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The oblique involves an “orthogonal” relationship both to the field of representation, which it “flat-
tens” by appropriating the sagittal dimension for its line of sight, and to elements it suppresses in 
the act of flattening. Because α is a corollary of ∂, its relationship is also “in-line” as well as orthogo-
nal. This means that when the point of view is “rotated” to achieve a parallax view, the suppressed 
content of α “comes into view,” although it must be constrained or qualified by an “inside frame” 
that distinguishes it from surrounding content. In effect, it is an anomalous presence, a “forbidden” 
operator that is nonetheless within the same field of visibility as other “ordinary” objects.

The relations of the oblique, the orthogonal, rotation, and the inclusion of suppressed content are 
all non-noteworthy aspects of the relationships among maps, atlases, and represented content. 
The optics of map projection, the curvature of the map surface, and the requirements for comple-
tion in an atlas apply to the local and global scales of mapping. Even Eratosthenes (c. 276 BCE – c. 
195 BCE), who calculated the circumference of the earth using a gnomon and the known distance 
from a city lying on the Tropic of Cancer, was aware of the “double function” of the α/∂ relationship. 
His “inside frame” was the knowledge that the distance to Syene was in fact a curved line, which 
he necessarily had to represent as a straight in order to calculate the distance to the center of the 
earth by triangulation.
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If the earth were a closed, curved surface, then α was required to be a center, although a perpen-
dicular measurement taken from two separate locations would require two different α’s. With α as 
a center, the distance between the two points of view would necessarily be curved. Eratosthenes’ 
“parallax view” included the knowledge that the oblique would itself become circular.

The “not-fully-final” rotated position of the α/∂ orthogonal angle reveals the true epistemological 
relationship of parallax to quadrata (quadrated representations), such as maps and paintings. The 
gap created by the α is the “inside frame” condition by which the (formerly repressed, -α) elements 
associated with the Real of curvature return, as represented-Real, +α. The distortion imposed by 
the flattening of representation (the “screen condition”), +∂, is associated with the point of view, 
the “oblique” POV that gives rise to parallax. It’s empty position, left behind in the process of rota-
tion, is negated. Its residual, -∂, is perceived as a defect, an inconsistency. 

We generally associate “reality” with two kinds of conditions. In the first (R1), reality encloses and 
“lies beyond” the immediate illusions of the perceptual realm. Our proximity prevents us from gain-
ing a full perspective. The second kind of reality consists in discovering a defect, R2, that points to 
this higher-order of truth. The local defect, like the curvature or loss of time in Einstein’s Theory 
of Relativity, is seen to be a symptom of our limited conceptual and perceptual powers to see how 
things really are. R1 is a case of “objective subjectivity,” in that objectivity, as Real, is imaginable 
only because of our defectiveness as subjects. R2 is the reversed condition of “subjective objectiv-
ity,” where an object’s reality is realized through a consideration of our (imperfect) subjective rela-
tion to it. Delta places R1 while ∂ locates R2. Both are constructed as “gaps.”
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1.09 / Looking Awry

In Stanley Kubrick’s 1980 psychological horror film, The Shining, we have the issues 
of the atlas, map, and the anamorphic function of “spaces inside of spaces” brought 
together in the most rigorous “Lacanian” way imaginable. It is first necessary to look at 
how there is, in plainest terms, the formula of two fathers, one an obscene, murderous 
father who will, by the end of the film, attack his own wife and children, the other a 
protective father, the African-American chef, Dick Hallorann (Scatman Crothers), who is 
able to comfort the son, Danny, by communicating with him telepathically. The way Hal-
lorann does this explains how the relation between the “symbolic father,” who threatens 
castration, and the “imaginary father,” who provides fantastic cover for this trauma of 
the Real, are related within the function of a universal anamorphy of space. Hallorann is 
showing the family around the large hotel, and when he arrives at the kitchen he turns 
to Danny while an “afterimage effect” records his position in “reality.” The father-who-
turns 90º to address Danny telepathically is the imaginary, protective father, giving 
Danny relief from the anxiety he feels in the new setting.

We know from Lacan’s famous but easily misunderstood mathemes of sexuation about 
these two fathers. The obscene father who rapes and kills his children on a whim is the 
“necessary” exception to the very law he establishes. All the sons must obey the law 
of (symbolic) castration, ∀x·Φx (“All are subjected to the law of castration, Φx). The 
exception is the symbolic father, who violates the law, ∃x·Φx (“There is at least one ‘x’ 
who is an exception to the law of castration”). This contradictory combination of rule-
and-exception is for the masculine, i.e. for “anyone who wishes to call themselves ‘man’, 
including any woman.” (In Lacanese, you get to choose your sexuation condition, which 
is different from identification with gender in the cultural-sexual sense.) 

What is obviously different in Lacan’s system, and what has important consequences for 
carrying the issue of sexuation into the fields of language and phenomenal experience, 
is the connection of the masculine rule to space and time. In short, the illogical lock that 
binds the benevolent, protective father who offers ice-cream and a fantasy of security to 
the obscene child-raping-and-killing father is nothing less than the orthogonal operator 
that “inscribes” an invisible element into a visible one, an “artifact” into a “representa-
tion,” so that the two contradictory elements may co-exist by means of a rule of silence 
and invisibility. Double inscription means that the two fathers constitute an “anamorph.” 
On a dramatic level, this can be as straightforward as the theme of rivalry. Nice Mr. 
Chef is the first victim of Bad Dad. But, thanks to the complicated workings of negation 
in anamorphy, Hegel’s three forms of negation, denial (Verneinung), repudiation (Ver-
leugnung), and foreclosure (Verwerfung) are combined. The subject is admitted to the 
conspiratorial “club” of symbolically castrated/denied sons by the Nice Father who says, 
“Yes, this is awful, but have some ice-cream.” One things of Roberto Benigni’s protection 
of his son in the concentration camp in Life is Beautiful. The Bad Father is repudiated, 
excluded by the family who, in The Shining, locks him out of their apartment. Fore-
closure happens both diagrammatically and spatially, when the two dimensions of the 
Γ collapse together in the contamination of reality by the Real, without the imaginary 
shield of fantasy. The anamorph has allowed the imaginary and the symbolic a minimal 
distance, kept open a gap, a dimensionality of exception and prophecy.
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