5526 %58 3 1
2020 £ 5 A

PRAFFRASRFR)
J. CENT. SOUTH UNIV. (SOCIAL SCIENCES)

Vol.26 No.3
May 2020

DOI: 10.11817/j.issn. 1672-3104. 2020.03.017

“E AR
— AT B AR T

BFfn, #HFE

(ARIFEKRFLFR, THET, 210097)

W LA TR AR RS A AR = A 8. — R BL “JR” “imatkER” R S
Attt B AORE R TR s R F AL AR S B EL A R R A D02 — A RN TR SO 5 0 O SR A 5K (K 0
Wy =R MR R 2% T BLIF AR 3SR BE— RA R IR T M o SR PR« DS 45 22 05 T TR IR ) 22 o %
Bt RO (AR R SCELAN, AR SN2 B S — BAR K ZR MR 1 M ZAR M 1218

KR R ZARER: Ko gEds Z0s
PESES: 101 XHERFRIRED: A
XE/RS: 1672-3104(2020)03-0157-07

FHMZARBSIFRBOSD) fpey

20 LR, Bl AU B R 2R 1 K
&, RMi(horror)i B Wt 7838 bk 22 3 2 = kAT 18
Hi—— “ RMi ZAR B AR EFEAE I SEHE R A PO
Y E A e 7 O, IR R ZE AR
PR ™o AR 7T 55 T M 2R 18 1 TR s8R T
%) (Poetics) ' 1 H 4= 2 i (Aristotle) 5 Hi 17 “ AR I 14
218”7 (paradox of tragedy) &¢I : At NFRAEISE
DRI, (L HE IR ) P S 2 ORI SRR 2
K HTie . GFarie 5 2 JoB AR E i o SR 7
AR AR IR ) =P 2

— KR

20 20 80 AFAR, TN I A R IR A /N 5 2
MELEY, QTR R 2R 8 B P8 7 5 AT I
WAL R R o SR R X — A — E DLRE &R “ 3%
ST, HONARAE S S AR T R 7 PICY,
B ASE G HH A 350 23 9 2 BT o AR v 0 R I I STOK
FEARIE a6 i (tragedy) 5215 (sublimity)—FE R Fi 1
FRAEH . IR RAE sk =, VR AR eI
(00K A0 43 A 27 R DA 7 A% 52 4R« 90 9% B4 (Sigmund

Igis BH#A: 2019-05-12; 1&EI HHA: 2020-03-23
1EH BN

Freud) 5T 5w « 37 fE(Jacques Lacan) RS #1001 B N
B RUORB BT AR R, IR ZARITE .

RIS EAE 1919 FRRMIR TR PHARFI A A2
MR PE) OB T — N E BN, BRI
IR TSN A NIRB PR R 1 2 Bl
B PARIZRTE, XEERPGZ IR, HaThR R
ok, BT Lk N R R R AR AT A X — 2%
7 IO ST 57— G A g 5 2 T o W 4 4
B CiRAMEEE” A N T, IR
BN LA LR BRAT TR AR 213X P 0 ) 5 P EE 7
(R T AR T A A2 AR T 2 PRI AR AE

EOR BRI B T R ) R R X AR — R O
AR B R AT R IR R S0, (R At T R AR R
FEEEI VAR FE R I T DA AT AT B TR, XA
Ao At R 3 1 SRS P40 T 2 YR A i 2T 2 1 B
A .

DB A < Wi BRI R AR 8 VR B R
R R 22 AT RE G BT e B AR « R
w7, 0 EAR A A R 5] 773X — S ) i B [m]
E, BN OB, W AL - v B A T (Julia
Kristeva) 5% 5% « ff#(Robin Wood). Z&FI « 5
# PR B (A Sl —— “ LI AT T,

<

ST, BRI, M EIIE RSO L A, RO BRI, BORIBH: 18944669989@163.com; #

HIE, TLIFRIEAN, SCER A, FRUMNE R 2SO e e, A QI Sl 2 T 2B i Lot Se SRR 7E 3R, B R 2 NSO
R I BN I R, EBHIFTT A S Lot ORISR R



158 TR ARG SRR

2020 4E55 26 55 3 W]
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Transfer Theory)tA AR i 2 1 i 1t K 1B 6T H 41
(e, (EREAORE, DL “TRIS” AFE LR
()23 5T Rt R DR LD, IRIR B
fEilE, HARHAAERRM AL, e e « w1l
XoF TP 158,70 ] ) o e gk o 38 4 W 3 W i Tk
MIER « FF/R 2% N IS M U o R e LLAE R
W3 P 28 M EL SR ) WAR PR JER AL

ERIX IR R RGP B, g HEs
PE CRAPRRANS N2 IR TE) I 10 SO 2 g
R FRG 2 AT B BE VG L, 0 2 b B 1)1 22 1)
RGN 2R IR R BUA B TE W AR,
Bt ER ) “RAIe” SR ZAR R
Y ZEAAAEE T TG, 97 H A A G040 5 98 v b
BB EIRRIZE G, Bk O R £ 5 )&,
iR o RS o IR, IR B AE SO “ R AR
FIBIEIFA =, Bt H S g ER IR AR AE B
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( “ Understanding the Popular Appeal of Horror
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MR ZEAR P S RAAAERIINGR, AL 2 5
TEMET I L R BRSNS A a3t
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Wi 15 i LR A AR AU Rt 2R BT A VR A
M, KT B ZARIER G 2 e
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[, T R s AT BE AT DURFESRE — A 458k
FEAFACHT NI FERCR, AT DU ReiRAe, BAR
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FHIC I HT HOBIF 78 SR LR S

R

©  DABEE N BHER AT 228 15 20 D )\ U EARBT TR G
ERIFRII B PR T “BM 7 R TARBRIEEL,

B “fear” “terror” 5 “horror”, EAR=ANFIRER X LG
TEEMBIZE ST, H I B0 50 (0 X e 1m) Vi 53 1 3
SRR ANMBEGER, BRI T X EERAT S NI
CRM” . ThH, RAERRARAEE, MATE A R
W [ I A 2 AR —EU

IR AR A IX RS 18 SCHESC 44 A “Das Unheimliche”, 983 hR %
PN “The Uncanny”, “HIRWHA AR, mi#EsREA “SAN
FWT, JFEE “ANENT MERMEZT PR MR
T EN AL R TR 59, BTV E T 2415
% GRBHRDY GEANFEMIIRE) ok 4 AR
HIZR I ) 55 o A SRR 2256 38 B BRSO RRA 7] 2001
FEHIR GBI 5 20R) (Writings on Art and Literature)
HIEA

WH L2 () M8 —5 58N R YR 5K
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F AR SRR R 2 B R SR A PR HE, FERE S R
piR T L O A S A £ YA e T DR vl E B <
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BT HE 2R T 2R S AR R R . BHG, ATRLAA,
RTF 2R EG BRI R E, WH &2 s R R
M.

R « AP A M AR (A5 Uk
JERRIRI R SRR A, AT F R, Wikt
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5 DY 2 B A R R BOR S 2 PR s . X L i A
IR REPIRAEE T RN « AR T8 SR £ 046 B
ZH RS0, S TR Z AR W7 KSR R
TESE MR WAL [ 52 R HE T o
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R P B IR P o) o A A5 DL T AR SR A 5 4t 22 350 /N U B I
.

S

(1]

[2]

[3]

(4]

(3]

CARROLL N. The philosophy of horror: Or, paradoxes of the
heart[M]. New York and London: Routledge, 2003.

PERS SEAE Ih s BHE AR MR & A RMB IR TE[CY Bt
SR WR, ¥ iRt EERSC AT, 2001: 264-302.
FREUD S. The uncanny[C]/ Writings on art and literature.
Trans. CHANG Hong. Beijing: International Cultural Publishing
Company, 2001: 264—302.

R 50 A L. BRI T BB M]. SRR, B
et RSB A ZIE, 2001,

KRISTEVA J. Powers of horror: An essay on abjection[M].
Trans. ZHANG Xinmu. Beijing: SDX Joint Publishing Company,
2001.

WOOD R. Hollywood from vietnam to reagan and beyond: A
revised and expanded edition of the classic text{M]. New York:
Columbia University Press, 2003.

CREED B. Horror and the monstrous-feminine: An imaginary

abjection[J]. Screen, 1986(1): 44—71.



LRI ST, AR Gt — 50T B AR TS 163

[6] ZILLMANN D, WEAVER J, MUNDOREF N, et al. Effects of an film history selected readings, 1960 to the present. Hoboken:
opposite-gender companion's affect to horror on distress, delight, Wiley-Blackwell, 2016: 259-274.
and attraction[J]. Journal of Personality and Social Psychology, [12] fRZ-AZ. B IR, KEMEEM]. BEE, % BfE: b
1986(3): 586—594. AR R, 2005.

[71 COWIE E. The lived nightmare: Trauma, anxiety, and the ethical NEWMAN P. A history of terror: Fear & dread through the
aesthetics of horror[C]// Schneider S J, Shaw D. Dark thoughts: ages[M]. Trans. ZHAO Kang. Shanghai: Shanghai People's
Philosophic reflections on cinematic horror. Lanham: Scarecrow Publishing House, 2005.

Press, 2003: 25—46. [13] KING S. Danse macabre[M]. London: Hodder and Stoughton,

(8] ®aRME. HEHIEIMI. dbnT JbRTREEHRAL, 2004, 2006.

DAL Jinhua. Film criticism[M]. Beijing: Peking University Press, (14] frfir focigy. BARME A M. JEdm s, B Jbat: JbatR
2004. iR, 2010.

[91 Z5ff. Rl 238G R M. bRt AR AR, 2013. SVENDSEN L. A philosophy of fear[M]. Trans. FAN Jingjing.
LI Yan. Research on horror aesthetic category[M]. Beijing: Beijing: Peking University Press, 2010.

People's Publishing House, 2013. [15] WISKER G. Horror fiction: An introduction[M]. Shanghai:

[10] FREELAND C. Realist horror[C]// KORSMEYER C. Aesthetics: Shanghai Foreign Language Education Press, 2009.

The big questions. Oxford: Blackwell, 1998: 283-294. [16] GRIFFITHS M. Why do we like watching scary films [EB/OL].

[11] LOWENSTEIN A. A reintroduction to the American horror (2015-10-29) [2019-05-04]. https://www.psychology today.com/
film[C]// LUCIA C, GRUNDMANN R, SIMON A. American us/blog/in-excess/201510/why-do-we-watching-scary-films.

Why pleasure: A research on the paradox of
horror art in the contemporary West

ZHOU Yuhang, YANG Lixin
(School of Chinese Language and Literature, Nanjing Normal University, Nanjing 210097, China)

Abstract: There are three views to interpret the paradox of horror art in the contemporary west. First is psychoanalytic
theory with the concepts of "repression", "repetition compulsion" or "gaze" as the starting point to analyze the causes of
pleasure. Second refers to curiosity theory whose views, although divided, all emphasize that pleasure is a cognitive
emotion and is closely related to curiosity. Third involves the multi-path theory which holds that the causes of pleasure
are complex, and interprets from various aspects such as aesthetic immersion, reality mapping and other aspects rather
than attempting to seek a fundamental cause. These three views, both conflicting and complementary, all explain
paradox of horror art of a specific type at a certain level.
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