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fj%% gaze ~ [B1 7~ SURCS R~ F) BLAVHEMR A REE ﬂ%%@?%‘ﬁﬂ@i
70-74
*‘Jrﬁ% gaze /] 4 fij(objet &) [HIF (7(83-89) < JII{ [t ¥ R POl = 1
(P8P ) B AL o S5 RN A PF‘” 3 (p- 83)E ilgipe

J Hans Holbein [I¥ The Ambassadors (1533))] » £l {1 anamorphoses I fit.
R4 @F*ﬂ4’ﬁwﬁWﬁﬁ@ﬁﬁwﬁn"bﬁ@?EJW%@m
88-89) 2
| E F% Fﬂii@ﬁ[glflli/[l[f[ screen, stain, spot » fl-{-f HLELFJ(IOO 104) ? £} [ﬁ’
PIRE > TP (P W SR R 0 S o 2 R
TREPIETE o R BRPE VAT ARLPI 7 T LEEY = PAIF= IR A1 (=8 1
Féﬁ’ﬁ% » objet a » fLEI 7 (lack, -D)fiv/gh v JF;' Sk ?FE[ o 1 (104)

"t ’fﬁﬂﬁ%ﬁ%{ ? ; (What is a Picture? ) 105-106, 108 = %FF fiif Jf ) iﬁf}_ﬁ
BELRL? PE AR RLI B ? KRR PO T AT SR SHRL (R
% (106) 2 FBIT P70 » A TIRA T 50 F 2R 51 F I St g -

(“This is why the picture does not come into play in the field of representation.
Its end and effect are elsewhere.” 108 ) ? =V ['F'EJZ/D['F ﬁjﬂ‘ﬁ%%]"ﬁﬁ e sereen > 1
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td LU ﬁ]‘Tu trompe-1"oeil ? H{ NG =250 ] [’?ﬁg«]‘ﬁ%ﬁ'lfﬁ‘\ FIBpEE ~ APy
?{E{JFMLE! | B 2 7 Doges’ Palace Hlf‘lfgﬁﬂjﬁgi HURE 1) R v B v [
1 PRI RS2 LR 2 (110-116) 01 B ¥/ %)
AUE OEE] | A% LPEIUE\JJ‘ =2 SERV T []l(the moment of seeing,
identificatory haste, the terminal arrest of the gesture) (118) ?
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ﬁjﬁﬁ,ﬁﬁf vi[ JF%%J the Gaze%ﬁ Objet Petit a F”F} %E‘: l/ IJ iy [Fﬁ F[ I [HI%I— [*'jﬁ:;it% *

f:r%ﬁﬂf’ﬁf%?[ﬁ a?@?ﬁ?&[ﬁj J'F'Fﬁ%" ,I;bt [ﬁ IHFW?[F, T |

FRPYZE RS SR TS ) PVE'I& SRSy T RPREEELE] ) (symbolic
matrix) > R IURLETEHTE | HIGE D 4 R ARy p YL lﬁﬁ—“ﬁ il JI%“?HLI Flﬁfnm
FLREN =y TG | (méconnaissance) © "‘%F]m @ﬁﬁﬁjﬁ'ﬁF VRV L= R
o= 0 I*‘“ﬁ%ﬁ%‘?ﬁﬁ, if Eﬁ

The Eye and the Gaze

ExXiradi J@Frufl I'E | Fﬁ%“The Eye and the Gaze” Eiﬁﬁ?‘"ﬂ#@l fiY ﬁLﬁEE iﬁ%’iﬁ‘ 'J’ip%
PHRERVIIRE = Prieag iy L il Fro R Raisiss - poRLBIE s Hhfp = 1as
FA# RV E(primary repression)fViiA - “ﬂﬁﬁiléﬁf‘[}[ ARy T r“?& F
P er"[ M9 (sound-image)sHiaifiac e g i {2 ?ﬁﬁ'(object—association)EIU i
Y% | (thing-presentation)f/ lEIfJﬂiTFf?ff&'l[m o !

Object-associations

acoustic

meterim :jlr

[T [~ AR EEE 1) Eﬁéw% #(tuché, encounter)iU4- = (nucleus) » [ JEF2[1%
TS o g o TERLFIS R P - resistance » fL T | 1 B P
[H[15] (the real) - i Jiﬁfﬁmﬁ%ﬁﬁ‘ﬂ ;ﬁ;ﬁ@a@iﬁgﬁgmj\@mﬁ > S RRLEY e
'HTUF[ R BRI ] R AT U R EE (syntax) ©

i ILL['r fel fﬁg{igl?ﬁlﬂ G ’W“qj:{?v[:ﬁhfﬂfiﬁaf?_wﬁ Fl1= ?Eeﬁi INPAEA
(spllt) PR iﬁ[ AR [Fﬁ Sl %F'Jff% (in its dialectic effect) <1 TF[IF'

! Freud, S. (1915). The Unconscious. SE XIV, p. 214.



EFIET %ﬁm”f’“mJ R, 69) o IMERL » ARt )/ 1 E b
I3 o WERLAs R B Ol BB 5 SR IR e TR [UE 3@%
RIS [ ?ﬁtémﬁ";ﬂo

FriEl > SRR RERA A 1S3 h— {[HE180 @ “the strangeness of the
disappearance and reappearance of the penis” (p. 70) o YA =5 1] - f= Szl gy ?‘[ H
fE@ﬁ« If "F@is | fetishism EJJ“ RN | R E| T,JL‘J BBt o TR Ao ’l;}‘gf’?['ﬁl
S J[F i (belief) ~ 4E [ (imaginary) ﬁ?}ﬁ(construct) %fﬁ[(mstltute) FENES 2
([ dok SRRl f] I P s o R T [ 2 o A @@0 NUEIE A ﬂ]lf"@‘ ]
%“%ﬁkﬁﬂ  fliF > — [HERIRIE 2 ﬁ*flﬁ‘\%‘?ﬁr [ R TR A R o 3*%“3]’# )
FRLE TR o 1 fil] Jrz’u?ﬁl FRETHRE PV O HITE T VB EL )
B SIS 3 | R OB R R
FlI= ?E',;f[ ?UEUF‘JJ i1 BJEHEILF““FJ GigE 2 ElfJ@?"[ : “the image of the approaching
child” and “the invocation, the voice of the child, the solicitation of the gaze” (p. 70)

—fi

iﬁf[ﬁ'? B 2 E,[ e JFFJ By Rl AL pﬁ@%ﬁ B 9 oo R - ~‘~|[al”§4
FERLED il Pt PIIEEYT (the eye)== [ H iV iEn (the gaze) V RHIfVETE] -

ﬁﬁﬁJﬂJ“J?FHF"A_m(Maurlce Merleau-Ponty)f vzl g45° TP GuEE , I T SL

E-R NN The Visible and the Invisible, The Phenomenology of the Perception 52
] G TR FRARI » 7 PR T 2 T ] AL
[OPVEREE e > Ty RURLET PR RE I e o PRgl 4 hb ideic » 217 )50

Ry 5JE o [ 3 %’J"E 4 FE {25 ] (regulatory function) :gﬁﬁiﬁﬁiiﬁ%@%ﬁﬂ’?ﬁﬁ
FUBERL A 1| 1% (total intentionality) < (714 q’?‘%‘@i"’ Pl *FTF[HM i FLPIES R
FT oS TP AR L E VRS o (ERL > 17 1 l?ih Sk T CpE

PRI - U b Ul - WE BT R e TR )
(pre-existence of a gaze)—>Y [ 1~ *i’%h MFS 8L = il - (72) 18 Fiﬁ’%@iﬁﬂﬂ’?
R ER %gf%i@‘a(scoplc field).V 4 fighi - [0 - IE’H?I#‘@?TEA*%@IF L psychic
reality VFIEZ[ d LG F N }Iﬁ]’ El “44@’7[ “(without substantifying it) o ¥ [ii]

it AR PROEH T I S MRS L
AT ST LRt 3 PRIADOED AL i, (45 0 e
TRy ARy GE0s D) | R LEG AR Ay THE s (“thrust,” “the seer’s shoot,”
“pousse”) ﬂﬁg‘ Y [ 'E% £ EIpY[E 7 8% (the lack that constitutes castration anxiety) °

TR FERIBE > TN = R R | ORLEE T o A ST (1955 4d(The
eye and the gaze—this is for us the split in which the drive is manifested at the level
of the scopic field.”) (73) o P55 » [B1 7 &% ~ B0~ Ry ~ £1bd > bl [y lﬂf“
1Y R o



(PR TR L 2 Ry [ 53RO S T PR
#Jﬁ* EJ%EJI,TJ/F'EJ’ fe— [HEFEEID)- WD o SRl ~ 208 g
[N =" ARRLEY &;I‘/ g NG iﬁﬁ#ﬂﬁﬁ%ﬁﬂff{%ﬁ (something slips, passes, is

transmltted from stage to stage, and is always to some degree eluded in it—that is
what we call the gaze.) (73) ¥ i FLI' , ﬁ’?ﬁéjﬁl@ TR (mimicry) J‘}Ejzé%”iﬁf[ﬁf
TJ e {7 > iRt T f«crﬁi—lﬁf[—%ﬁ?ﬁﬂ LA ]—ﬂ RLA iﬁf["rﬁi*?“J,(its relation to the
environment ... in which it has to merge) » > FLZEE - Z/[I[r[ LU NEED o 720l
e #JFI AT R fL SR IEUELLFFM the stain( 74 )~ [*=the stain
R o 4@ T ARL T 2 O 2B P < S RERLY | oS
SRS b fr riﬂ% | (méconnaissance) o “JHERLFY » FE[HVYGIRLIE VY 54
i [ﬂwﬁglp{{ﬂjﬁgq%LE Jﬁ/% o

?Fyif[ Sy ArEipy Tl PP spectacle | [F[JI& Mk T =52 5L (all seeing) ﬁ[
fil D8P 2 03 50 BT O AL O R

# Hrl 2 SRR IS fﬁ IR fﬁ"&LFE (The subject does not see
what it is leading, he follows.) ° rir‘WHl ; Eﬁ'j ”{Eﬂ UZG o= Jﬁﬂ HEE
G - (75)

_!'H

RIS TES IS T R R R R 25T
S g 0 i R P (N IO - Gaze - IRITIFLE = 2 1) 9 B
{E > ?9([‘;E5¢Eﬁpfﬁﬁk L S EESE e ISR EL%B“jai[PFFIEI (Flel pJ )
T SEIRLET R R -

T el B R ?Elﬂw?l“’?fq_ TJ Sl P |%§Ij‘7up Ji_ﬁﬁ tuché yp[? L)
TR O o P9 ’a:ﬂ*‘jp IFi $$7J%idti§ = B R R S
%ﬁf”@%(ﬂ) > ik fﬁ'ﬁiﬁﬁ@l‘fb(sz) o KEI 5T FTETRL ’m ; }Eﬁ—@p@@ ~

ijﬁ\%&ﬁj L (p. 82) o [Nf i F{]H' | scotoma | IJEIFFPHJERF[F;?J?E@ J(scopic drive)
F“FH[EJEE °

* What is the Blind Spot?

oEvery eye has a blind spot where the optic nerve enters the eye and where photoreceptors are absent.
We normally do not notice this because the brain fills in the missing information. The brain can give us
the illusion of an uninterrupted visual field, but it cannot change the size of the blind spot because the
area where photoreceptors are absent is a fixed anatomical feature. Diseases of the retina can cause
photoreceptors to malfunction, which may cause an apparent enlargement of the anatomical blind spot
or the appearance of additional blind spots at other locations. In the illustration to the right, the black
spot to the right is a normal blind spot; the central black ring is a field defect (scotoma) caused by a
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Anamorphosis

FERIFALS > o] %P o objeta s ol LRI RIS > PG g U RIS
B Loy dgy e SRV F 15U  (a privileged object, which has emerged
from some primal separation, from some self-mutilation induced by the very approach
of the real, whose name, in our algebra, in the objet a.” (83)i§|'[ﬁ‘ ] ?ﬁ*ﬁ%‘ ) Ijﬁl_lﬁ’?fj—
F%‘ﬁ}%ilfl@@[“ °

r? v {9 B VR R l/ﬁ » 2 ?gﬁs,gﬁlﬁg’lz lful G0 T PIE T TS £ R
OB IR . —?ﬂﬁm R P
© I SRARLE - i PR fORER 2 B - ~_g“¢i_tvf i+ ’ﬁ&HT*“T%Ji_rl
= JJ‘JEHII—“‘—'PE‘-_B}T{MEI}[_JEIHFIJ#IW VEENE e I F e TAYEL

VLIRS o | “From the moment that this gaze appears, the subject tries to adapt
hlmself to it, he becomes that punctiform object, that point of vanishing being
with which the subject confuses his own failure. Furthermore, of all the object in
which the subject may recognize his dependence in the register of desire, the
gaze is specified as un-apprehensible. That is why it is, more than any other

object, misunderstood (méconnu), and it is perhaps for this reason, too, that the

disease http://www.chirobase.org/06DD/blindspot.html .

|
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METAMORPHOPSIA SCOTOMA
(DISTORTION) {BLIND SPOT)

http://www.amdcanada.com/template.cfm?lang=eng&section=1&subSec=6a&content=1 6
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subject manages, fortunately, to symbolize his own vanishing and punctiform bar
(trait) in the illusion of the consciousness of seeing oneself see oneself, in which
the gaze is elided.” (83)

Holbein d.J.; Hans; Born 1497/98; Died1543; Style--Late Renaissance

Title: Portrait of the French sent Jean de Dinteville and Georges De Selve
Year: 1533

FERAM - DO (R ) EE LG S PRI A RSP ? 5 (p. 83)

}z‘iF[Jﬁ:jH%E ’é (0 RFE > syntax BEFCREGE o (R RRT G o TORIERLE - ?'[3
IR 1o TPl - %‘E’jfgﬁhﬁfj [EH] 2 5= syntax > [fiEl A IRk o ?ﬁ% Elflﬁ
P - L HIPRT fﬂ%ﬁ”ﬁ%’iﬁ VR HGEHTUL o FRAE TR LTS~
(nucleus of resistence) » [fi] 4% [TLRLE A 7 ’E"ﬁj i E[ﬁIJ"T'“‘EH o Pt P Rl Jﬁﬁ‘
ﬁ&i?ﬁi&ﬁ SHRAEL > [ RLES ik ZF Jﬁf’v’iﬁ%ﬁ(‘[he first resistance of discourse) ° (68) ; lr_I,
Ry = SR T rﬁa’%& I ES MR U A e 2 T e = ﬁll%xﬁl[ﬁ‘;ﬁ
B0 R RL?

Rl » VAT S r*fglgmim *frb(scotomized) < ¥, |V FHHORS

@nﬁlﬂmw BRI RS D Jﬂfﬁﬁmﬁéﬁﬁ 9L
. i'ﬁﬁ%ﬁ PRI A R 5 Y T S OB - IS
Tﬂﬂﬂla'?ﬂ‘&ﬁfiﬁfiﬁﬁ A - (34)



T3 AR R DA PURER T 2 (PTE E EpR I S o 1 el 72
2 E'&EMIEF[ H%ﬁj o RLBLES AR e i B s J{%ﬁj (the gaze I encounter ... is
not a seen gaze, but a gaze imagined by me in the field of the Other. P. 84) - iﬁf[ﬁ"{i’; i)

FLP PR i@i&a PLPY R~ o RLEEIH] B -

B S ke FMEEJEJ T‘“ 7> F¥ i I'| anamorphoses 3_&["%'2;'/ 7?_&331 % oblique
position {E£% r:‘]‘ Frmﬂ YfF=" : 1533 Hans Holbein fiY The Ambassadors o f¢fim &2 F IR
—IJFIHFEﬂ Y PR EE ! £ PV TIRE o Ty fﬁiﬁ/‘ﬁ”ﬂf ii" Hf o3 ferze g fl

T TRLA 05T © BRI S PO AT - 28 R e
E ST~ (R IO Hﬂ [ ﬁ?@ TV IR R
Pl 'EFJ ;o “How can we not see here, immanent in the geometral dimension—a
partial dimension in the field of the gaze, a dimension tht has nothing to do with
vision as such—something symbolic of the function of the lack, of the appearance of
the phallic ghost?” (88)



o e T o .
Holbein d.J.; Hans; Born 1497/98; Died1543; Style--Late Renaissance
Title: Portrait of the French sent Jean de Dinteville and Georges De Selve
Year: 1533

PR 25 T ™ R i A e o) - B
Rt TR ElfJ@‘?]EELEﬁ [ Jﬂ(/[l[ﬁj"& Hans Holbein [V The ambassadors !
SR AP R PRI 4 TR
LRGP LIS FREOS! i [y - (89) “the imaged
embodiment of the minus-phi [(-@)]of castration, which for us, centres the whole
organization of the desires through the framework of the fundamental drives.” (89)*"



TERLEE » il s 2 I'Fﬂzf’zupfjj\ﬂ]?ﬁﬁ'gfj%%p A ARBTSAY PA L > 0]
U 2+ JLARDIE G - R 2 7

“We shall then see emerging on the basis of vision, not the phallic symbol, the
anamorphic ghost, but the gaze as such, but the gaze as such, in its pulsatile, dazzling

and spread out function, as it is in this picture.” (89)

IH;,L PRI RS AR SIS g o 1 RS o e g - i_::ylFE”EU
1.7 > RUEEAR > JLA PR PR RIS M6 UBE o g i P g IR
Ff\"FJ:”F*fﬂLF[T‘J FUEH e BRI SR AR Al ’ﬂJ‘J topology

Y Z A F%]%ll’ °

The line and light

PP RIPVRIE - = BT IR0 screen, stain, spot o FrERY = B R G [
B RLAS LI (picture) iy SRS » = BGNIT LA S 0 T 1R R
FIT > By = ffdl &2 yo 8k > — |["ﬁ%ﬂ§{(lt imitates what, in that quasi-plant animal
known as the briozoaires,” is a stain—at a particular phase of the biozoaires, an
intestinal loop forms a stain, at another phase, there functions something like a
coloured centre. It is to this stain shape that the crustacean adapts itself. It becomes a
stain, it becomes a picture, it is inscribed in the picture. (99)F i ﬁJFJ‘:ﬁF,l JoL {f
[F¥btk(camouflage) - IR F i SRR IR AT 0> ETRITT A R )
TR Y tZE‘E@ﬁ P T AR KL T‘iriﬁ[’[ﬁ‘?%%?ﬁ{?lﬂd/ T @ﬁﬁéﬁ'lﬁtﬂ— [EES O
’F‘J' £ U ?Ej%lﬁfq * = AR P J\Tﬁﬁ: > (To imitate is no doubt to reproduce
an image. But at bottom, it is, for the subject, to be inserted in a function whose

exercise grasps it. p. 100)

TEL?%QFLAE{FT:E SR S JRLLT I[E' &ﬁ E', JE[ E[%l—i F[fjigfﬁ\_h EE ‘frjrélg N
il E% ’ lgftl%ﬁﬂ%ﬁl SELd L ErElal EH??T IE'F&%—F:* ﬂ[ﬂ%‘%i%k £ RERLRIEpY
e S o = BRI %ﬁlﬂ@@%@%mﬁéwﬁﬁ%@@@ﬁ“ﬁ
1™ gzl » Z/D[FIJE’VT T o “You want to see? Well, take a look at this! He gives

_.E[




something for the eye to feed on, but he invites the person to whom this picture is
presented to lay down his gaze there as one lays down one’s weapons. This is the
pacifying, Apollonian effect of painting. Something is given not so much to the gaze
as to the eye, something that involves the abandonment, the laying down, of the gaze.”
101) [*=57 > Fb ] e YERLEL » 2 ?ﬂglﬁ%ﬂ J\I%ﬂﬂ?%lp NEY %\4 » ') [EH\ﬁHﬂ f b
i B e I/E‘ELH S Ejlj\

"'HE“LEF T GBS > P HY L A ﬁj B JL TP el ol R AR [ﬂjfm‘:gfj
fu“’ Eﬁ’ﬁﬁ“ﬁ”%ﬁl’ [ Al e E'@[*F”F‘%l’ o HEl) o U RRE T R e
EJ%%I Tkl ﬁ‘l?""?‘(a lure) (102) o "7 B fiflr > FhamdSipupist - [HRL -
AP FV[JT T RLAVRL B P TS E VB R E TS o ) (“When, in love,

I solicit a look, what is profoundly unsatlsfylng and always missing is that—You
never Iook at me from the place from which I see you.”) (103) *ifiEpls » = Jﬁﬁ‘&

18 Uljjﬂﬁ ij_y » HH rﬂj (98 F e TRt Fquﬁl[%g o

S PRSI, - SRR [
*'fféﬂﬁu%]% (70 b LRLEUESGE (trompe-1° oe1l)ﬂJLE:-T;F§£ "I R AR

triumph of the gaze over the eye.” #I51"] £7 q\%ﬂﬁ'} FHEYEY (Rl drpy > (EIRL » l”jﬁ

Hig e o
| &

Rl B S éﬁﬁ%’f Objet a ELIS' 171 FTE < AT VR, -
o fiEsI éw&w 0 I TR S RS - B
U;EJT i—;’f:ﬂ* '/ ’2 IR [hpRLE [%?fﬂ?'ﬁiﬂgﬂ “At the scopic level, we are no longer at
the level of demand, but of desire, of the desire of the Other.” (104)

b - |%11§F[J{E\;fplgﬁi ~ {Fg e {Eif SR YR ?e—y o *?BFH‘EIF[FUﬁ 7
f*clyjﬁ‘“ IR - BRI AL y[Eﬂ LE[f o = BUATE T (5] P
objeta » EEJ 7 (lack, -@)ghw Hi = IFi (BT &Jﬁﬁ‘ | (104) (The subject is presented
as other than he is, and what one shows him is not what he wishes to see. It is in this

way that the eye may function as object a, that is to say, at the level of the lack (-®).)
What is a Picture?

& " FHEERLEE ? 5 (What is a Picture?) = Al B R SLp
u S TR ?{?ﬁﬂ?}%&{%ﬁly [fI'tH - “The objet a in the field of the visible is the gaze.”
(105) “UfiEplsl » T ?ﬁ”ﬁaﬂfwﬁ%*f*ﬁ:ﬁﬁ'ﬁﬂ%ﬁj CEIBPUARE ) el -
HRVRFEH R JPRRE > = B @%*Fﬁﬁﬂlf RO 2 BT e TR R AR
f H\ﬁ‘ﬁqfﬁé” Sp o~ Y rﬁ F?Fij‘*ﬁl YRR > AR H\I%?IFF?FM;E!FU » SRR
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FoyB o T - S e VARG (LRI -

PRI R S R L Iﬁ qp ERIECES “RARE T
24 it I[—{[ﬁ[[%é o MG ) 1/ }?}'tr[ﬁ[[%é Jgﬁﬁ r“erfFJ?ffﬁﬁ&HI s S
T+ 7{?‘|T » FoEE > IR q?ﬂ':i 1 ° (in the scopic field, the gaze is outside, I am
looked at, that is to say, I am a picture.” (106)9{ %{ EREEET A I&i_ﬁi m[H%é
o FHAE T NGl o R o Y RERAL o S SR 0 RLF IF‘ VBT

ny J/1E®T (106 ) “It is through the gaze that I enter light and it is from the gaze
that | receive its effects. Hence it comes about that the gaze is the instrument through
which light is embodied and through which .... I am photo-graphed.” (106)

lﬁﬁ’ﬁl}‘%%(mimicry) jJF:E" EJFTJ%IH?EJW:F' oﬁ = ,[F%%L%H@ I:thr‘rjk:tlryj:lg
AYRLE 125 V2 8f](doubling of the other, or oneself)fi J}f'rg\l - (107)

PRI T BIPYEE o FIEpY SR LE TR S8 (sereen) lﬁf[ﬁ@lﬁ'ﬂﬂm il
H IR f FF' '(locus of mediation) » " ikl = ﬁiEEJJ/ Ef% N E F' » EE FT LIRS a8
4 | © (reality appears only as marginal. p. 108) “HERLTE » 2 {7 3 (F] 15T~ HE]
U= ol A RL S P ﬂﬁ b ORLEEFE=S (0 k= A P e o R
AgApIAT P kA R -

Pl - L P (1 'ﬁ%[ﬁ‘@ﬁﬂ(composition) ; f&j«]&»%}%aﬂé&ﬁ%?w
AR ’iFW““ IR R A PRSI » B PO (lines of force) ~ Y fquAE | 5
2@ . E&'F%ﬁ% (TR Pre T e BRI SR s
INEN i1 ©

“In every picture, this central field cannot but be absent, and replaced by a hole—a
reflection, in short, of the pupil behind which is situated the gaze. Consequently, and
in as much as the picture enters into a relation to desire, the place of a central screen is

always marked, which is precisely that by which, in front of the picture, I am elided as
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subject of the geometral plane.” (108)

ER2S VIR 2 d LA e AP v RSt Rt £t T N ke 2 TR LT P N
B+ ASRELT AR i e A w(holeffffv U0 4 e
JERL [P Bpy ) ) o 2 g i R B AR AR - (marked) - [0 2
B“#ﬁ_?ﬁriﬁﬁj@@ﬂ AR R TSR P RS rs‘“lﬁj B FEP P& ) (subject of the
geometral plane) o (108)f = ¥ [i[55 > u%)[u%\pJFrL P T 2R BTl 4
IR {975 - (“This is why the picture does not come into play in the field of

representation. Its end and effect are elsewhere.” 108 )

P o PR 5 S IO T P o P (e
fe o PRIV 2 FEIPVES s RIEfvERET > T | R PSR JFT]&@
T o :wijai_léu H ﬁ%fi’?ﬁﬁﬂj’ @%fgﬁ[;@[@g@ FLI EIR IR
r&@awemm; %ﬂ@fﬁ.&l‘; wH L

BRI - TR H OB PR B P -
(ERL > =%~ ] > 91 Munch, James Ensor, Kubin, André Masson, =% {ffi* I'[#t*
BT (R IR OE R 2 5 R ’19 RIS FHi (e it
L FRBERE Y I L :mjt;gy P71 8 3 F | SH ) 2 ﬁ‘*J*“PE ?
ﬁf’rJ?ﬁH, E R aﬁjga "&IUsGE | dream painting o £ F12 J,gﬁj PEL @
P~ st - 2PigE psychopathological art 1 FIECH HrHST - (110-1)
S IMRIBH BRI » 3 IR PR T %}aa- b= Jﬁ'ﬁﬁfﬁﬁ%(the
point of view of structure in the libidinal relation) /{7 £V R 2 Pl o] 1o S5 1

*F‘l ’iﬁﬁﬁﬂféuiﬁf&[@ﬁ%ﬁa CHE T R r@?ﬁﬁ%@ﬂm@gum@

(it is a question ... as sublimation, and of the value it assumes in a social field. p. 111)

SIS I HE 67 1 7 1 e 2 5 B R e
EEI

®  Hif"U* (trompe-Ioeil) - (103)
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® Trompe I'ceil
® GIJSBRECHTS, Cornelius. Flemish painter (b. ca. 1630, Antwerpen, d. after
1675, Kebenhavn)

}‘ffifﬂ?ﬁé“{ O NPT =Sl (A 26 Sl (R N el 1Rl P IR RS
I’*J’I'F"ﬂﬁfjﬁi’itﬁ o TR CPOEIE ) ESRL THUEUE | dompte-regard, trompe-1°oeil, [TIES
ﬁﬁ‘é[ﬁjg‘p}[ [E AR i EXAEECNE T R G N2 %’;?ﬂkﬁ_ﬁ‘[ﬁ'

14



;}fgﬁ%’;}%” FLVHFIPY RT3 - “There would have to be something more reduced,
something closer to the sign, in something representing grapes for the birds.” (112)

AL PR SR REF BRI T AL LR
%7if$km%w ﬁ‘ﬂiﬂ“*%‘%W‘%Hﬂ°wk‘7i?%w@
TRL NPREVARSET > LA PO T R T R Fr ey e
(pretends to be something other than what it is” (112)

PRI o8 R FECEEGE Fl IR Tl B 5 (g of [ ey el 2 i =5 (P 72
EUE A > S5 R IF SRR I5AY o F CRLE P R s -

é%ﬂ° %Wﬁw%wﬂﬁwwwamwm%mwmmM%
IF"H%\' L el Pt G J%%J 1H|[—'r EPEP R ] &Jﬁ%‘upetlt a: “The picture
does not compete with appearance, it competes with what Plato designates for us
beyond appearance as being the Idea. It is because the picture is the appearance that
says it is that which gives the appearance that Plate attacks painting, as if it were an

activity competing with his own.” (112)

R gqg.:’ré[]‘fﬂ TR LD ﬁf?ﬁi@%‘(social repercussion)‘j'ii_ﬁi?J?Sféﬁ']‘ff °
(113)

PIBUREY fcon iy » SR AAHEY =G ’Hiff e 125 PP > (R
Higrgl iﬁﬁf G TRl R B iﬁﬁf 372 S “'?EPFIU'F}L*‘Q@ > “What makes
the value of the icon is that the god it represents is also looking at it. It is intended to
please God. At this level, the artist is operating on the sacrificial plane--he is playing
with those things, in this case images, that may arouse the desire of God.” (113)*47ik
FLZT » B F’?gJ FURY (LRl Elfﬁﬁv* 8 J[‘EIJ yﬁ”ﬁi@ P
[flJ [FiFHAVRRS - }EJEE[H G T,Jthe Names-of-the-Father VIR < 13 - b ]
TRE | P }ﬁ FHIRE

g T R IR+ communal < $¥RERIORIT £
Doges Palace HIF FEHEETRURgE o [F10]1 battle of Lepanto > iﬁﬁ@%}ﬁmﬁﬁﬁﬁiﬁ“
[T 2 S QEB S U s o)
H‘E\[EIF % ’i_ﬂ*”k;ﬁ%ﬁ?fﬂﬂ%ﬁj (113) {FThL » Pl e F RS [p s 2 agre pl IR
R P SR B RO B K - a

\_-:
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Doges’ Palace -- Battle of Lepanto
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$Il- SR W.J%f[u.] Cézanne 3 5] 3 STy ™ 0 T~ BEERHGS < — B

[c[\—

Sl

ﬁfdﬁu’iﬁf—%ﬂHF JHITE BRI o o ’ﬂmﬁﬁﬁféﬁﬂ g %ﬁmﬁ'ﬁé# ’
F¥ R B gy o] o poBisoy 8 | (small dirty deposits, p. 117)3%;;]'[5‘ deposit i
U P LRLEp RS POy > 0 PLRLPIS ~ 590~ SO0 e okl 50 F gps
5. (b AL BARRL T F 125 003 (5 (o pPR] « (ERL > 1) i
?‘}fw A= TREEGG » ) F LR o FP 1] “sovereign act” s AR MR STHVIEIET -
J‘Ja‘iﬁipﬁﬁ U ZUR R O PR R P o R PYAOPIRT O o <A
sovereign act, no doubt, since it passes into something that is materialized and which,
from this sovereignty, will render obsolete, excluded, inoperant, whatever, coming

from elsewhere, will be presented before this product.” (114)

R MR R PV AT R R [RSEIEEAZ L 25 [P R AT
FrEA SR > R LAFEFLEPEDES Y[RV “Let us not forget that the painter’s brushstroke
is something in which a movement is terminated. We are faced here with something
that gives a new and different meaning to the term regression—we are faced with the
element of motive in the sense of response, in so far as it produces, behind it, its own
stimulus.” (114)

iﬁ'ﬁ B lin ’IUEJT Jl ; terminal moment fi' I'[ZEZS [k ]| " 25k (gesture)= r—iiFJ |
(act): 2371 gesture H#I3H 1l » 73t iy Ao TEE WA H » HHORL- 5
%&%’J [EFUER ST o “It is by means of the gesture that the brushstroke is applied to the
canvas. And so true is it that the gesture is always present there that there can be no
doubt that the picture is first felt by us, as the terms impression or impressionism
imply, as having more affinity with the gesture than with any other type of movement.

All action represented in a picture appears to us as a battle scene, that is to say, as

17



something theatrical, necessarily created for the gesture.” (114-115)

J ¥ FVE BRI ESRL T By e 2 1 ”“F@Bf‘&alf‘%'ﬁ ? b ]
w00 oF PRLFY AR R S P Y AR ARE o R PR A
H(a sort of desire on the part of the Other) » fé?d,?q’* f*‘ﬁ?{ﬁl@’ﬁi‘gﬂ(at the end of
which is the showing) o (115)Z% [Ffeii= i > £F il Frsipy "7 0 T Doges’ Palace
PTG > 1) % B ST 1 BL) TR R

P59 b R r{fﬁ?’iﬁ@ﬁ\ﬂjﬂ;[jj‘ | KRs _L'—‘F[fJE\jj JYpEL ] > the moment of seeing,
identificatory haste,!'| & the terminal arrest of the gesture o £ [ &HF » ol FEEE
ﬁfjgﬁqﬁ_{gﬁ i JFI‘?I?]EJW%J F{U?S‘IPEJJI %] > the terminal time of the gaze » F[[fJH4= 2
ZRE - [P (e o LD (SEEREAVEN T o Rl e J [0 iR pu R L
(dispossessing the evil eye of the gaze, in order to ward it off) o ¥ i[5 » 3\%]’[3“(%@51 f
JIEl ﬁ“ﬁfF" SRLEIEY » L2 93 % @ o “The evil eye is the fascinum, it is that which has
the effect of arresting movement and, literally, of killing life.” (118)= ?E‘?‘iﬁ‘\ L
A fﬁ“”’ rd 1R ] HHAAR > ] EJJ“ Bl e “The subject is strictly speaking
determined by the very separation tht determines the break of the a, that is to say, the

fascinatory element introduced by the gaze.” (118)

}“WﬁJfF”' RO ATRY (R PR R Jﬁ?ﬁ'@&f U= ?E'

1A R A IPJH]%? (we shall cut him off from this point of ultimate
gaze, which is illusory.) (77) < [HIF=> T 21 E B - @ P21 )R g ol iRslge
(“the taming, civilizing and fascinating power of the function of the picture” p. 116)
FI Z5 IR 5 Ll P a I s Rl o Sl e O S [ o g 1
HPVEEREAR > fORLA A -
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Lacan, “Of the Gaze as Objet Petit a,” The Four Fundamental Concepts of
Psycho-Analysis. Trans. By Alan Sheridan, New York, London: W.W. Norton &
company, 1978.
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