
Map 1.10

The not-fully-rotated position of the α/∂ orthogonal angle shows how two gaps, associated with 
objective subjectivity (R1) and subjective objectivity (R2), work in the “real lives” of representa-
tions and maps. With Holbein’s Ambassadors as a reference point, R2 is easily identified as the 
anamorphic image of the skull, the blur that appears to mar the otherwise “orthogonal” view of two 
gentlemen and their worldly possessions. The other gap, R1, is protected by the “inside frame” of 
the curtain. Its objective subjectivity is identified with the artifact, the literal painting of the work, 
completed on 4 p.m., April 11, 1533, a “subjective” date that is revealed as an ultimate objectivity, 
namely the Apocalypse. The painting’s completion is equated with a perfection in the same way that 
time is “perfected” by its complete collapse with the passing of the last minute of the last day.
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Holbein organizes the process of the “parallax Real” as a process of triangulation, which we have 
portrayed as a rotation of the α/∂ orthogonal angle, two “points” rotated to create three “positions.” 
The role for the “empty location” (-∂, the memento mori; -α, the obverse date) suggests that trian-
gulation involves, thanks to rotation of two elements, four opportunities — ∂, -∂, α, -α — by which 
error and invisibility may be incorporated within a representational “screen.”

1.10 / Subjects and Objects in Chiasmus

Negation and the conflicting rule of two fathers, one nice, one nasty, creates the con-
dition of two types of reality, held in an anamorphic tension. Ed Pluth: “There are two 
versions of the real in Lacan’s work. … Real1 [R1] sounds like a typically ‘realist’ no-
tion: the real consists of stuff ‘out there’ that language tries to symbolize. Real2 [R2], 
however, is not outside the symbolic, as real1 seems to be. This second-order real ‘is 
characterized by impasses and impossibilities’ that occur in the symbolic order itself.” R1 
is the Empyrean realm depicted in the strange 1888 engraving of Camille Flammarion, 
L’Atmosphere: Meteorologie Populaire, where a seeker of truth is shown to penetrate 
beyond layers of the visible universe to a starry firmament lying beyond. This is partly 
an Enlightenment fantasy. One peels back layers of illusion until at last the truth can be 
seen, which had been hidden as “invisible.” The complementary R2 version is the real-
ity the subject encounters in the everyday that functions as an anamorph, a possibility, 
inscribed as a space inside ordinary space: something that resists explanation or repair, 
an inconsistency whose only signature is its resistance to domestication.

The skull in the Holbein portrait literally points to an R2 location, the point from which 
the subject is able to see the anamorphic skull in corrected perspective, only to fall 
under the vertiginous line that connects to R1. From the two fathers, the secular and 
sacred ambassador, the transportation to from denial and repudiation to the foreclosure 
(Verwerfung) completes the Hegelian triad of negations and adds a father: the original 
Elohim-style god of creation. The Zohar provides an interesting twist on the Biblical di-
vine methodology of enunciation, where word call objects into being. God “makes room 
for” the created by contracting, by removing what seems to be meaning from objects 
and subjects’ relation to objects: zimzum. Presumably, contraction-as-negation is what 
is reversed at the point of Apocalypse, which amounts to a sudden tsunami-style Return 
of the Real, a flooding of signifiers that overloads meaning in a retroaction of coincidence 
and recognition — over-determination. Meaning of the Real had been eclipsed by the 
(multiple, polysemous, secular) meanings of reality. Once the fully obverse geometry of 
foreclosure is brought to bear, the invisibility and silence of symbolic reality and imagi-
nary fantasy conclude.

The point of view in the formal geometry of The Ambassadors lies outside of the repre-
sentational field. It allows for the two quarter-turns, one down to the hypothetical posi-
tion of the “corrected” skull image at R2, the other up to the partly concealed crucifix at 
R1. The point of view on the right is already in the plane of the image. One more 90º ro-
tation brings the viewer to the obverse inscription of the date. The painting is foreclosed. 
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