fl BRI (frame) NS - o By JEEsg, » dpu- 4
PEAEa, AR W3 A o 5 B e 5Y- R TR fORLHR
(structure) - — a2 [545 (hollow structure) [* JﬂfﬁﬂpJ r }%J—ﬁﬁgfjﬁ\[p‘[ ;
= A~ FHAS l&iﬁﬁ?ﬁLL (T TR 1= T P IE
P IR OP AT o NI TR AR R 48 R S
g (framework ) » JIUESEIV IS » FIIP T (5~ ST [AIFT T £ [0 5
ORISR o FREREAO YR RIS T R ] 2 AL~ 4
S AP IR AT A AR RO e R
Fo A I R PRV - R T R
(IR 0 ) PRI o S8 AR IS S R T - Wi
Pl " RSB TR 2 T R " s INEPI PRI st -
A% PP R E TR e AR pURLE R > R1aE - H R
BV IR — PSRRI R TEE G AT b R PRL S S >
PRI AR S PR BRI o TAdE PR F PR G

13 Collins Cobuild English-Chinese Language Dictionary, ( 'F'}j“— D PN#,1990) ,p.720: “a
hollow structure inside which you can fit something such as a window, door, or picture, or
across which you can stretch something such as embroidery or canvas.”
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SR B o FEEIRAZ T &0 il 5258 ) #94] ( Carolyn M. Bloomer )

517 -

- B 4 B Ao RAL)E L e R 0
ERAEI s N EHERES e frh =M & (fiddand-frame

relationship) » % # (field) " &4 % > @ & 1= (frame) Lg% - >

[ P BB T IR AL A ) R
f’llw—‘%‘:y[[llﬁ?iz 1 J%%EEJ_I I:\.[ [—)F“q%ﬂ > ]ﬁ:—‘ [_{ JEI—L“ J (lllus.on of
Space) o P9t » Fegni * BTONIE HFEAGEN - " R B - AL i

_-El

13 Carolyn M. Bloomer, Principles of Visual Perception, ( London : The Herbert
Press,1990 ),p.119: “ A power representation of space and distance is created by the relationship
of the subject to the edges of the composition. This pictorial construction of the field of vision
is called the field-and frame relationship. The field is what is in the composition, and the frame
isits border.”
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TR R aH? AR

(AL YRR F TR T B 32 RGahn Kkl v Q. - g i
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(AR P o BAERVE P  o) aga =y JHIFFST AL« P~ P8 -
M ARG S e o o W Er b b TR P 1 (s - W
o 25 6 g TR o 1 IERLE EIRE A ) - AT F",—J«@
T HI'F}HT\FHZ PR > B LR Il ﬁfﬁfi— [EENISNHEE I
TR R o 2 LR R R R R T m - B T
RS R RIS - SEPERAEAOEA TR - SO (S
(Minimal art) Zsfes sk i -Jr#ﬁﬁ (Frank Stella) i RGP
EREE R E Y FELEAIR > SRS S R AT SRR o epy TR

Pl 00 RS PR 4o 3 e P S T RLE PR

1% Rudolf Arnheim, Art and Visual Perception - A Psychology of the Creative Eye,
(Berkely and LosAngeles : University of California Press,1974) ,p.239;

“This world came to be conceived as boundless-not only in depth, but also laterally-so that
the edges of the picture designated the end of the composition, but not the end of the
representation space. The frame was thought of as a window, through which the observer
peeped into an outer world, confined by the opening of the peephole but unbounded in itself.”
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3% Rudolf Arnheim ,1974,0p.cit.,p.461.
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BRI B 2 ] (Space) 7o Sk = fol i fE T HNE 2 A T AR
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Fo PR ETOESY (o R P9~ TSR] =0 e Bl
ks I (L o ST T ) AR - BT - S T
SR IR IR R T (Altamira) SETEE S ] AT RATE R
FR IR o PR A 2 DR B R R A TR R R
FORERLIPUE - - R [ fU BRI LY dig o s -5 PE gL PR G -
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337 Rudolf Arnheim,1969, op.cit.,p.273.:

“ Just as a chemist “isolates "a substance from contaminations that distort his view of its
nature and effects, so the work of art purifies significant appearance. It presents abstract themes
in their generality, but not reduced to diagrams. The variety of direct experience is reflected in
highly complex forms. The work of art is an interplay of vision and thought. The individuality
of particular existence and the generality of types are united in one image. Percept and concept,
animating and enlightening each other, are revealed as two aspects of one and the same
experience.”
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138 Carolyn M. Bloomer,op.cit.,p.137.
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1% Carolyn M. Bloomer op.cit.,p.137.

10 |pid.

1 pid.

12 1hid.,p.138: “Thus, in representing three-dimensional space on a two-dimensional
surface, they were not guided by standards of verisimilitude ( of making the picture visualy
redistic) , but rather by a desire to arrange symbols effectively. ”
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['Eli%;{f]iﬂ“ﬁﬁbﬁﬁﬁ L~ RAYAERS - (st %JH;EEEJ[P SRS
HH [’Edﬁm% BiRLEP e PLASH] ) B 2% H‘%ﬁ%ﬂ' ; ,iwfn(ﬁgaj 2 lF;‘

FEGERE P > BRI SR TR PRI o 1 fﬁ'liﬁ$lfJT§§§L$$‘
R Piag b T 4 poRLA AR 55k (Coordinate System )L, - 3

i P11 65 2 [ PRI A IR T | P9 Aty et

TR 2 SR R [H‘EF"(GIOHO di Bondone, 1267- 1337) ~ |
iz £l (Tommaso Masaccio, 1401-1428) - 3% ¥ [ (Leonardo da Vinci,
1452-1519) - éijumff,ﬂﬂ(Andrea Mantegna, 1431- 1506) - ﬁVﬁ Jfﬁfiﬁ(Rembrandt
van Rijn, 1606-1669) ") ¢ » sk || i 70 A SpEE e il o ] 2058
(Illusion of Space) » ﬂﬁrjﬁﬁﬁlﬁ +y rﬁ’ﬁ-’pr[g%E{g(Shadow)p@}@E'J ) -’J[@g}%{ﬁlﬁé

B4

MR S T | RSP - R AR R -

S IR (Jed AU ) (The Last Supper [l 2-4) K5 5] 71 o]

143 Carolyn M. Bloomer,op.cit.,p.139:“...a veil loosely woven of fine thread, dyed
whatever color you please, divided...into as many parallel square sections as you like, and
stretched on aframe. | set this up between the eye and the object to be represented, so that the
visua pyramid passes through the loose weave of the veil.”

144 rHL” q&,_l/ j 3 fUkEH > R =AML VAR ?I/ri@rz : Fﬁgﬁnipj lHi_
fli— 4 —q(m“]\ £l J ) ,iﬁéhlpr I);[@r:chJ?EJ—&MJH UEPs o (Perspective is
nothing else than the seemg of an object through a sheet of glass, on the surface of which may
be marked all the things that are behind the glass)

145 Carolyn M. Bloomer, op.cit,p.139.

78



T8 e (R L P 2 T AR o ) B EPr Y e TR B [
FIROEgRS = 3 o o S P SRR BTl Sppo s
VA [ [ BT AT T R O b R
= BRIV o 10 VBT [ A R I Lok
o VBV > T EETS T RIAOTOE > (B P e R
I R~ T o ] RO 2 P
[ G B O Y o SRR - SRE( R
o R

BT PG EPVERFE R ERIVPIP AR [ RL A S
PR PR T L IS TS - T (AR )
o SR R P s TS S [ LRI 990 L= - st
FIRE OO 1 o BRI T R S O
SR« SEERRLIREORIE » 0)2 QBRI 2
P T R PR T AR IR BT R o [
VbRl R RO SPGB R

BTN > FERLA R 4 WS R - i (RO o
SIS ITE o [T HRR R T (TR T
FIBRRE G R SRS AR )RR
PO S AT < S TR ~ S BPER L RLA - AT
SR O 1 AR BT LRI B OB R - 15t i

79



P RIT - RO, - PP

_-Euﬁ

FE (e A BRI P - R S 'iﬁ%%ﬁui@?ﬁﬁ@
skl A (look through) 2 [ijZH= 7 (look at) b1t o fIHm
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147 Carolyn M. Bloomer,op.cit.,p.139:“First of all, on the surface on which | am going to paint,

| draw a rectangle of whatever size | want, which | regard as an open window through which
the subject ti be painted isseen... ”

148 |bid.,p.139-140.
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1% Carolyn M. Bloomer, op.cit.,p.139.
130 |bid.,p.42.

1 |bid.,p.143-144.

152 |bid.,p.144.
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153 Richard Hertz & Norman M. Klein eds Twentieth Century Art Theory: Urbanism,
Politics, and Mass Culture, ( Englewood Cliffs, Prentice Hall - 1992) ,op.cit.,pp.11-18.

5 pid.

155 Carolyn M. Bloomer,op.cit..,p.144.

% |bid.
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137 Frances Spalding,op.cit.,p.149: “ Subjected to this treatment, the face appears malleable,
asif stilled in movement ; the sweep of the brush across a cheekbone acts like the bruising
of flesh with afist.”

158 Archimbaud, op.cit.,p.16.

1% gylvester, 1993,0p.cit., p.30.
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180 Jonathan Crary, Suspensions of Perception : Attention, Spectacle, and Modern Culture,
( Cambridge, Massachusetts: The MIT Press.2000 ) ,pp.18-22.
181 |bid.,p.13.
162 H
Ibid.,pp.25-26.
183 |bid.,pp.26-27.
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164 Jonathan Crary,op.cit.,p.140.
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185 |bid.,p.142.: “ The segmentation of Muybridge's work should be understood not
simply as the breakup of a perceptua field but also as the claiming of an instantaneity of vision
from which space is deleted. Muybridge seems to present the semblance of a classical tabular
organization, but what is arrayed in his rows and columns has none of the immutable identities
on which the intelligibility of atable depends.”

166 Jonathan Crary ,op.cit ,.pp.140-142.

%7 |bid.p.144.

87



photographs ) (UL » fTFIIE = R - 7 T pu e

S BRI O R R o 1 N SRS R T AL

e U S IHEHEAORL * B pr= - ST B Py
2R IR A B R - - T B )
(el - %i@;@gwl; L= g’gj;:,l"gggjrﬁsggplﬁ\;j e

i

7

CE R R AT ST

FEZw IR T el = o 169

[P FOREE T AT > SR BRI 5 = (7 SR

o 3 BRI OBy 15 AP Pifoss gl - iS5 PR Fi?
B (SR > R~ PR g = e

B - SRR
§ﬁ%mﬁﬁo%ﬁ%£ﬂ§@ﬁﬁﬁﬁ%mﬁﬁ iy > R -

= RLEES 3 2 GO B

=

—E

—

= (e B2 l"EFﬁFI °

TR e BEfRET (Molly Rogers) — H,m‘TuFﬁﬁp VEIREAgE (Moving
Pictures) Ffr%?@ PSR -

RABPRE LR L] BT F LR 5 AT

B o F - BAENS HRER DS LEDFL A

188 Dennis Farr, Massimo Martino,op.cit., p.94.
189 gylvester, 2000,0p.cit.,p.100 :

| seeimagesin series. And | suppose | could go on long beyond the triptych and do five
or six together, but | find the triptych is a more balanced unit.”

88



JEBEAEA S N kA RER o b P ARE B iR AR 0 B
TRFE ARG RS o LB — A2 2 R AR

M F L h b e 335 0

BUT o BRI GEYR TOREIRTORA 7 + F [ i B o
SHAGEYIR o ¥ RIS S (SR A S Y
A FE o R ET 0 BRSNS (movement) fik ok o (FHEMEY
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FRYROERT F 100 IR (ol b« [ B AR SRSy o Qo LR

g{ﬁi@ﬁ@%@@y[ IS5 %{[J;E{g[’ P L o
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10 Molly Rogers, Moving Pictures: Francis Bacon and The Movement-Image, ( Texas
Houston : Rice University,1995) ,p.15: “To determine just how it is that Bacon's Paintings are
cinematic requires first an examination of the sense of movement they engender. The search for
a means of depicting movement in art has a long history in which various devices have been
employed to represent motion. Twisted perspective, blurred contours and the depiction of
sequential positions are three such devices—and al, incidentally, may in some fashion be found
in Bacon's euvre.

1 |bid.,p.16.
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FOR VB ST TS LRS- #B5T o S -
T > FRE A R e - [ BR  JEW.Y
3 PREAORGS » [EFER O TR P Y
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72 1pid.,p.21.
1 Molly Rogers,op.cit.,pp.21-22.
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1 Molly Rogers,op.cit.,p.22: “First, the brushstrokes are dynamic parts that interact to
(de)form a whole of the figure. Second, the various things in each image, that is, the figures,
objects and architectural components, are each parts of theimage.”
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( Three Figures in a Room > q%ﬁl 2-8) EJHH\ ‘EFF[} » = Jud TR (R
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> Deleuze,op.cit., p.58.
76 Deleuze,op.cit.,p.58.
7 |bid., pp.62-63.
78 |bid., pp.64-65.
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1 Gilles Deleuzeop.cit., p.65.
180 hid.,p.65,: “Here, it is the contraction that is opposed to a kind of extension,
expansion ,or descent-flow.”
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181 gylvester, 2000, op.cit., p.111.
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182 E H.Gombrich, The Image and The Eye - Further studiesin the psychology of pictorial
representation, (London : Phaidon Press,1982) , p.61.
18 E H.Gombrich, op.cit.,p.61.
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18 Rudolf Arnheim, 1974,0p.cit.,p.413.
185 |bid.,pp.413-414.
188 |bid.,pp.413-414.
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187 Rudolf Arnheim, 1974,0p.cit.,p.416:

“ Directed tension, then, is what we are talking about when we discuss visual dynamics. It
is a property inherent in shapes, color, and locomotion, not something added to the percept by
the imagination of an observer who relies on his memories. The conditions creating dynamics
have to be sought in the visual object itself.”

188 |bid.,p.432.

18 |pid.,p.434.
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1% Deleuze, op.cit., p.69.

1 pid.
192 pid.
1% |bid.,p.55.
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19 Deleuze, op.cit., p.70: “ The triptych, in this sense, isindeed one way of going beyond
“easel” painting; the three canvasses remain separated , but they no longer isolated; and the
frame or border of a painting no longer refer to the limitative unity of each, but to the
distributive unity if the three.”

1% Rudolf Arnheim, 1974, op.cit.,p.259:

“A deformation always conveys the impression that some mechanical push or pull has
been applied to the object, as though it had been stretched or compressed, twisted or bent. In
other words, the shape of the object( or of part of the object )as a whole has undergone a change
inits spatial framework.”

1% |bid.,p.264.
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97 Rudolf Arnheim, 1974, op.cit.,pp.263-264.
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1% Molly Rogers,op.cit.,pp.53-54: “This whole, in its ideal form, is essentially a moving
snapshot—the cinematic painting-shot.”
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