “WIE” B 35 EAR S SO T 1 — A LR O Y Tk A, R oL E SR B
W A AR SCARL” AR R AT AR E AR BTV KL © R, Y 20 R 2R
SRS BRI TS R GEWIN “BEIERX T X (Affective Formalism)@ [l FoA1H GEAS &8
R IR Z MG BT B AR 0 AN A . 18 B 2 32 SO SO B S8t BT A SR A A, 0
A RN o AR SER I AR, X RS AN PRI SRR SR SE AR 1% g sl SCARERAE . 1T
ML (BB AR R TR B AR RIS IRAE . B Y AR R — 7 TR ] 1 S 0] o 36
N AR BRALHI B2 ARST . 53— TR T A SCFE X 2R F AR A FOw i SC ks
R IR © N “BIRKER” MM, WA —F R 45 MRS T LA
WL ARAE S A B N —FP “F21%”  (transference) 5 “M 1% (countertransference)®
SR, ARG ZARMER B RIERIFE R — DR 5 R g e, W E T — =
HEERMIL, XNTERNSEEES T H & 043150 FIAM R 0 SOk s s

@ Sigmund Freud. The Ego and the 1d. Hogarth Press, 1923, p. 21.

@ “Pictorial turn” i H W. J. T. Mitchell. Picture Theory. University of Chicago Press, 1994. “Iconic turn” H H Gottfried Boehm.
“Ikonische Wendung”. In G. Boehm (ed. ). Was is ein Bild. Wilhelm Fink, 1995.

©® S HHEIY  KRYUR, BARIER « 7035w GRSELIURAF . UORF - Ira s ), &5 endiig. 2007,

@ FEHRXRALBFWEE, 28T subject (A ego) 5K object (flh# other) MIEFR, Object BERIHAZIR, WATPERH
X4 Wik, FESERMEANIIS D, BAAFERIEN, DR S ARG EY . 15, BORCR DM 2R —F A bR e,
T REARBIE B AR b, T2 B R A 2R

®  Perry Anderson. “Components of the National Culture”. New Lefi Review, 1968, 7/8 (50): 42.

© AT - fE . CERGRIMAT), 177 50, WNSER M R, 1988,

@ i, 2 W Donald R. Wehrs and Thomas Blake (eds. ). The Palgrave Handbook of Affect Studies and Textual Criticism. Pal-
grave, 2017. [HEIE I XGEE— DT RIS SET, TR A 20 2\ JuHAEA LU 2 A8 B 1 b I\ 90 AL B A 22 W8 35 2 1) %
HIEUAT R e 5B BRI 5 “dEREER” WAz —.

® #iltn, EHENPIEEEVEA Gabriela Goldstein (ed. ). Art in Psychoanalysis: A Contem porary Approach to Creativity and
Analytic Practice. Karnac Books, 2013. David Henderson (ed. ). Psychoanalysis: Philosophy, Art and Clinic. Cambridge Scholars
Publishing, 2015. 2545,

©® Todd Cronan. Against Affective Formalism : Matisse , Bergson, Modernism. University of Minnesota Press, 2013.

O ZWEE -« 250 GRRCHIFR. AR, b ShgR:), 157167 51, AR, 2023,

@ FEZ2FHREEIE D, BIE S RBIEER XX SRS, P SUYRB AN RHE i AT BT 1 . T SRR I s A5 AN Z 1)
WA E RSN 5 B SUR RSN ARG A HT I “ B e ” X A=A 808, M2 AR B AE U R BT, T SCIY S RS 156 DI 43 B il
X B I A — YIS B, o B ds T RR A BE . SIS A. Ol briEss i g ), 2 (BRI,
2022 (D,
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FARIE RIS LR IS R A 5 AR 2 8 « 53€ K (Melanie Klein)@ X6 R AT
A, XA AR S TR RS R IR AR R, T TSR CHEMGEE” RKIET T
1o BRI, ©ERIES F IR TA MR Z AL, A AN ln) T A 4y
PR IR B AW SJWE? ASCA . ATRIAN “ICR” Fl “ib R WIS SC 5 i) R LA

B, BRI FRSEERZER “XR” WX T /IR TS Z AR A
Ae” R JTEAME RO R o E PR, . G, XSO EAR R A LA RE N HE A, T2
HON FARN 5 F RS KR TE R G T B2 AL P UG 46 25 5 a9 2 e 3iE R A L0
PREAWEIE, WRERE B3 BT A9E FE R R B T — > IR I R B B E ST AR A T R T R 0 B
W Be—— R RO B Be . 3R I& PR SE R A AT LB IR IR0, AT OC T AR O R Be i)
PRI A2 AR 8 A7 th HEBR M R 0y, 7EMbryELe T, MARZ S BRPOR I (3~5 %)
CRIEHL 12k, TooE HARRTFS A S B B O FRES 1), A X A BE 22 i B 55 o I 4f 2 e A e aX A
DIREER Z N, BTE SR A ge b, 2ELAE 3 2 IR A FRIANHUE AN ELL, Aotk BLIARE
1, AR “BAR” BYREELAE AFRE AR S T HE ERE R, g 7 REEOC R LR Y R A 3R A
JRNAT A 1 TP S R P EARAPEIVE T, ARRERY rh o8 5 R IR EI AT “RR7 EmE, 7R3k
W2, RERXRMISHE N RREEE Famg A “ZAR” i, @y T ERSIMEIREE
i BB R R, W 2R 5 H A 2 ISR b NS & i Z (B I N AR IR RIS 1 — i ik
PEAE

HWK, BRI AR —FP “TdFE” (process) TIE—Fh “F=#)” (product), IR
AREFIGIR « EHRE 28, KSR A 0 R BT LUHA = A 20 “RIEM#EE”  (symbolic
readings) . “IHFEHIIAR” (accounts of process) Fl “MEHEZ I (analogies in rhetoric) @, % &
DB EA AL OIS A BT E 2 BETE “SAR” 092K, hi IR EGE e e “E
FERIL” BRI, XN B FI R ZARE A S i 2 9 72— A e 2 HAE y—4
AR, o8 OB ) LA LR K BT B AL IR . b HAE R — S 48 W 10 S
AL TR R B I LSRR . AR A E S 10 T YRR ZAh, I EIE L — 1 AR S anfe]
PR . SR QMBI FRAT S T A2 1Y WUR 3 EHEPF SR BARVPAN 3R s DG 1R . i SR AESC
PR A, R R AR Z RO . (BT EAE XA R, M IRA RATRZ A
XTRYIN RGO XTI SRR o 2R FIREE F . it i s, Bt
SARMFUR, Kk, Sk, RS R, BiEZ “RE, TEIRSEE Sk HEE
AREERIIRAY, B—Fh “HIMIE” (incentive bonus) @, P, a7 36 1 FE A AH S gl 4o %8
Gy “PROBIRER” W2 sl )ik B A S M A 7R 3 DRI ) DR g ) 2 il P JR
FHER R, MAAOCRIIEXT “H B fYSGHE—F o e R F XK Z R T IR
15 RN S R, R0 T L By ) e 2 TR B G A 7 56 SO R, 3k R DA
BT A S BRI PAC 22 96 © v B Y% 20 b S8 5 A7 96 420 960 110 3 =22 A —— 19 28 0 7 Ak L 22 0 ) 2 Ak i)

O FORHAEBILE S AT LI T G AR L, IR PR 2o L - IR PR A T RR I i, (AN w4 BT St 43 4
H RBEEIR” R CHEABNEIR”, WS 20 HEZS 40 SRR ERE R SRR T IS OHE — TSRS, I E R &
TRECRFIRIGUEA: , XX BT s A R R A] L2 WAL, SRR . (DR M A I B2 RIhe” KDy 3808 ) .
B CEBUMIE R4 (ASGESRIARD . 2020 (D),

®@ Hal Foster. Art Since 1900: Modernism . Antimodernism s Postmodernism. Thames & Hudson, 2004, p. 19.

@ Lionel Trilling. Freud and the Crisis of Our Culture. Beacon Press, 1955, p. 92.

@ IROHE. (ERSAHE), 0 OREOHERSESCE). 37 50, FU AL, 1987,

® Otto Kernberg. Object —Relations Theory and Clinical Psychoanalysis. Jason Aronson, 1995.
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(intersubjectivity) , ZEFATT MIAERFEEIN I R P L FE Y (W 2L B2 56 10 85 AR (trans-
subjectivity) , ZEUE H KA B ICIEEE N EIERZ (6],

XA, BIR TG S EARNG RIS Aa s, RS T iEA: g an e
RO KR FETO EMSEREE T LAENUE . (HE A ERA R, FIRSE R AR AR
A IR A & A — A SE [l R B R 5, XA IR T ORI AR« A B — R ok
WG . TS AEBE Bl i Z /i 2 fuh Je T AL © X FRATHE X I AR H H M.
BRI AT . WA ZARZK T B LR/ TE % (image) BB H LIRS, FRATA TR ZH0E
ErERNE R, WATESESAREZNIR . LT DAL Z R N BT LA R SO A
DRGSR RIE S G5 TEIRR R BB IR N, AR SO ZE BB IE R 2, ik
O FRWRE A 53 A JEL B R 8 T b [ 22X A [l R AN f AR 2 i AR TE i 2R s k.

=LY 5§ 887 WEEEE

TATAT LN ERRE . BERIFAGIACEAR EIAOCH ST R . i CKig
AN AR TEIAN (UHBRBIE S et U GEBIIES) 2R =2 adhs
Je s « sEhivE . BT « SRR ANDUE R SRR 2 RIM X XA A RSO R R i, (e 0 4t
VRS « RENER ., TR Z B AR AN ), e 2001 Bl e S DR RS pe A B A, @

i 3 RO B ) LR B AR 4 3R TT IS S — S OB R “BIR” (attack) 5 “BR”
(repair) 3, WA RHEILEAMMEYILANH B THNEREAR . HAERNSZHE. Yk, 2
PGy, K2 T AR, Lt r 2 Csplitting) . 9 (projection) . W#& (introjec-
tion) ZJAEURAMBIX LA, EARMER CEARD MIRE GUARRE 23452148 & K
(BPEEZE) BSR4 E——H TR MR N ih R K B8, 527 XRN HET &I
(part object) , WANFLG: . PIOMEILAYRIETE R REME, BE (FLP) MIB 2 Ag AR L 58 e 0F
M. AN RSN, BEAREeEE HIRE . Mmin FfS AREIRE . b2 irbEE
FLp MIRESE GRELGD . BILSSRIERTE MG &, JFEMR A A Z AL, PR EARER 2
FHTNBON LB NTER AR (internal object) , FECE LM NHHT 0 KK, AHN HL S F 8 ™ A4
SR B R, JERL CEMIEIR”. s AN GRS Z R R — 207 (para-
noid-schizoid position) @, TiH| T —% L, “WEBCAL” (depressive position)©  fit) 3| 5k 2% i
TREAMEA, BLEGR NGRS R SR R, BB G T 2 R B SN AL
AR, (AR MR EX S S MTERE RS ERY “BIR” BUMHR . Rvk 5aRIKE, Xfqie sk fir
FRME, BLHE ARy B whah, MES IR, ORGSR PR IA B X
%y XAUEFEIMEMESE S A, TAEZHF N NTERR ., P — 53240 AN AR.C L Z 8] (1.0
PSS ETERUAEAE TR AR, "R 5 R Ml B S AW T AT By — DI 45k
JEHIE ZARBNE 5 H BRI E s Z . FORBIR IS ZATA B MR EMGE )2 — P 2R A
HRYIEAE R, SARMES R B A TR R NTEXT S . IR 2 AMEf iR, @

XFEER, e W BB IEXTRN R “BIR” BE5 R, e QR e s S B xERE T

i

ay

Hal Foster, et al. Art Since 1900: Modernism s Antimodernism s Postmodernism. Thames & Hudson, 2004, pp. 535—536.
Nicolas Bourriaud. Relational Aesthetics. Les Presse Du Reel, 1998.

Gaston Bachelard. The Poetics of Space. Beacon Press, 1994, p. xxiii.

AT « 1B (SRS, 104 BT, PUJISER B RRHE, 1988,

®® Elizabeth Bott Spillius, et al. The New Dictionary of Kleinian Thought. Routledge, 2011, pp. 63— 83, pp. 84 — 102.

@  Sandra Gosso (ed.). Psychoanalysis and Art: Kleinian Perspectives. Karnac Books. 2004.
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ZAL TSRO T AT B Mnhsher SRR E AT AN, FREL (g RO <z
B WRCH CHIRZ” MRS, RS AZ AR SR N TCE R — L AR T R — R
BT AL T RE A RESE . A - SURKTR (RS OGR) AT XT L, (R BEEGR) eI B e
3, ZTCMPREXEM AL, FNRBL RATF . S, (28 v 76 S [ RRR YN RUBE— B, an4 7 3C
fes FAIC RS, T (ARG RAREERIE . ARETE . (RGN DU T B M4k
FHE LB, MR T TR 44 . BDATREE B A RO B R Z R . AMBER RIIE B
AR, M CARERGR) FURTEERMEA R SO T i TR MR B R PR R TR G M 45 TR F A LB
24, XFPIEG L AT RRRIE , RBE MRS 7= A ghng » O

XHLAY “BEIR” AE TN E A58, e THul T H 2L e BIR vh g, hiEE
SIMLR ML T —ANFERl . S X AN A2 Gl . AR S i AR A KRR, AR SR T — A
BN “NERR”, RS 3R 65 1 ) i FIXE A 13 75 . T (AEgn i) Beis AT X
Py i P, AEE AR 25 TR TS R AR W ] . BRI S A5 R YA B T IR AS BT IR I R R
i —RER I DT LY L A RS SOOI . BRI R ENTRR L SR oS RE
SREENEE, AR AR DS A, W SRR IFR A A AR R
“EEHACKT O Ll

IBRTEFZ I AE AR Z AR, 3R H F IR Z 25 bk, R . B . RHE
PR AT G IR . SE 5B « WiESE T (Adrian Stokes) FIZAR « AR (An-
ton Ehrenzweig) #ABIN R BIAR07 22 [0] 1 58 85 5 17 A AR A8 A B B R 32 S AR AU B R © L L,
SEARYR 25 AR S B T 4 1 1 T 5 O A, — 0 L B XL (S FRATTRE A I — AR v B A £ 2k A 28 f P AL S
AR OB R . R AL G MG 24 B 5 EE H G O AR £k 45 i i A 4tk & 3 fn ek
WAtiR

SR, T SER B [ B A ErP B B v R R AL R L L AL IR, K aR iR
TR FEA BERE & & B A — IR ZIBE T 362, FEH R B 2 ARSI A s, EERu B2 T
FUOHAFE A TR ZE R . BRMEEE, Eh—F =R R ERRA . 2R K
WLHER « WHED TR EON (BERE SR MSCEhds i, 30 5 AR iz H X A UfR
5 FEOG NN T T AT SR R N AEAS P R IR S 2 —Fh i el “HEZS”, R
JUBT AT T RA i o 2 5 4 3 R AS . AR T2 h— D AWHE E iR ny . ERC KL
AP RE, XD EEMHERTE T — MO . = T 2SR fb AL 2, L
E— 2 RN B AL ok AR B 2k . @ Pl 48 G 7 B 55 AN A B R 56 R 2F IR AL B D. WL iR e B
(D. W. Winnicott) 5B E « KR4 (Marion Milner) X 583 PIAR 2 () S A

KIRGAXS “BE” 5 “QliE” ZEPXRED TEFEE ., W3tEmE . ER S n S
By, BERE AT HLAT B B3RS ZAR AR CEARZEMMMA X ZARMAIE 2 OREMUAD, W
HHW BT EAR MBI PR N . T 1950 4AEFTE R GEANREL ) o5k 1 H &2 i
FERALEE “URAS” FENIANENE S, DI—H0eih . IR R IT A b, FER 2 AR
PR ORI IR, W R BTGS2 s S S TR i Bk 5 R B, RERM AT
OFEE CZR - SR, eI, MR i “IR T M CaE R, AR fik Kt ) O 2F

OO B - il (ARG, 123, 102 50, PUIISEA R, 1988,

@  Adrian Stokes. The Invitation in Art. Chilmark Press. 1966, p. 50. Anton Ehrenzweig. The Hidden Order of Art. University of
California Press, 1967, p. 122.

@ Michael Podro. “Destructiveness and Play: Klein, Winnicott, Milner”. In Lesley Caldwell (ed. ). Winnicott and the Psychoana-
Iytic Tradition. Karnac Books, 2007, pp. 24 — 31.
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A R P R E AN ORE, BA IR RS A B e B ENE . KRIRNIN N ZAREARA T
FARBEE IR “EHAE SR EARYE”, M “GIERENARYE”, FHAEAREK “IF
FAERER MR, XA - AEENN AR O XTEEEDE Pl
5 UHNET Z RIS CERAE TSR BRI R RN BRI R B, AR
ST ERFMEWERLE, QIWEEXTBER R L E R R #h . FEANOMET: 1 B AL ARG
B SGHR Y 72 53 — R A . J2AMAR I A —30 0y, R EARZ g Thbiy £z By, HA T
SRR A, e DIRTER IR 5 X, BN AR OCRA RS T AR E S, B AR E
A .

KRG BT AR X A B 3 AT S AR NTE I RV S AME I R Z R Fe 03 RIG a2z b, Xt gk
109 BT 1) T — PN 5 AMAR S 5 v (i) [X 3k RERHEFRZ  “YEFEZS 8] (potential space) ,
—MRESTEL I SIS, AR SRR, SUN SR E A H ek iRl

=, GRS HEENEEE

TESER N A FERN L IRJERHPRg IR R R IE A R 1L EO BUR R B — A SR B i B B L
XAPBA T EILR I IA R " DRI E IR BISNES G T A B e 2
], HARF “JEEM" (in-betweenness)® MRFET, HIMTAE “BIK” 5 “BE” ZEELT —
A T RIS . X WA AR B SRR L, AN E AR ENEYR B,
2 X IEAESE B SR B B3 o SIS TH B Y SCA 28 1 T R 38 o i A ) S IR 2 A B SR
FBIEZ . WA AR B TR 2, EmBATE2R T WAL HhR ZAR
AR S HA TR BRIV RZICEFR . AIRERSIE T AT T 8 117 52 A% 14175 ek S L 2

IR JERHF N . BULIEE ar i B BER 2 BP0 “ EERE” 19, BERORORNER IR, X
b SR ) B B i 7 A S B A Y JE B B R T I ) — DI B ORE A B R — 1
B AARAMAR, TS R IR S RO — AR, XA R A —
ARV e T HA S R 200, B BOR F Ui, WRTRERGE 530170, HiRJERHy
SRR (RER) W3 Tk Ab [l — 1k, R RHESRAE R R TR I 2 R B A S AT, e
PABILIIT RN L s A REE N B LEL b L2, (Bt Bl e 1) B B Aok i g i A
SEAZH A FAPRES . AR % T I, XS AR A RO R, B[R T
CEMBLIET AR TR IES AR B ORI T A B A, R A SRR, bR R
TEANRIL S AT HR BB AR R A B AR (HX R AR — T T 58y, PR 2508 02 1) A 7E —
AR AT B B, it JE BRI FE X AN B BEE L AR R — A AT LUA A AR
ARSI, R —A “TEAEA RN R R B B, Wl e 5 % RS 1 B BRI
e (ESCRREFFTE) TREILEEER (BRERRA—0) Z A B RS E SR, " B AT
B SN, WATEC 808 e U AR IR AN, EETE T B ER
WL 8 B AR 2 18], FRAIE AR R Z )@, By ik T B [ R LIRS R UL S 2 ] s
HHAE X 7,

“TRAEZS T BB S AR B2 LI R AR IR, iz 48 T A 6 T KT ASRI B 52 22 18] A4 J

@D Marion Milner. On Not Being Able to Paint. Heinemann, 1989, p. 161,

@  SUME SRS L R ) R A A TR O B B sOIR A 2 R, PR DL R R M B A R, S L hups://
dictionary. cambridge. org/dictionary/english/in-between.

® D.W. Winnicott. Playing and Reality. Penguin Books, 1980, p. 131.

@  FEgl B QORIBHE . BERRRSGHTIXE), 112 50, HRIMERZ: B, 2016,
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PRS0 R SERHERRE “Uiek” BONEUE LR VAR, IFHER IR S RET
M H R SER S — IS 2 g my kA . BLA &R “UEk” AR OB e rh = OCEE, T
HXFH TR ANE SRR E, “feipioh, wir afeipioh, JLESAABE A dii
REQIE S, “HATERR D, SERARATREM ™. © Bk (AR STk S I st 4 2
PR PRI K A5 F FRAHZS s (HBOIE AR IR AR B R M 2 T ARSI T 10t i o e =S [ AN 2
AR LA IEPHRIR AR A B 2O R AU SRR . RERITR A SCAL PR e L P i 3
MBEREPEME T B S AU TARER A BRG], SR B S i N R S b ARERES AT E—
Bfeeee G NTEBAEH RS, ARSEPR BRI SRR S RIE A, AR —UIER T —
MEGR”. O B, e RIS ARSI FC.

BTGB, P NE SN Z R, SEE 7 IR N 7E R IR skt 23 ~) 143 2 18] 19 2204 o3 5
GlE T EARF SHMAZEEE A, MPAEENLR, BRI T BUER, JUH
TETHXF AR ZA IR 5 75 5 38 ) — ARV . O A 28 R ok 5 A TR 2 LB i 5 g R
ZIHRAR, MREGHGEIATIRELNT F & B RRY? I “SCRMW” BIHTEE R ERE . 25
SRZIEMIT S PN AR A 1, Fefb. a3 SRR AR R A P A 3R A%
EH, EARM S A BN RE R XA R . HA Al RS BUE N AR SR R EE R e e D
SEHBEBUEER W CA” (subtex)© [, R I8 Fi R 78 16 FLA 2 AR IR B A%
XA SO B BE ARG LS [0 A4 7 S To i S R e St PP A T 1 vl Mol e o o
17 TR 2K R ) o S A R A B SR 2 e 7T A L S 22 30 T TR 45 49 140 2805 BN
Bz, MRMHRFFHRINNZEAR " &%, ERZARLH M — T IURSUCH T RIE
2 15 AT R S B R R34 5 5 JCRAE RN 2, — R e A TR U 5 1 5 M
IS I 20, WRIRE T AR, O THRAR s R SR A A R O A S SO R AR
1 1 52 2 I AN BB DR B AT D7 TR BT P IE 22, RIS T o T e A SRS A RE 1 2
S, BRARAARTERUE RN, K EIN, BRI (R ARG FATT e 45 8 A2 T T
R BEA] . T DA BI3E 7 0 53 3l i B SE R o

R JERHRE K RN SR AT P B s (9, FE A5 Jo) 8 5 E s 9 X A o A 1 o A B
MELRAE, BRI AR ERIEATFT S HRIERGZ P, MRUE N TS
FEAREWERANE =z, FNES530E N REmZh, fiCCadRth, ZARKMNAERS
S5 W A G TG SR S B R PE A SR, TR B R — B4R . PEE AN OUR ALY, 1
JEEER, i ZARMER AN GINZ IR AR (O T TR IR ZARAE S N AR
RISMELL) . ZARFE G WEILZE R/ —A A i fie kA .

ZR XA ARSI, S R ENRERMRE T S ERR A S — N E RS — ok
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DO@® D. W. Winnicott. Playing and Reality. Penguin Books, 1980, pp. 53 - 54, p. 116, p.51.

@ . (BUAJEIR). 69 0T, dEFESRE R, 1999,

@  Georges Didi-Huberman. Con fronting Images : Questioning the Ends of a Certain History of Art. The Pennsylvania State Uni-
versity Press, 2004, p. 27.

® H. U. Gumbrecht. Production of Prescence : What Meaning Cannot Convey. Stanford University Press, 2004, p. 95.
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DBRAER “mng O,

M., Raid2EeshE
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M2, A BRI —Fh B AW 0 YA OR A e A R B . TR — sl OB, AER
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J¥)
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XPF s ER U, ORI TR . AL, ARIENARRRIR ), HUR2TOE W 5T
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O XTI R B ARG BN R FAYEZ M. S W Arthur F. Marotti. “Countertransference, the Communication
Process, and the Dimensions of Psychoanalytic Criticism”. Critical Inquiry, 1978, 4 (3): 471 —476.
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2 .” Bernard Berenson. Aesthetics and History in the Visual Arts. Pantheon, 1948, p. 84.

@ Nicky Glover. Psychoanalytic Aesthetics: An Introduction to the British School.Karnac Books, 2009, p. 175 - 177.

@ Marion Milner. An Experiment in Leisure. Chatto & Windus, 1937, p. 151.

® Gaston Bachelard. The Poetics of Space. Beacon Press, 1994, p. xvi.

©® Sigmund Freud. “An Outline of Psychoanalysis”. In The Standard Edition of the Complete Psychoanalytical Works of Sig-
mund Freud , 23. Hogarth Press, 1964, p. 164.
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WLEL, AR R SRR R AUN SCIE T 58 IEJERIN . (gestalt-bound) BYERJZ A, 5 & i 4 S
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@, B TRIFRXTSLIX ) “ARKrk”  (undifferentiated) YA, S H T FATH B U8 400 P
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SAR IS HE— LB T BNE T TAE P EOR SRR UMER B 2 72, Al i S0l 1 e 3 K 1Y)
WA 55 0B DL SGRJERHRE . KRIRGO I RS SRR, TR SR i B Al E4R L T
“QlE B =FrEt” (the three phases of creativity) F=, XMEEEE AT Z2ZAREOMEL R,
W3h U X 58 AR SRR (FRRIVE) b, BT DA EE G 8. 2o fbFn gl
G7 W=EYE EAES RSB R ), R, A IRRY . BRI ST R R
FNEARMES T, XETRARR T EAREH G A28 5 ARS8 B Berd A B O i
BT —FhEHIERMAIEETK T BB CEE” ) EZARIEMMEILRZSE (pictorial space) H14)
WA T B TR OREAIE G X S R AU JRTRR G S =B B ¢ AR O
MR ZARNE GGV T B B AR, H 2 R VRS —FF, HETT A SR Y S0 o LA 2k
RIEIE,©

X =ANBY B AR B T e s &, e F2EMMEERZ T, MBS =M BIE
B “4 57 5 N BB T ZE XN SR Y O — 3 GO AR AR O Tl RS
B, FFEMINZ BN T — D EE R TR T BB — XA B B iR A T
I ETE R IR R BRI AR Y UL (oceanic feeling) X —MEAR, 30 IR A1 7RI
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@ Anton Ehrenzweig. “The Undifferentiated Matrix of Artistic Imagination”, In W. Munsterberger (ed. ). The Psychoanalytic
Study of Society, 3.International University Press, 1964.

@@ Anton Ehrenzweig. The Hidden Order of Art. University of California Press, 1967, pp. 102 -103, p.121.

O SRR, (FIZIARR SRR ), 105 - 118 B, BRI ARIRAL. 2007,
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TR LA A E R REAT AR, ph JUA [ I A= 108 S5 0 Rl 5 T i ) 2 A B8 5 K 72 JC AT RE 19 HE 91
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ZE M, G~ e T A RE TR S . S T IR B BB R A, A B
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o B OP R (H SRR B 23 MRS S T ZARR LR 2450 . T B IETEME S 2 R T R
W ERF BT, — AW & SHEFF WLAR ¥ P2 ], ©
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@ Anton Ehrenzweig, The Hidden Order of Art. University of California Press, 1967, pp. 104 — 105.
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DIMEE: CERGMAD, 230, BSEAE. 2013,
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® John Bowlby. Attachment and Loss. Penguin, 1971.
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FIEA A — AR RAF B9 SCAIE AR i v B ol o R L B o DG 12 LA T ) ) R
Tkt SR B R S 220 . N H H 2 5 R PFETERHEPE . (ABHEZNTINAS M A BEAE H XS
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Redee o WIRZ NEMR R TER AR RS LR T EAREMIBESITE (agency) .

IJE . ARSGEAGEPIA RN — ST 5 U8 . He—2 X B i, ARZHE M7
X ARG AN 5 S A A AT, X AR R SO sOR E B I REE 9 K B, BORLRE
s ol BELE AL I 0T (H LA AR B 5252 A B ) A B e [ AR XU . W A
RARMIEKUE, TREATTREE WA LIRS (ESaipisht) BIZEE 5% KRR HITHS
B, X TR ARV T Yt B A O AL ik T S EE AE 1974 AR08 AR IR
JARIY CEARBIBIERE ) R EAME P . FARSCR I AR i 15E I MR LAl
T BRI IAGE” . e I R BE SRS — B AN B SEA A, T S8 LR 1R Y v
O AR R IR A T SAE RS S R S TR RS 1, R T, BT
“BIENE AR EEMEAEE SERARTECR . (AR LR A 43 O 1) = BeaUE S HE A
AT T BRSO R AR . O I . AT RESE BB, (T LI L
EAE R ZARN TR, AR SRR L.

FOEN AR it U8 SR RAR I N AMER A RATE R R R AR
P S B AR TR S5 ) P . o B o e A Tk 2 2 AR & 5 P R A S U B M1y %
B b MESHEAT I, B AOCRN NS RI T AR ZE 2 1 T XA Ry B FRBER R /M
B SR SRR R R ARy RIS R RIS R . AR S S R
5 EARVEMBIZEH . Oy —F gt & 5 F 4 PrRaing . BA A BRSO RE” ZE
XIS A B A ) O RIS — R AERLRZE “HLIB” (tuche) MR LAY CAHIE”.©
EALS —RADRE AR TE . ZARME S LUK BURHY A 7EZ MBS RA B AT M B O A30AE,
B AR S SR B BB 58 S R N AT S BT A . AR TR R AT A AR SR R
It . AR B R AR A RETRT S BR A ol L /M R GE i I AEZ . TS, B g —
M HBESIVERATEhE . IWRIASC RIS BRSNS NS — SR, XA T2
ARAERLE) “ARSAL” BER—AER A AW B8 AHCH “Eads”, A3, Bik
TR BRRE ) . X TE XA B AR AR AN TR I AR ot B RE Bl PR A — 4>/ N/ INE i

Affects as Object Relations: Towards Contemporary Psychoanalytic Art Theory
HUANG Min

(Institute of Art, Communication University of China)

Abstract: The psychoanalytic theory of object relations regards art as the communication process of

“transference” and “countertransference” between the subject and the object, showcasing significant

D® Jean-Francois Lyotard. “Beyond Representation”. In Andrew Benjamin (ed. ). The Lyotard Reader. Basil Blackwell, 1989,
p- 163, p. 163.

@  PIRERAE RS “HA” (automation) F “HLIEB” (tuche) BIXAFIGHE, DL “HE” RIGWHEIHMERN “EHE A
PE7, DL “HLB” SRIEW 5RAERN “RIOtAHIB”, SIVER.: (REHH), 127 51, wRORF MR, 2014, “HLB” HICRH
AR &, LEARBAR B H R LI, FUGR L T RAER P P E . B SRS 35 DR — A 1 SORAE S 5 SRR B Y
ZMWZER], S W Jacques Lacan. The Four Concepts of Psychoanalysis, Norton, 1978, pp. 68— 71.
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potential in contemporary affect studies. Melanie Klein's psychological model of “attack” and “re-
pair”, D. W. Winnicott’s concepts of “play” and “potential space”, and Anton Ehrenzweig’s schema
of “the three phases of creativity” collectively offer a technical pathway for exploring the deep inter-
action between formal features of art, embodied aesthetic experiences, and external cultural real-
ities. Taking affects as object relations implies that the primary interaction between individuals and
the external reality is essentially perceived as interpersonal relationships. In a humanistic sense, this
perspective releases the agency of artistic works and provides a theoretical link for various levels of
contemporary art interpretation.

Key words: Psychoanalysis; Object Relations; Affects; Communication Process



