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ABSTRACT

In Fatal Strategies, Jean Baudrillard argues that music and literature are seductive in
themselves. Given his later interest in photography and the work of Sophie Calle, it
could be argued that seduction is also an attribute of the visual arts. But what makes a
work of art seductive? My research is concerned with the relational and
psychodynamic aspects of the encounter between the work of the art and the viewer;

one that, when seduction operates, is characterised by interplay, flow and conflict.

The first step towards disentangling this problem is to define seduction, a concept
that is contingent, ridden with confusion, contradictions and connotative
interpretations, even in the gallery space (as recent exhibitions on seduction
demonstrate). Any attempt at pinning down the term, however, shows that it is
pervasive and as a ruling principle, it operates everywhere — especially where efforts
to study it are made. The problem, then, becomes a methodological one: how might
one study seduction as it operates in the encounter with works of art? I put forward a
subjective, practice-led approach, comprised of three strands: artistic - in particular
photography - psychoanalytic and writing practices. All three enact the self-reflexive
methodology that is at the core of the contribution my project aims to make and

which is constituted of three steps: recognition, capture and reflection.

The context for the research is multiform, interdisciplinary and is located in
converging fields concerned with textual and visual material: eighteenth-century
libertine novels, in particular Les Liaisons Dangereuses and the writings of the Marquis
de Sade; Giacomo Casanova’s memoirs; Frank Sinatra’s peculiar arrest in 1938;
Sigmund Freud’s abandonment of the seduction theory; Soren Kierkegaard’s games
between Johannes and Cordelia; Karl Marx’s commodity fetishism; Naia del Castillo’s
works, which are linked to Surrealist concerns, and Jacques Lacan’s mysterious obyet

petit a, the object cause of desire. All these play a part in delineating seduction.

My own (nearly missed) encounter with a work of art, Marcel Duchamp’s Etant donnés,
and a bold shoe in a New York shop window are used as support for the writing,
together with the occasional appearances of a detective — who will provide the

forensic gaze required of PhD studies — and other minor characters.
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INTRODUCTION

A FIRST ENCOUNTER

I ' will start with a detour, even though I know it is too soon for this kind of liberty.
Yet, the diversion will be very productive as circuitous routes are at the core of what
this text investigates. Not long ago, I had the opportunity to visit Philadelphia. I had
always dreamed of my encounter with Marcel Duchamp’s Le Grand verre (La Mariée
mise a nu par ses célibataires, méme) (1915-1923)." I had puzzled over Richard Hamilton’s
meticulous reproduction housed at the Tate Modern in London; yet, I suspected that
seeing the ‘definitively unfinished’ version, the one with the aesthetic breakage,
would answer some of my questions around this enigmatic work of art.” But I was not

prepared for what was to happen.

Le Grand verre is in room 182 of the Philadelphia Museum of Art and joins other
masterpieces by Duchamp including his 1932 Green Box notes and the infamous
Richard Mutt signed original urinary, entitled /“ountain (1968). In the next room,
numbered 183, one can find Ezant donnés (1946-1966), which has not been moved
since its permanent installation in 196g. I had not thought much about FEtant donnés,
concentrating on the riddles posed by Le Grand verre but the way visitors related to it

while I sat in room 182 caught my attention. So I decided to look.

The first thing that left me begging was its title. £tant donnés: 1° la chute d’eau, 2° le gaz
d'éclairage.” Given ... what is given? Is there anything that is going to be given to me?
‘Perhaps the Green Box writings can be useful here’, I thought. One of the notes

reads, in French:

1. The title of the work translates as 7he Large Glass (The Bride Stripped Bare by Her Bachelors, Even).

2. Dawn Ades, Neil Cox, and David Hopkins, explain the importance of the breakage for Duchamp: ‘In
1927 both panes of glass shattered while in transit from an exhibition in Brooklyn. When its owner
Katherine Dreier brought herself to tell Duchamp of the disaster, he accepted the breakage as a kind of
“chance completion”, and in 1936 spent some months patiently mending it, finally encasing each panel
in two further glass panels, mounted in a wood and steel frame’. Marcel Duchamp, London: Thames and
Hudson, 1999, p. 94. My naming this version of 7he Large Glass as ‘definitively finished’ plays on
Duchamp’s 1923 statement as he stopped work on the Glass, declaring it “definitively unfinished’. Ades,
Cox and Hopkins, Marcel Duchamp, p. 88.

3. In English, Given: 1. The Waterfall, 2. The llluminating Gas.

10



INTRODUCTION: A FIRST ENCOUNTER

Image deleted due to copyright restrictions. Please refer to
source.

Fig. 1 Marcel Duchamp, Préface; Etant donnés” 1° la chute d’eau, 2° le gaz
d’éclairage, facsimile (collotype on paper) of manuscript note in 7%e Bride
Stripped Bare by Her Bachelors, Even (The Green Box), 1934, 21 X 12.7 ¢m,

. . n . - - . 4
Philadelphia Museum of Art, The Louise and Walter Arensberg Collection.”

There is more to this title, in the same way that there is more to L./7.0.0.Q. than 5
letters.” I cannot help but read thanatos, in the form of an epitaph. The note refers to

a ‘State of Rest’, a ‘choice of Possibilities’, with capitals and underlined, and these

led me to Sigmund Freud’s death drive. The title, Given, suggests an offering,

perhaps posthumous: is Duchamp giving us his body of works?

I had read that Duchamp worked on FErant donnés for twenty years, during which most
of the world thought he had completely abandoned art to play chess. Like the latter
game, Ltant donnés represents an individual encounter with the work of art; a group
of people, small as it may be, would be pressed to see it exactly at the same time.
With this thought, and prepared for a punning game of chess - as | know something
of Duchamp’s work - I leave the ready-mades and paintings of room 182 to venture
into the next room. And like in any great adventure, there are a number of obstacles |
have to address. The first one, often forgotten, is one | had already overcome: to see
Etant donnés one has to go all the way to Philadelphia. In a late capitalist world, where
arl tours to venues near almost anybody in the Western world, travel is made easy,
blockbuster shows are traded and permanent collections are decimated by loans, the

site specificity of /Ztant donnés is unheard of.

The second obstacle is a constitutive part of the piece. In the darkness of room 183, at
the far end of the Philadelphia Museum of Art — a darkness one has to get used to - 1
first encounter a wooden door, which Duchamp had sent to New York from Spain. It
is mounted on to the wall, with handsome bricks forming an arch in its upper edge.
The door is not any door, however. This is a door without a handle, a door that is

visibly not for opening and closing. This may be one of the reasons why visitors to

4. Source: Michael R Taylor, Warcel Duchamp: FErtant donnés, New Haven, London: Yale University Press,
2009, p. 284. For an English version of this note see George Heard Hamilton and Richard Hamilton’s
translation in Anne d’Harnoncourt and Walter Hopps, Erant donnés: 1°la chute d’eau, 2° le gaz d éclairage:
Reflections on a New Work by Marcel Duchamp, Philadelphia Museum of Art Bulletin, vol. 64, April-
September 1969, revised and updated in 1987, p. 19.

5. If the letters L.H.0.0.Q. are pronounced in French, they are homophonous to the sentence “elle a
chaud au cul’ (she has a hot bum), e/le being the moustached Wona Lisa.
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INTRODUCTION: A FIRST ENCOUNTER

the Philadelphia Museum of Art that make it all the way to the end of the Modern
and Contemporary Art galleries turn around barely after entering room 183. This is
what I took great pleasure in observing. With the works Priere de toucher (1947),
Fountain, Comb (1916), 50 cc of Paris Air (1919), With Hidden Noise (1916) and Why Not
Sneeze Rose Sélavy? (1g21) among others in the adjacent room, a keen but uninformed
visitor cannot be blamed for thinking that the door of Erant donnés is also a ready-

made.” Either that, or the door just puts people off.

The third obstacle Erant donnés presents is only applicable to people like me. This is
not a gender issue -7 which is also present but much more delicately than what has
often been discussed, as we will see later — an economic, or a racial one. No. As a 4ft
10" human being, the issue is one of height. On closer inspection, one can see that
the Spanish door is metaphorically hinged upon two small holes, around which the
wood has changed colour, no doubt due to the breath of visitors. The stain in the
door both tames and reveals the way of seeing the work, as it shows - and somehow
also demands — from where to look. Through the holes, viewers peep and see the
other part of the installation. Yet, after having travelled halfway across the world,
there I was, helpless, unable to reach the holes on the door. I could not believe it. |
jumped: I saw a leg. | jumped again: oh, how light and colourful. This was not
working. I took out my digital camera (the museum allows photographs without flash
in most of its rooms) and extended my arms up, clicking through the holes. Was this
going to be a missed encounter? Would I only be able to see an image, a second rate,

shaky, representation?

Tired and jet-lagged, I was ready to give up. I stomped back into light and airy 182,
with the reassuring Le Grand verre and where a bored gallery assistant was sitting.
‘No,” she giggled when I asked, she did not have anything I could stand on - even
though we were sitting a particularly apt bench, but my pleadings and travel dramas

only added to her boredom. I was not even worthy of a look. Nothing. Who cared

6. Hector Obalk, writes: “The only definition of “readymade” published under the name of Marcel
Duchamp (“MD” to be precise) stays in Breton and Eluard’s Dictionnaire abrégé du Surréalisme: “an
ordinary object elevated to the dignity of a work of art by the mere choice of an artist.” “The Unfindable
Readymade’, in Tout-fait. The Marcel Duchamp Studies Online Journal, vol. 1, issue 2, May 2000, available
from <http://www.toutfait.com/issues/issue_2/Articles/obalk.html> [accessed 0g.04.10].

7. So why is this piece not about the gendered body? After all, are we not looking at a naked woman? Or

/ ) ) ’

are we! I was only too aware of the theories around the bulging genitalia of the naked body, the question
J S

of hermaphroditism, and the feelings of throbbing fleshiness felt by some intellectual and critical

viewers in relation to the unreal landscape in the background. I must say, my impression is that this

body does not only refer to a body, but also points towards a history of representation.
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about art, anyway? I walked back to room 183, and resolved to perfect my jumping
technique. I was not going anywhere. | was even prepared to ask somebody to lift me
— and body contact with strangers is the very last resort -~ when | had an idea. As a
small person, I tend to wear shoes with heels, and, although the ones I was wearing
then were not high enough for the occasion, doubling their height would suffice. So |
took off one shoe and stood on one leg and two shoes. | could reach now, propping
my one-legged body by holding on to the Spanish door. The irritating third obstacle

was conquered and I can show you what I saw (Fig. 2).

The last obstacle I had to overcome is the most disconcerting. This piece is viewed
from a single and specific point of view, through holes.® T was not prepared for the
fact that Etant donnés is clearly a work about gaze and looking.” My complete
bafflement at something so evident (what else could I have been expecting?) might
have been because I had never really seen the piece before. Whereas Le Grand verre is
a transparent, freestanding structure that can be seen from any point, £rant donnés
limits the view. Moreover, I was completely excluded from the scene, only partly
seeing it from the outside, although even that last word is contentious. Where are we
in relation to the Spanish door? In or out; enclosed or excluded? Or both? Yet, even
though I was not in the scene of the work, I was in another scene: that of the
experience of viewing. | was very conscious of my act of looking. Yet, apart from
being a work about gaze and looking, it is also about what one cannot see. | wanted to
see the head of the woman, even though I knew that, no matter how or how much 1

moved, I would not be able to. Is there one, anyway?

8. The encounter with £tant donnés is so personal that, as Julian Jason Haladyn explains, the experience
is always very difficult to summarize, let alone document. One Work Marcel Duc/z,amp: Ftant donnés,
London: Afterall Books, 2010.

9. The references to dioramas, and peep shows, and the teasing of vision within these are literally
present in FEtant donnés but apart from presenting us with our gaze, and converting us into objects in the
same way those contraptions and entertainment venues do, this is an installation about a particular kind
of looking: looking at art. Evidencing this is its discussion, in visual form, of the two main subjects of the
history of art — particularly painting: the nude and the landscape; and its exploration of different media:
sculpture, painting, chiaroscuro, photography, assemblage, time-based media, conceptual art -
remember the title. Funny enough, though, FErtant donnés cannot be represented, either in words or
images, as in and out cannot be viewed at the same time. It cannot be photographed as a whole. It is an
experience in sequence, a little like a film, but one in which the viewer acts on, or lives. Even the shop’s
clever idea for the unavoidable postcard — a telling of the experience through lenticular photography —
misses the point.



INTRODUCTION: A FIRST ENCOUNTER




INTRODUCTION: A FIRST ENCOUNTER

Fig. 2: Marcel Duchamyp’s £tant donnés (behind the Spanish door)

at the Philadelphia Museum of Art, as experienced by the author.

What one can see through the holes has been well documented — you can see my own
images in Fig. 2 - but the strong experiential content of the work requires I record it
again, in writing. Straight after the holes is a thick darkness — a darkness, I learn in
books, that is velvet-lined. Then, bricks are arranged so that they form a casual but
meticulous gap though which I peep at the scene. The scene, with elements of the
psychoanalytic primal one,” is brightly lit, which immediately challenges my shadow-
accustomed eyes. A bucolic landscape, apparently painted over photographic material
and reminiscent of the backdrop of Leonardo’s Mona Lisa, with a waterfall conveying
the illusion of running water, gives way, at the forefront of the scene, to a bed of real

twigs which support a naked body, only partially visible, holding the illuminating gas,

10. The International Dictionary of Psychoanalysis defines the primal scene as ‘the sight of sexual relations
between the parents, as observed, constructed, and/or fantasised by the child and interpreted by the
child as a scene of violence. The scene is not understood by the child, remaining enigmatic but at same
time provoking sexual excitement.” Sophie de Mijolla-Mellor, ‘Primal Scene’, in Alain de Mijolla (ed.),
International Dictionary of Psychoanalysis, Gale Cengage, 2003, available from
<http://www.enotes.com/psychoanalysis-encyclopedia/primal-scene> [accessed 25.04.10].

D
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which does just that, illuminate. I know this scene so well, yet it still feels strange to
write about it. Nothing goes with anything, but it has some sort of unity. Is this the

scene of a ecrime? Is the body dead, or about to die?"

Etant donnés continues to baffle Duchamp scholars some of whom find it difficult to
place within his work. There have been theories around Given being a three
dimensional representation of Le Grand verre,” as some of the themes are re-worked —
not least the bride, stripped bare — and they both share elements articulated in 7%e

Green Box.”

I could write many interpretations about my experience, from what I saw and what |
have read in books. Of all the explanations, I found that psychoanalysis lent itself
particularly well as a critical approach, due to its Dada and Surrealism connections,
its relation to gaze and its portrayal of the body. But historical, technical,
psychological, contextual and even phenomenological accounts cannot explain my
sudden overpowering attraction to Etant donnés. 1 had been unequivocally seduced,

and this is where it all started.

This study is about seduction, as it manifests itself in certain works of art. It is
concerned with what happens between seducer and seducee in the seductive
encounter. This specific relationship, as will be seen, is governed by conflict. To
study it, I have taken a psychodynamic approach, looking at the psychological,
cultural and active forces underlying behaviour. Yet, the guiding principle of the
research is practice — artistic and others, including looking - as this is what enables a

psychodynamic relation with objects and works of art."

1. Read about this debate in, for example Jean-Michel Rabaté, Given, 1° Art 2° Crime: Modernity, Murder
and Mass Culture, Brighton: Sussex Academic Press, 2007 (who supports the theory of the corpse), and
Taylor, £tant donnés (who disputes it).

12. Octavio Paz, among others, wrote about this in Apariencia Desnuda: La Obra de Marcel Duchamp,
Madrid: Alianza Editorial, 2003 (1973), pp. 107-187.

13. Of course, Etant donnés could be articulated in the context of Le Grand verre, but it also references a
number of other works by Duchamp. For some critics, Ftant donnés means a come back to (some would
say a step back) representation. But, as Dalia Judovitz points out, this is not a negation of ready-mades
and conceptualism; rather, FErtant donnés takes Duchamp’s groundbreaking ideas to their extreme: is the
Philadelphia Museum of Art not a ready-made, when looked at through the holes of the Spanish door?
Dalia Judovitz, ‘Rendez-vous with Marcel Duchamp: Given’, in Unpacking Duchamp: Art in Transit,
Berkeley: University of California Press, 1995, pp. 195-232. Read the English translation of the Green Box
in Marcel Duchamp, “The Green Box’, tr. by George Heard Hamilton, in The Writings of Marcel Duchamp
(Marchand du sel [1959]), ed. by Michel Sanouillet and Elmer Peterson, New York: Da Capo Press, 1973,
26—71.

14. The research is indebted to various works of art, which have inspired it along the way. These will be
explored throughout the text and the visual material. What may be more obscure is the influence of a

[Footnote continues)
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There are certain rules of engagement I must mention before I set out to explore the
complex phenomenon of seduction. The present volume is structured around chapter
three, which acts as a pivot on which all the other chapters hinge. Chapter three, 7%e
Scene of a Crime, is the kernel, the point at which the writing changes, reversing and
mirroring itself — and reversibility, as we will see, is a key characteristic of seduction.
This chapter introduces Roland Barthes’ conceptualisation of the ‘still” as what allows
us to see, and also makes a case for different modes of writing, using Jacques Lacan’s
work as an example. Often seen as obscure and impenetrable Lacan’s use of language
reflects the structure and ways of working of what it describes, the unconscious. The
second part of the chapter is the transcription of a seductive encounter between an
object and a subject. Based on Sadeian dialogues, this piece should be read both as a
work and as evidence of seduction. Duality, another trait of seduction, will also make
an appearance in chapter three, in the form of this book’s doppelgdinger, the other
volume in the submission. While this volume contains mainly text, the other is

comprised mainly of photographic images.

On either side of chapter three are the other four chapters, which together with this
introduction and a conclusion, form the seven parts of this text. Chapter one, “The
Seduction of Objects and its Problems’ sets the context through a review of the
existing literature on the topic, including a brief outline of disciplinary areas
concerned with seduction (psychoanalysis, consumer studies, captology, eriminology),
a review of the key arguments in Jean Baudrillard’s monograph and the analysis of

several examples. | took special care to explore the two main recurrent problems of

number of literary texts, namely Choderlos de Laclos’ Les Liaisons Dangereuses, Marquis de Sade’s
Dialogue between a Priest and a Dying Man, Giacomo Casanova’s memoirs /istory of My Life and Vladimir
Nabokov’s prose. Of all of these, the first three have a direct link to seduction, as they approach issues
linked to libertinism. The last inspiration, however, may require a little explanation. The divine details,
precision, interest in detectives and detection, unraveling of the story at the end (for example in 7%e
FEye), narrative structure (Pale Fire) and the act of recounting without telling but by showing (as in Lolita,
Bend Sinister, The Real Life of Sebastian Knight or Despair) ave all writing attributes I have kept in mind
while constructing this text. Malcolm Ashmore’s PhD thesis, more academic in its execution, has also
stimulated my writing. See Choderlos de Laclos, Les Liaisons Dangereuses [1782], tr. by P.W K. Stone,
London: Penguin Books, 1g61; Marquis de Sade, ‘Dialogue between a Priest and a Dying Man’ (Dialogue
entre un prétre et un moribond [1788)), in The Misfortunes of Virtue and Other Farly Tales, tr. by David
Coward, New York, Oxford: Oxford University Press, 1992, pp. 149-160; Giacomo Casanova, History of My
Life, vols 110 12 (Histoire de Ma Vie [1960]), tr. by Willard R. Trask, Baltimore and London: The Johns
Hopkins University Press, 1997; Vladimir Nabokov, 7he Eye (Soglyadatay [1930]), tr. by Dmitri Nabokoyv,
London: Panther, 1968 (1966); Pale Fire, London: Penguin, 1973 (1962); Lolita, L.ondon, Weidenfeld and
Nicholson, 1959; Bend Sinister, Llondon: Penguin Modern Classics, 2001 (1947); The Real Life of Sebastian
Knight, London: Penguin, 1964 (1941); Despair (Otchayanie [1934]), tr. by the author, London: Panther,
1969; Malcolm Ashmore, The Reflexive Thesis. Wrighting Sociology of Scientific Knowledge, Chicago:
Chicago University Press, 198q.
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seduction, as pointed at by extant studies: its definition and its pervasiveness, which

paradoxically, makes it difficult to apprehend.

In chapter two, ‘Screen as Method’, I outline a number of blind alleys through which
I went, to arrive at the conclusion that a methodology to study seduction was
required. Reviewing existing work on seduction led me to see that it was not a case of
studying seduction itself, but of developing a tool to study it, as this was lacking
within previous works, mainly focused on philosophical aspects or the techniques of
seduction (rather than its observation). So in chapter two, I form a plan, a trap to
capture and record instances of seduction and with this, resolve the problem of how
to look at this object of study. I form my proposed methodology - the self-reflexive
methodology —, which stems from an engagement with three practices -
psychoanalytie, artistic and writing — which is developed throughout. I examine a
series of parallels between the practices of art making and psychoanalysis. The
latter’s history is, I argue, valuable for the study of the psychodynamies of seduction,

as these also take place in a clinical transference situation.

In chapter four, a detective, with delusions of an analytic and artistic practice will
take over me while I rest and prepare for the finale. It will be her task to gather and
organise evidence (a dialogue and a photo-book), analysing it using the tool I have
provided her with in chapter two, the self-reflexive methodology. A way of reading it,
of interpreting what is seen through the methodological instrument, is proposed.
The detective will then put her case forward to a jury or panel and defend it in
chapter five. This chapter is outlined as a series of questions and answers that relate
the context of seduction, as set out in chapter one, to the work developed in this
investigation. This chapter also shows additional visual evidence by other artists,
notably Sophie Calle, Naia del Castillo, Lisette Model, Lee Friedlander and Eugene
Atget. By putting the work undertaken in my study back into its context, its validity is

tested. After chapter five, I return to conclude and close.

This structural arrangement is fairly classical and straightforward (five chapters:
literature survey, methodology, empirical study, analysis and evaluation; with an
introduction and a conclusion) but you will also notice that after each chapter, there
is a visual interlude, evidence of each stage of the investigation that will be used by

my detective in her case — and me.

My aim is to formulate a way of studying the seduction exerted by certain works of art
from within the seductive relationship. Thus, my original contribution to knowledge
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is a methodology — a conceptual framework for operation - that facilitates the study of
seduction, in particular of works of art. As the investigative work is done from the
inside, the capture of seduction is essential to its study and reflection and, thus, the
methodology focuses on these two aspects — capture and reflection — as well as
recognising the moment where the subject falls for the object. The focus on works of
art comes from the fact that this research is concerned with object-subject
encounters, rather than with subject-subject encounters. Works of art are seductive
in themselves, as we will see in the first chapter, and provide a more complex and
open case study than objects of consumption such as lemon squeezers, shoes or

electronic goods, which are more openly governed by market rules.”

The first question my study proposed was ‘what makes a work of art seductive?” An
attempt at answering it showed that there is another question that needs to be asked
first. If we assume, given the evidence shown in the literature, that seduction is a
pervasive phenomenon, but one that is not completely visible, the only possible way
to study it is by provoking it, by becoming part of it so one can understand the
hidden and unseen elements that take place. There is no current methodology to do
this, however, so my research question evolved, to become an epistemological and
methodological one: how might one study seduction as it operates in the encounter
with a work of art? The answer to my question is the self-reflexive methodology, a
tool that will enable those who are seduced in the art gallery to develop an awareness
that the specific relation formed with the work of art is reversible, that they are not
passive, but active, and that the encounter is not a fatal one, but one that can bring
about self-knowledge. This would thus allow the viewer to avoid the classic literary
and tragic positions of Cordelia and the Présidente de Tourvel — which will be

explored in this text.'”

15. These were also considered as potential objects of seduction for this study and my thought process
can be read in the blog I kept throughout this PhD study (Laura Gonzélez, A Seductress’s Journal,
available from <http://www lauragonzalez.co.uk/blog> [accessed 0g.04.10]). I wrote about lemon
squeezers (in particular Phillipe Stark’s Juicy Salif] in Laura Gonzélez, ‘Juicy Salif as a Cultish Totem’, in
Barbara Townley and Nic Beech (eds), Managing Creativity: Fxploring the Paradox, Cambridge:
Cambridge University Press, 2010, pp. 287-30¢, and about the iPod in *“White worship: the iPod’, Arttra:
Forum for Contemporary Arts, 2005, available from <http://www.arttra.co.uk/features/ipod/ipod.html>
laccessed 09.04.10].

16. Both Cordelia and the Présidente de Tourvel are the victims of the seduction of Johannes and the
Vicomte de Valmont, respectively. Their stories end tragically, either with loss of honour or death. See
Soren Kierkegaard, Diary of a Seducer (first published in Enien — Eller. Et Lios Fragment [1843)), tr. by
Alastair Hannay, London: Pushkin Press, 1999, for an account of Cordelia’s tale; and Laclos, Liaisons
Dangereuses, for the Présidente de Tourvel’s story.
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The argument to support my claim to knowledge is not provable (or positivist), as
seduction is not an object of study concerning logico-deductive processes. It is also
not statistically verifiable — at least for the moment - and therefore cannot be strictly
classified as probable. My argument, therefore, concerns persuasion: it is plausible
(or interpretist), my evidence is sincere and, I hope, will convince my reader. For
that, I will appeal to emotions and establish the credibility and legitimacy of my
claims with the help of authorities.” After all, as Baudrillard wrote, concerning
seduction as an object of study: “The charm of seduction is first to be an unidentified
theoretical object, a non-analytical object and which thus obstructs any truth-theory,

leaving room for the fiction-theory and the pleasure of its pursuit’.'8

In line with Baudrillard’s reflection, there is a certain amount of ventriloquism and
anthropomorphism, of role-playing, of dressing up, and of leaving false clues in my
work: in chapter three, a diamond ring speaks. My decisive encounter with Erant
donnés will return, throughout this material in the form of a writing prop. In trying to
build a trap for seduction | take a risk because seduction is used to tending traps and
is bound to know all the tricks. Baudrillard knew this very well, but he never had to
write about seduction for a doctoral thesis. My area of interest is complex and its
boundaries are not always controllable.” The issues raised by seduction are
controversial and people in the field hold different views on them. As the enquiry is
driven by practice rather than a priori goals or hypotheses, | experiment, assess and
take decisions. Thus I propose a framework for my pursuit, one that is fully declared
so the process by which results are obtained can be recovered by others, in turn.
Sharing this meaning-making addresses any subjective objections studying seduction

from within the seductive relation may raise.

17. This comment refers to both my mode of enquiry and my writing, which, together with the
photographs, is an essential part of the unfolding of my argument. Aristotle divided persuasive,
argumentative writing into three categories: logos, pathos and ethos: reasoning, emotion and the authority
of the writer. These are the three essential categories that will be brought to bear in my text, supported
by visual evidence and the work of others. Declaring this framework allows for the process by which I
obtain my results to be recovered by others. This sharing of meaning-making also addresses subjective
objections that may arise. Aristotle, 7%he Art of Rhetoric, tr. by Hugh Lawson-Tancred, London: Penguin
Classics, 2005; Janet McDonnell, Completing the Doctorate [workshop], Central Saint Martins College of
Art and Design, London, 27 June 2007.

18. Jean Baudrillard, ‘Les abimes superficiels’, in Maurice Olender and Jacques Sojcher (eds), La

séduction, Paris: Aubier Montaigne, 1980, pp. 197-207, p. 197. My translation. The original passage reads:
‘Le charme de la séduction est d’abord d’étre un objet théorique non identifié, objet non analytique et
qui par la fait échec a toute théorie-vérité, laissant place a la théorie-fiction et au plaisir de son exercice.’

19. The complexity of this research comes from the fact that it interacts with many fields of study, from
criminology and marketing, to psychoanalysis, philosophy, design and fine art.
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CHAPTER ONE

THE SEDUCTION OF OBJECTS AND ITS PROBLEMS

The concept of seduction is led by controversy, and is characterised by confusion in
its terminology, contradictions in its conceptualisation and divergence in the
positions of its experts. Seduction’s devious nature resists representation, whether in
written, verbal or visual form and, therefore, presents an obstacle to systematic
investigation. Furthermore, as my encounter with Duchamp’s FErant donnés shows, it
is powerful and overpowering. Seduction seems, on first view, to have agency, yet, it
begs the question: How do objects, and in particular works of art, seduce people?
Before this question can be answered, however, a prior one must be addressed: What

i1s seduction?

In the sources I consulted and which I examine in detail throughout this study, I
found a repetition of themes in relation to the meaning of seduction, starting with the
simplest dictionary definition. Etymologically, the term seduction comes from the
Latin se— (apart), and ducere (to lead). Its verb form is defined as ‘to lead astray from
right behaviour’,” ‘to err in conduct or belief’.” Seductive behaviour is often
considered ‘in contradiction with moral law™” — a position thought of as positive by
some —*? and tends to be related to sexual matters.” These recurrent themes of
leading and being led astray, erring, morality and sexuality — illustrated here by short

cited examples of the many encountered — will provide an undercurrent to this text.

Two examples will help to illustrate and bring together these strands. In 1938, when
he was just twenty-two years old, Frank Sinatra was arrested in New Jersey on a
charge of seduction, having promised marriage to a woman in exchange for sexual

intercourse (see Fig. 3). He was freed two months later upon the discovery that the

20. Henry Fowler and Francis Fowler (eds), The Concise Oxford Dictionary of Current English, 5th edition,
Oxford: Oxford University Press, 1964.

21. Rex Butler, ‘Seduction’, in Jean Baudrillard: The Defence of the Real, 1.ondon: Sage, 1999, pp. 71-118, p.
7.

22. Maria Tortajada, ‘Eric Rohmer and the Mechanics of Seduction’, Swudies in French Cinema, 4 (3), 2004,
pp- 229238, p. 230.

23. Jean Baudrillard, Seduction (De la séduction [1979)]), tr. by Brian Singer, New York: Saint Martin’s
Press, 1991; Sebastia Serrano, £/ Instinto de Seduccion [The Seduction Instinet], Barcelona: Anagrama,
2003.

24. Butler, Seduction, p. 71.
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woman in question was already married.”

Images deleted due to copyright restrictions. Please refer to source.

Fig. 3: Frank Sinatra arrested for seduction (photograph, Sheriff’s Office, Bergen County,
New Jersey, 1938). Right, enlargement of suspect’s identification card — shown beneath mug

no. 20
shot on the left image. 0

Almost two centuries earlier, in 1770, the English Parliament tried to protect its
subjects against rising feminine emancipation by unsuccessfully attempting to

introduce the following Act:

All women of whatever rank, profession or degree, whether
virgins, maids or widows, that shall from and after such Act,
impose upon, seduce and betray into matrimony, any of his
Majesty’s subjects by the scents, paints, cosmetic washes,
artificial teeth, false hair, Spanish wool [a wool impregnated
with carmine to color the skin], iron stays, hoops, high-heeled
shoes, and bolstered hips, shall incur the penalty of the law
now in force against witcheraft and like misdemeanors, and
that the marriage upon conviction shall be null and void.”

These two examples allude to the crime of seduction, which applies to men who
LI ) . . e e s 28
obtain ‘a woman’s consent to sexual intercourse by promising to marry her’,”” and
also used to refer to women who embellished themselves by artificial means or
through accessories. The crime of seduction, however, has deep contradictions.

Stephen Robertson alerts us to the fact that

Many ‘seduced’ women described acts that had been
accomplished as much by violence as by a promise of marriage.
Nonetheless, most of those women expressed a desire to wed
the man that they accused, rather than to have him sent to

25. The reversible nature of this story, the fact that the boundaries between the seducer and the victim
are blurred, is key to its modus operandum.

26. Source: Great Modern Pictures [image] Sinatra Arrested for Seduction, 1938, available from:
<http://www.greatmodernpictures.com/pjazzia.htm> [accessed 26.01.08].

27. Charles John Samuel Thompson, cited in Arthur Minton, ‘All the Perfumes of America’, American
Speech, vol. 21, no. 3, October 1946, pp. 161-174, p. 166.

28. Stephen Robertson, ‘Seduction, Sexual Violence, and Marriage in New York City, 1886-1955", Law

and History Review, vol. 24, no. 2, Summer 2006, available from:
<http://www.historycooperative.org/journals/lhr/24.2/robertson.html> [accessed 26.01.08].
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ison.2
prison.

Despite the apparent precision of seduction’s legal definition, these two vignettes
highlight a conflict at the core of the term, which is related to promises —often broken
—and also to artifice. The criminal term, although containing some noteworthy
points, is not readily applicable to my encounter with Duchamp’s last work. After all,

30

that was about my seduction by an object, not an accountable subject.

This text is of course not the first attempt at grasping what this elusive thing called
seduction might be. There have been a number of attempts to systematise,
characterise, qualify and taxonomise seduction. The most relevant example is
represented by Jean Baudrillard, as he dedicated a substantial part of his work to the
study of seduction, and wrote one of the most extensive studies on the topic.‘s' Much
secondary literature has been devoted to the examination of his texts and the

contextualisation of this concept in his thought. i

29. Robertson, Seduction, Sexual Violence and Marriage, p. 333.

30. This sudden shift from object — Etant donnés — to subject — Sinatra and the 1770 Act — and back to the
object may be uncomfortable to the reader. In order to address the curious case of seduction exerted by
objects, as described in the introduction, I start with Sinatra’s example, to which the reader may relate,
given it refers to a subject. The vignette also addresses the issues of reversibility and objectification,
pivotal to this enquiry. Later on in this chapter, I introduce Karl Marx’s concept of commodity fetishism, a
characteristic of capitalist societies, by which objects adopt characteristics related to the social relation
between subjects, and relations between subjects assume characteristics reserved for objects. This shift,
this sharing of characteristics will become even more evident in chapter three, when a diamond ring
speaks.

31. See, for example, Jean Baudrillard, ‘Seduction, or, the Superficial Abyss’, in The Ecstasy of
Communication (1.’ autre par lui-méme [1987)), tr. by Bernard and Caroline Schutze, New York: Semiotext(e),
1988, pp. 57-75; Baudrillard, Seduction; Jean Baudrillard, Fatal Strategies (Les strategies fatales [1983]), tr.
by Philip Beitchman and W. G. J. Nieslichowski, London: Pluto Press, 1999. Other approaches, notably
those by Robert Greene (The Art of Seduction, London: Profile Books, 2004), Julie Khaslavsky and Nathan
Shedroff (‘Understanding the Seductive Experience’, Communications of the ACM., 42 (5), 1999, pp- 4549,
available from: <http://captology.stanford.edu/Key_Concepts/Papers/CACMseduction.pdf> [accessed
04.09.09)), and Jean-Noél Vuarnet (‘Le séducteur malgré lui’, in Maurice Olender and Jacques Sojcher
(eds), La séduction, Paris: Aubier Montaigne, 1980, pp. 65-76) will be examined more in depth in chapter
five.

32. Butler, Seduction; Heather Marcelle Crickenberger, ‘Baudrillard’s Seduction and Walter Benjamin’s
Use of Gambling in The Arcades Project’, in The Arcades Project Project or The Rhetoric of Hypertext,
unpublished doctoral thesis, University of South Carolina, 2005, available from
<http://www.thelemming.com/lemming/dissertation-web/home/seduction.html> |accessed 02.02.07];
Mark Fisher and Suzanne Livingstone, Desiring Seduction, Cybernetic Culture Research Unit, 1998,
available from <http://www.ceru.net/archive/seduction.htm> [accessed 02.02.07]; Greene, Art of Seduction;
Douglas Kellner, Jean Baudrillard: F'rom Marxism to Postmodernism and Beyond, Cambridge: Polity Press,
1989; Charles Levin, Jean Baudrillard. A Study in Cultural Metaphysics, L.ondon: Prentice Hall/Harvester
Wheatsheaf, 1996; William Stearns and William Chaloupka (eds), Jean Baudrillard: The Disappearance of
Art and Politics, L.ondon: MacMillan, 1ggo.
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For Baudrillard, seduction is a reigning princip]c:33 ‘everything is seduction and
. . 34 » . »

nothing but seduction’.”" To address the confusion of the term, he undertook a

comparative study between seduction and love in Fatal Strategies, extrapolating

opposing characteristics for each, which are summarised in Fig. 4.

SEDUCTION LOVE

Dual Universal

Appearances Affects

Immoral, perverse Ethical

Pact, Challenge Exchange

Distance Proximity

Artificial form of illusion Natural form of illusion

Strategic Gratuitous

Pagan Christian

Enigmatic Mysterious

Ritual Political

Ceremonial Pathetic

Rule Law

Intelligible Unintelligible

Form Metaphor

Aesthetic difference Moral or psychological

difference

Fig. 4: Qualitative comparison between seduction and love, adapted

from ‘the evil genie of passion’.’)"v'

He sees seduction as opposed to production and belonging to the realm of
appearances: ‘to seduce is to die as reality and reconstitute oneself as illusion”.”® For
him, seduction is dual, a matter of two, and it involves a duel, a challenging play or
game. Baudrillard sees seduction as a principle that is reversible, ambiguous. One
can never be sure it really happens. He illustrates this with two examples:
Kierkegaard’s Diary of a Seducer — discussed in Seduction and examined more in depth

below — and Sophie Calle’s Suite Venetienne — from Please Follow Me.” In both of these

33. Butler, Seduction, p- 71

34. Baudrillard, Seduction, p. 83.

35. Baudrillard, Fatal Strategies, pp. 9g-110.

36. Baudrillard, Seduction, p. 69. He further explains the relation between seduction and production in
Forget Foucaulr: “T'o produce is to force what belongs to another order (that of secrecy and seduction) to
materialize. Seduction is that which is everywhere and always opposed to production; seduction withdraws
something from the visible order and so runs counter to production.” (Oublier Foucault [1977]), tr. by
Nicole Dufresne, New York: Semiotext(e), 1987, p. 37.

37. Baudrillard, Seduction, and ‘Please Follow Me’ (1983), in The Jean Baudrillard Reader, ed. by Steve

Redhead, tr. by Dany Barash and Danny Hatfield, New York, Columbia University Press, 2008, pp. 71—
89.
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cases, the seducer (Johannes or Calle/the man) is a person, but, in the encounter, a

process of objectification takes place.

Another example of systematisation of seduction can be found in Julie Khaslavsky
and Nathan Shedroff’s study of Phillipe Starck’s celebrated lemon squeezer, Juicy
Salif, where they extract eight characteristics which, they argue, make this object
seductive.” As studies from the fields of material culture, consumption studies, and
marketing show.” the seduction of material objects, related to Karl Marx’s
conceptualisation of commodity fetishism — which I will explore below - is contingent

on late capitalist practices.

There are many visual examples aimed at systematising seduction and [ am
particularly concerned with those in the enclosure of the art gallery or the museum,
even though I acknowledge that these are not the only places where an encounter
with the work of art can take place. Recently, London art spaces have seen a
proliferation of shows that openly aim to seduce the viewer by means of display.®
Manolo Blahnik’s 2003 exhibition at the Design Museum is a particularly relevant
example, as it emphasises a play between functional and contemplative objects.™ The
display was highly theatrical, elaborating on potential narratives, maximising the
impact of the shoes” appearance. Each room represented one, often contradictory,
aspect of the shoes: cultural significance, technical innovation, architectural qualities,
or ethnological value, for example. The precious shoes, however, were out of reach
and there was an air of hysteria in the gallery. Constant little cries were being uttered
in what is normally a quiet space. As a woman viewer, | can say it was a deeply
unsatisfying show, but for that reason, a successful one, a show that left me begging

N . . . . . . . . . o /o
for more because it revealed an ‘ironic reverie on the principle of functionality’."”

38. Khaslavsky and Shedroff, Seductive Fxperience, p. 47. 1 explored this paper in relation to Baudrillard’s
conceptualization of seduction in my book chapter “Juicy Salif as a Cultish Totem’.

39. See, for instance, Russell Belk, Giiliz Ger and Soren Askegaard, “The Fire of Desire: A Multisited
Inquiry into Consumer Passion’, Journal of Consumer Research, vol. 30, Dec. 2003, pp. 326-351; and
Stephen Hoch, ‘Product Experience is Seductive’, Journal of Consumer Research, 2¢, December 2002, pp.
448454, available from:
<http://morris.wharton.upenn.edu/ideas/pdf/Hoch/productfo2oexperience%20is%20seductive.pdf>

laccessed 07.03.05].

40. See Boucher: Seductive Visions at The Wallace Collection — exhibition catalogue ed. by Joanne Hedley,
London: The Wallace Collection, 2004 — or Seduced: Art and Sex from Antiquity to Now at the Barbican Art
Gallery — catalogue ed. by Marina Wallace, Martin Kemp and Joanne Bernstein, London: Merrell
Publishers, 2007.

41. Manolo Blahnik, Manolo Blahnik [exhibition], Design Museum: London, o1 February-11 May 2003.

42. Baudrillard, Seduction, p. 64.
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Let us return to the issue of definition, in an attempt to pinpoint a starting point for
my investigation. Rex Butler, in his analysis of Baudrillard’s monograph on

seduction, gives the most complete definition I have come across: he says seduction is
‘the getting of another to do what we want, not by force or coercion, but by an
exercise of their own, though often mistaken or misguided, free will’# For Butler,
seduction is a relational situation in which one element or part of the relationship
tampers with the free will of the other, using a ‘softer” approach than physical power
or threats to get what it wants. The seducer gets the seducee to want what he or she
wants, perhaps with the help of a promise, as seen above: for seduction to occur,
both desires must conflate, even if they previously did not.” Butler’s definition is
useful as it highlights the term’s play with desire while, through the term ‘misguided’,
maintaining the spatial reference encountered in the Concise Oxford English
Dictionary definition. It does not completely rule out issues of morality and sexuality,
but does not highlight them either. Butler’s wording also differentiates the idea of
seduction from others — such as fetishism, attraction, fascination, addiction, or love,
for example — which may be confused with seduction. I will address these differences

in this chapter.

SEDUCTION AS PRINCIPLE, PHENOMENON, PROCESS OR PRACTICE

Although it reflects the complexity of the term, broadens the scope tightly held
around morality and sexuality, and makes its relation to desire explicit, Butler’s
definition does not address the confusion around the nature of the term that seems to
pervade in studies on seduction. For Maria Tortajada, seduction is a ‘fundamental
human social behaviour’.® It has also been thought of as art,” instinet,” strategy or

418 . 4 .o . . .
system,” and experience.” Different perspectives on what seduction is have

43. Butler, Seduction, p. 71.

44. The psychoanalyst Daniel Sibony explains the nature of the promise in his book on seduction and
the feminine. He writes: ‘In current opinion, to seduce the other is to tell him what he wants to hear, or
to show him what he wants to see, etc. And if what he « wanted » to see is what horrifies him? And if
what he « wanted » to hear is the unheard that that puts him « out of himself » and breaks up the limits
of listening?” My translation. The original text in French reads: ‘Dans 'opinion courante, séduire 'autre
c’est lui dire ce qu’il a envie d’entendre, ou lui montrer ce qu’il a envie de voir, ete. Et si ce quil a «
envie » de voir ¢’est ce qui lui fait horreur? Et si ce qu’il a « envie » d’entendre c’est I'inoui qui le met «
hors de lui » et fair éclater pour lui les limites de I'écoute?” Daniel Sibony, Le Féminin et la séduction,
Paris, Grasset, 1986 (1982), p. 19.

=N

5. Tortajada, Rohmer, p. 229.

=N

6. Greene, Art of Seduction.

=

7. Serrano, Instinto.

48. Baudrillard, Seduction; Fisher and Livingstone, Desiring Seduction; Tortajada, Rohmer; Crickenberger,
Arcades Project.
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sometimes even been adopted simultaneously. The paragraph below is an example of

this confusion:

By describing the mechanics of seduction from the place of
uncertainty of the seduced person, it becomes easier to
separate the definition from the seducer’s intentions, and to
grasp the whole phenomenon precisely as a dynamic system
which concerns, above all, the object of the seduction. This
importantly allows us to consider the moral evaluations implied
in certain definitions of seductive practices as a specific aspect
of a more general behaviour which has to be understood outside
value judgements.™

Tortajada alludes to seduction in Eric Rohmer’s film Conte d’Automne as principle
9 . 9 3 o 2 5 _ 2 ]
(‘more general behaviour’), process (‘mechanics’, ‘system’), phenomenon, and
practice. I argue that these different conceptions are in need of clarity and, more
important, acknowledgement. They can be classified into four main categories; in
each one, the same three elements (the seducer, the act of seduction, and the
seducee) are at play, and what changes is the focus on specific aspects of their

relationship. The categories, graphically represented in Fig. 5, are as follows:

» Seduction as principle integrates conceptions that consider it to be an instinct and
behaviour. Seduction is understood as a principle that regulates relations in the
world. Authors that adhere to this perspective see the relationship between
seducer and seducee as primordial and all acts are acts of seduction. If seduction is
to lead astray, the logical problem with this approach is that its ubiquity would
blur the path and no opportunity for an off-course direction would be possible. As
I will explore, even if all acts are acts of seduction, it does not mean that they are
seductive for everyone. The possibility for a seductive encounter, however, is

inherent to all acts and objects, for the thinkers in this category.”

49. Khaslavsky and Shedroff, Seductive Fxperience; Hoch, Product Experience.
50. Tortajada, Rolhmer, pp. 231-232; emphasis added.

51. This approach tends to take on a philosophical viewpoint and authors include Baudrillard, Seduction;
Roy Ascott, “Turning on Technology’, in Robert Rindler and Deborah Willis (curators), “Techno-
Seduction. An Exhibition of Multimedia Installation Work by Forty Artists’, Aesthetics and the Body
Politic, Art Journal, vol. 56, no. 1, Spring 1997, pp. 113-132, also available from
<http://www.cooper.edu/art/techno/essays/ascott. html> [accessed 02.02.07]; Serrano, /nstinto; and Gilles
Lipovetsky, L ¢ére du vide: Fssais sur Uindividualisme contemporain, Paris: Gallimard, 2001 (1983), and 7he
Empire of Fashion: Dressing Modern Democracy (Empire de l'ephémere: La mode et son destin dans les sociéés
modernes [1987]), tr. by Catherine Porter, Princeton, N.J.; Oxford: Princeton University Press, 1994.
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» Seduction as phenomenon assimilates seduction as experience and as event. This
category is concerned with the context in which the seducer commits the act of
seduction that captivates the seducee, and with the nature of each of these
elements. Consumption studies, marketing and, to a certain extent, psychoanalytic

theory can be conceptualised in this category. ™

» Seduction as process incorporates seduction as mechanies, system, and art. The
seducer, through an act of seduction, entices the seducee. The emphasis is placed
in the characteristics and qualities of the act. History, film and literature studies,
marketing, consumption studies, and popular psychology mostly belong to this

53
cluster.”

» Seduction as practice combines discussions around libertinage. Studies focusing on
this aspect are concerned with, and place emphasis on whom, or rather, what the
seducer is and does. Literature, popular psychology, and biology have studied the
figure and role of the seducer through examples such as Don Juan, Valmont,
Casanova, dandies, sirens, Medusa, peacocks, and the praying mantis.” Art —
including the visual arts, literature and film -, and clinical analysis are fields that,

among others, belong to this group.™

There are, however, some common points in these divergent approaches. Tortajada

. . 56 . - . .
and Baudrillard agree that seduction depends on appearances;™ it is a construction of
representation where the seducer can take on a passive role through a display of

beauty; or an active one, through, for instance, dancing or talking.”

52. Authors include Khaslavsky and Shedroff, Seductive Experience; Hoch, Product Experience; Jeffrey
Moussaieff Masson (ed.), The Complete Letters of Sigmund Freud to Wilhelm Fliess, 18871904, Cambridge,
MA.: Harvard University Press, 1985, excerpts available from
<http://www.haverford.edu/psych/ddavis/ffliess.html> [accessed 28.01.07]; Jean Laplanche, “The Theory
of Seduction and the Problem of the Other’, tr. by Luke Thurston, /nternational Journal of Psycho-
Analysis, 78, 1997, pp. 653-666.

53. Authors include Greene, Art of Seduction, and Tortajada, Rohmer.

54. See Greene, Art of Seduction; Slavoj Zizek, The Parallax View, Cam bridge, MA.: MIT Press, 20006; or
Francois Roustang, 7he Quadrille of Gender: Casanova’s ‘Memoirs’ (Le Bal masqué de Giacomo Casanova
[1984]), tr. by Anne C. Vila, Stanford, CA: Stanford University Press, 1988, for example.

55. Authors include Tortajada, Rohmer, Sibony, Le féminin; Kierkegaard, Diary of a Seducer; Laclos,
Liaisons Dangereuses; and Roustang, The Quadrille of Gender; Fréderic Monneyron, Séduire: I'lmaginaire de
la séduction de Don Giovanni a Mick Jagger, Paris: Presses Universitaires de France, 1997.

56. Tortajada, Rohimer; and Baudrillard, Seduction.
7.

57. Zizek, Parallax View, p. 347.
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I position myself and this research in the category of seduction as principle, one,
however, that requires a practice. The rationale for such a locus is related to the rules

of seduction | will now explore.

PRINCIPLE World

PRACTICE

Fig. 5: Seduction as principle, phenomenon, process, practice.

THE RULES OF SEDUCTION

The definition of seduction is complex, as this is something that applies to many
fields of study, from eriminology to marketing, from philosophy to popular
psychology, and psychoanalysis. Yet, there are a number of constants in all the
literature - key texts, objects, and works of art - concerned with seduction. Even if
approaches and understandings may be different, all of the materials I consulted
observed an underlying set of ideas, hitherto not explicitly formulated as overarching
and governing. This is the case whether seduction is thought of as phenomenon,
process, practice or principle. Thus, I want to propose four rules of seduction, as

follows:
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First rule: seduction is pervasive

A lack of clear definition or boundary in the term makes seduction conflicted. The
prevailing contradiction, however, is not this, but its pervasiveness, its omnipresence.
Thus, this first rule accounts for the fact that, as Baudrillard warns, seduction will
seduce everything. Cunningly, fiercely in its challenging nature, it resists efforts at
systematisation whatever the approach. Seduction is eternal and its mastery,
impossible.”™ Baudrillard’s answer to seduction’s power is reflected in the writing

style used in his study:

We would say that Baudrillard’s writing embodies this
disorder, does not try to master it or comment upon it but is
subject to it, an effect of it. In speaking of the fundamental
seduction of the world, it too wants to be seduced. It is to know
that, insofar as what he is speaking of is true, he cannot say
what it is, cannot directly imitate it. It is only by driving the
inner logic of his writing to its furthest point, by it imitating
nothing but itself, that he might somehow capture it, that this
seduction might come about in writing or this writing be shown
to be an effect of seduction.™

Instead of examining the principle, he lets himself be seduced by it, making its
workings visible through the practice of writing. Or perhaps he is seducing us,
demonstrating it, like an effective master — and putting into practice the second rule
of seduction. In any case, Baudrillard’s text is written from within seduction and is
only about it insofar as it is in it, inside the seductive relation, with the shortcomings

6o

that such a short critical distance may have.

This, of course, presents the researcher with a considerable obstacle: the inevitability
that everything falls under the spell of seduction, including attempts to examine it.
My research is in agreement with Baudrillard and takes seduction as a ruling
principle, particularly in capitalist societies. Yet, within that principle, there are
practitioners, which can be observed. Through studying the manifestation and
actions of the seducer, the most active part of the dyad, something about the general
philosophical ground of seduction might be apprehended and a model for it can be

devised in order to gain a better understanding of its operation. The approach to the

58. Baudrillard, Festasy, p. 74.
59. Butler, Seduction, p. 1o1.

60. Critical distance in relation to writing is discussed by Jane Rendell in ‘Site-Writing’, in Sharon
Kivland, Jaspar Joseph-Lester and Emma Cocker (eds), 7ransmission: Speaking and Listening, vol. 4,
Sheffield: Site Gallery, 2005, pp. 169-176.
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practice, however, has to be left open, at least in this case, as it is precisely the
practice that will lead the investigation. Through it - rather than through the
phenomenon or process, for example, which focus more on mechanies — the

psychodynamic elements will be made manifest.

Second rule: seduction is seductive

The second rule illustrates the fact that, in order to seduce, one has to be seduced
first. In his study of Giacomo Casanova’s memoirs, Francois Roustang clearly
articulates this principle when narrating the vicissitudes of the Italian libertine. Every
love encounter Casanova has starts with words related to a fall, an incontrollable
sidetracking of his thoughts and his path against his will. He is the seducer, but he is
also seduced by the same object he intends to lead astray. He then transforms this
into strategic thinking aimed at obtaining the objcct.(i' Baudrillard corroborates
Roustang’s analysis by blurring the boundaries that separate seducer and seducee:
‘the illusion that leads from the one to the other is subtle. Is it to seduce, or to be
seduced, that is seductive? But to be seduced is the best way to seduce’.” Moreover,
he asserts that seduction always carries a narcissistic element with it; ‘it is always a
matter of self-seduction’.”” He refers to the myth of Narcissus and his reflection,
which he calls ‘the superficial abyss of appearances’, and which engulfs him. This
abyss has no profundity; it contains a secret — its lack of profundity - and instead of
being a reflection, it is a deception, a broken promise. Death, for Baudrillard, is the
ultimate seduction."

The reversibility of seduction in all its weakness and ambiguity is, paradoxically, also
its power: “To seduce is to appear weak. To seduce is to render weak. [...] In
seduction we enact this weakness, and this is what gives seduction its strength’.”
Butler, in his study of Baudrillard’s analysis of Seoren Kierkegaard’s Diary of a

Seducer,” further explains this reversibility:

61. Roustang, The Quadrille of Gender. Although present throughout the narrative, this rule is at its most
vivid in Casanova’s account of his meeting with the castrato Bellino (pp. 54-63).

62. Baudrillard, Seduction, p. 81.
63. Baudrillard, Seduction, p. 68.

4. Baudrillard, Seduction, p. 6.

D D

5. Baudrillard, Seduction, p. 83.

66. Diary of a Seducer is a collection of reflections and letters, which Kierkegaard first published in
Either/Or. It narrates the encounter between Johannes — the owner of the diary — and Cordelia. Johannes
sets himself the challenge of seducing Cordelia — which he does twice — a challenge he likens to a test or
a trial and to which he applies himself methodically, learning all he can about her before meeting her.
When finally the two meet, Johannes is distant, does not show interest in her but creates an enigmatic

[Footnote continues)
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The ‘perfection’ of his [Johannes’s| crime lies in the fact that
she [Cordelial can never be sure it happened, cannot be certain
whether it was he who robbed her of her self-identity or
unconsciousness or whether it is this pre-existing loss which is
merely reflected in him. It is this doubling without evidence
that is the real seduction.”

Cordelia does not know whether she is the seducer or the one seduced. In fact, she is
not even certain that seduction even happened, as she got herself engaged to

Johannes and broke off the engagement entirely of her free will. It is this reversibility
in their roles, this dual game, this blurring of boundaries between her and Johannes,

which represents the kernel of their story.

This second rule is one that has a special impact for the practitioner, as | will show in
the next chapters. Understanding the principle of reversibility is what will make
seduction an active practice, avoiding the role of victim that Cordelia adopted. Being
engaged in specific forms of art and writing, and also analysis - as analysand — will
enable me to find a position from which this reversibility, this changing of positions,

1s fTuid.

Third rule: only objects seduce

This principle comes from Baudrillard, who, in Fatal Strategies writes: ‘only the
subject desires; only the object seduces’.”® For him seduction and desire are
intimately interrelated. His statement also allows me to further qualify the

diagrammes in figure six:

Desires
OBJECT ——{ SUBJECT
>
Seduces
Seducer Seducee

persona around him, which Cordelia surrenders to. There are two main acts in this story. In the first,
Johannes attracts Cordelia and builds her confidence by showing her ‘all the powers of love, its uneasy
thoughts, its passion’ (p. 136). To even further the deception, Johannes finds an inadequate suitor,
Edvard, whom he befriends and advises in his courtship. Cordelia, already seduced by Johannes, can
only think about him and, eventually, he asks her to become engaged to him. When Cordelia’s
confidence in her feminine power reaches its height, Johannes withdraws and the second seduction, the
fatal one, takes place: Johannes leads her to break their engagement — the only way out for Cordelia —
and to her shame. She gave herself to Johannes and then broke her engagement entirely of her free will,
although misguided, of course.

67. Butler, Seduction, p. no.

68. Baudrillard, Fatal Strategies, p. 1.
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Fig. 6: Seducing object and desiring subject graph.

The seducer is an object — as I will also show in the discussion on French
psychoanalyst Jacques Lacan’s objet petit a — whether this is by nature or through a
process of objectification of a subject, or an aspect of a subject. Therefore, it is also
possible to state that what the subject desires is an object, the object of desire — objet
petit a. The relation of seduction is, therefore, subject/object, rather than
subject/subject. It is one of the few points in which Baudrillard and Lacan agree. This
may seem rather unclear, given that Lacan also explained that the seducer only

desires an object within a structure of perversion. He writes:

There is a high correlation between many perversions and
the subjects who are sent for criminological examinations,
but this correlation can only be evaluated psychoanalytically
as a function of fixation on an object, developmental

stagnation, the impact of ego structure, and neurotic
Gg

repressions in each individual case.
This refers, as I will show below, to seduction as part of a scale, where it is located at
the tipping point between pathological and non-pathological behaviour. The
psychopathological structures Lacan develops from Sigmund Freud (psychosis,
neurosis and perversion) have a clinical dimension and are treatable conditions, but
they are also wider structures of personality. As such, seduction is most closely
located within perversion — although the position of the hysteric (neurosis) also
applies, as I will show from chapter two onwards. Thus, in a structure of perversion,
the subject desires an object. Moreover, the subject desires to be an object for the

other.

In The Metastases of Enjoyment, Slavoj Zizek writes of love, the point at which the

object of seduction becomes a subject:

The object of love changes into the subject the moment it
answers the call of love. And it is only by way of this reversal
that a genuine love emerges: I am truly in love not when | am

69. ‘A Theoretical Introduction to the Functions of Psychoanalysis in Criminology’, in FEerits. The First
Complete Edition in English (ﬁcri[s [1966]), tr. by Bruce Fink, New York, London: W.W. Norton, 2006, pp.
102-122, p. 121. In parallel, Baudrillard writes: “Worse: perhaps the subject will see itself one day seduced
by its object (which is quite natural), and it will become once more the prey of appearance — which is by
far the best thing that can happen to it, to it and to science’. Baudrillard, Fatal Strategies, p. 83.

o
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simply fascinated by the agalma in the other, but when 1
experience the other, the object of love, as frail and lost, as
lacking ‘it’, and my love none the less survives this loss.”

He opposes love to a fascination by the agalma, a term that illustrates Fig. 6,
particularly the side of the object. Agalma is a term borrowed from Plato. It
designates the precious object Alciabiades believed to be hidden in Socrates’s body,
in the other.”" It is never clear whether the object is actually there or if it even exists.
Nonetheless, it stirs Alcibiades” desire. Alcibiades, therefore, takes the place of the
desiring subject, with the agalma as the seducing object. Agalma is a precursor of
objet petit a, the object cause of desire. If we take this rule and place it in relation to
the second one, the reversible positions between seducer and seducee, it is possible
to argue that this reversibility also takes place between subject and object. Thus, in a
seductive encounter, positions between subject/object, and seducer/seducee, are fluid
and changing. Cordelia and Johannes’ story is a good example of this, as is my
experience with Duchamp’s last work, where the image of myself looking at it
converted me into the object of Erant donnés’ gaze. In this way, and like the second
rule, the fact that only objects seduce has consequences for the practice of art, as |

will show.

Fourth rule: the choice of an object of seduction depends on the individual subject

Seduction is a principle. Still, the choice of a seductive object is not general.
Although all objects possess the possibility of seducing, there is not one object of
seduction, or a type, for everyone - though for some, the clinical pervert for example,
it will always be the same object or the same type. The choice of object or - to relate
it to the third principle of seduction — what the subject desires, depends on the

subject. Victor Burgin relates this to pleasure in art:

That is another part of the specificity of art practice,
historically - pleasure is part of it. In a psychoanalytic
context, there are as many pleasures as there are individuals.
As we know, pain can be pleasurable. Difficulty itself can be
a form of seduction.”

0. Slavoj Zizek, The Metastases of Enjoyment: Six Essays on Women and Causality, L.ondon: Verso, 2005, p.
104.

71. Jacques Lacan, Le séminaire de Jacques Lacan, livre VIII: Le transfert, Paris: Seuil, 2001.

72. Victor Burgin, ‘Victor Burgin 02.02.05, in Sharon Kivland, Jaspar Joseph-Lester and Emma Cocker
(eds), Transmission: Speaking and Listening, vol. 4, Sheffield: Site Gallery, 2005, pp. 106-115, p. n3.



CHAPTER ONE: THE SEDUCTION OF OBJECTS AND ITS PROBLEMS

This rule is the reason why, in Diary of a Seducer, Johannes has to research what
Cordelia likes and what she does not, her genealogy and history, how she spends her

days, what she is good at, her weaknesses, and even her wardrobe.

NOT SEDUCTION

Seduction is one distinct element in a scale that goes from states of attraction and
fascination to the more pathological ones of addiction and fetishism — a perversion.
The scale, shown in Fig. 7, presents two thresholds: active/passive and
pathological/non-pathological. Love, for example, sits in between the active/passive
threshold, as some of its forms (for example, platonic love) can be considered passive,
whereas most of it will involve some kind of activity. This relates to the discussion on
love and seduction carried out by Baudrillard and Zizek. Seduction also lies in this
threshold, as well as in the one between non-pathological and pathological

manifestations.

While the definition of seduction I adopt is not inherently pathological - this mostly
depends on context, and is not absolute - the incorporation of words such as ‘misled’
and ‘misguided’ alludes to the fact that, sometimes, seduction could take the seducee
on a journey from a positive state — of elation, for example - to a negative one - say, of
dishonour. The pathological aspects | am briefly discussing here have many
dimensions, from social, legal, ethical (as it is related to free will), political (in
particular Marxist) to consumer ethics. I do not intend to go in depth into these - for
this would be a different research project — and my aim is just to problematise aspects
of the definition of seduction that relate to morality and sexuality. For these, the
pathological aspect is paramount. I refer to pathology as the study of illness, mental
distress and abnormal, maladaptive behaviour. In relation to the scale of seduction
the term pathological shows the exhibition of a ‘quality or trait to a degree considered
extreme or psychologically unhealthy; (of a quality) possessed or manifested to such a

. . . .3
degree; a person with a mental disorder or a pathological compulsion’.”

73. OED Online, Oxford English Dictionary: Pathological, adj. and n., draft revision: June 2005, available
from <http://dictionary.oed.com> [accessed 02.12.07].
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Fig. 7: The scale of seduction.

These pathological and, sometimes, criminal elements of seduction are evident, for
example, in the vignettes discussed above (from Sinatra to the 1770 Act and Diary of a
Seducer), and in literary narratives such as Choderlos de Laclos’s Les Liaisons
Dangereuses, which is one of the best examples of pathological seduction.” This
epistolary novel tells the story of two parallel seductions where the rules, in particular
its reversible aspect, are evident. First, the Vicomte de Valmont wants to seduce
Madame de Tourvel, who is already married. Her innocent prudishness becomes an

obsession for him, unbeknown to her. Second, the Marquise the Merteuil wants to

74. Laclos, Liaisons Dangereuses.
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seduce Cécile Volanges, corrupting her virtuous character, as she is to marry one of
her former lovers. The Marquise de Merteuil and Valmont team up through a bet in
which the Marquise promises to spend the night with Valmont if he brings to her
written proof of his seduction of Madame de Tourvel. As a favour to the Marquise,
Valmont seduces Cécile — who has also, incidentally fallen in love with her music
teacher, Danceny — and also succeeds with Madame de Tourvel, whereas the
Marquise takes Danceny, Cécile’s beloved, as her lover. Seduction, in its reversibility,
however, plays a trick on the two schemers: Valmont falls in love with Madame de
Tourvel. A jealous Marquise breaks the bet, which Valmont won, prompting him to
confess. Spitefully, he advises Danceny to go back to Cécile, abandoning the
Marquise. She retaliates by telling Danceny how Valmont seduced his lover, the
consequence of this being fatal for Valmont as he is killed in a duel. Before dying,
Valmont takes revenge on the Marquise by giving Danceny compromising letters,
forcing her to leave France and announcing a shameful illness she has contracted,
which leaves her face permanently scarred. The story thus ends with Valmont dead,
the Marquise ruined, Cécile back in the convent from where she came (her mother
learned of her being seduced), Danceny unable to have his love reciprocated, and
Madame de Tourvel ill with a fever provoked by the news of Valmont’s death. The
misleading and misguiding of this tale’s characters’ free will still makes them all
responsible for their fates. Their end is the result of the Marquise and Valmont’s
pathological seduction as seducers and seducees, in whose web the other three
characters find themselves.” In Les Liaisons Dangereuses the pathological aspect of

seduction can be taken literally as a behaviour that brings disease and death.

Seduction can also, in some cases, lead to states of addiction and fetishism, where the
object of seduction dominates the subject, making it dependant upon it. Fascination
and attraction, on the lower end of the scale, refer to one’s attention, interest and
liking being drawn towards something. In these two cases, however, promises are not
made and the free will of the receiver remains intact. Although one could rightly
argue that these states contain an element of activity, since attention is diverted, the

lower levels of engagement have prompted the threshold described in the

75. Gender in relation to seduction is also patent in the tale, and it is one of the most balanced accounts,
showing that both men and women can be seducers and victims, as opposed to other libertine novels,
for example Diderot’s The Indiscreet Jewels or the Marquis de Sade’s narratives, and even Kierkegaard’s
Diary of a Seducer. Denis Diderot, The Indiscreet Jewels (Les bijoux indiscrets [1748]), tr. by Sophie Hawkes,
in The Libertine Reader: Eroticism and Enlightenment in Eighteenth-Century France, ed. by Michel Feher,
New York: Zone Books, 1997, pp. 344-541; Marquis de Sade, Philosophy in the Boudoir (Philosophie dans le
boudoir [1795)), tr. by Joachim Neugroschel, London: Penguin, 2006.
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diagramme, as such a distinction may be useful to differentiate the term at the centre

of my text from others often confused with it.

What is common to these elements, what makes them belong to the same scale, is the
notion of interpellation, of being called out by an object.” Louis Althusser coined the
word interpellation in relation to ideology and how this changes individuals into
subjects by hailing them, calling out to them: ‘Hey, you there!” Interpellation involves
recognition, interaction, identification and identity formation, as the usual answer to
this hailing is “Yes, it really is me!””” In seduction, particularly, the object, in its
primordial quality of player of a principle, also interpellates the subject,
supplementing Althusser’s ‘Hey, you there!” with ‘Look at me! Take me! Make me

yours!’

I have also encountered confusion between the seductive object and the fetish object.
Although there may be situations in which these overlap (for example, where the
seductive object becomes a fetish object, in the progression in the scale of seduction),
these two qualities are distinct. There are two competing uses of the term ‘fetishism’:
one clinical and one related to political economy, as a quality inherent to
commodities.” This research is closer to Karl Marx’s notion of commodity fetishism
than Sigmund Freud’s clinical concept for the following three main reasons: first, it
is significantly connected to the third rule of seduction and to Baudrillard’s assertion
that seduction is something objects do. Secondly, Marx’s idea is primordial, essential
and operates as a principle in commodities and in the capitalist world in which this
study is immersed, in a similar way to seduction. Thirdly, commodity fetishism is
intimately related to the phenomenon of commodification, as process undergone by

certain areas of social interaction, including art. For now, I will address Marx’s

76. Apart from in love, as Zizek discussed, where the subject is not interpellated by an object, but by
another subject, which is why the arrow is diverted to a different path in my graph.

77. Louis Althusser, /deology and Ideological State Apparatuses (Notes towards an Investigation), 2007 [1970],
tr. by Ben Brewster, available from:
<http://www.marxists.org/reference/archive/althusser/igyo/ideology.htm> |accessed 02.12.07].

o J/ ) L /

78. I have simplified the meanings and uses of the term fetish here for clarity purposes. In his study of
the fetish in architecture, Mark Wigley offers a very good genealogy of the term, ‘coined at the
intersection of discourses rather than within them’. For him, the term is critical, as it questions the
status of the object and, by extension, of discourse. It translates between radically different systems, but
does not inhabit them. Both Freud and Marx’s conception of the fetish would fit this description, the
systems being reality and psychie space, cultural systems or systems of production. Baudrillard also
thought about the fetish (mainly in For a Critique of the Political Economy of the Sign) and his account is
summarized and examined by Wigley. Mark Wigley, ‘Theoretical Slippage: The Architecture of the
Fetish’, Fetish, The Princeton Architectural Journal, vol. 4, New York: Princeton Architectural Press, pp.
88-129, p. 88.
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definition, discussing it in relation Freud’s term, but relegating this to the
background in order to show the enigmatic qualities of objects and how all objects

can become objects of seduction and, by extension, fetishes.

Before Krafft-Ebbing’s conceptualisation of the term in relation to sexuality, a fetish
was an inanimate object of worship, as those found, in the eighteenth-century, in
primitive religions.”” This etymology allows to understand why and how Marx
adopted the term commodity fetishism in his discussion of capitalist societies.® Marx
titled his fourth section of the first volume of Capital, “The Fetishism of the
Commodity and its Secret’. In that section, he coined the term commodity fetishism,
arguably one of his major contributions to the field of political economy, which
signals the complicated relation between objects and people. Marx opens with a
definition of commodity: ‘[it] is, first of all, an external object, a thing which through

. .. . . . 8
its qualities satisfies human needs of whatever kind’.” However, he also warns that ‘a

79. Dylan Evans, An Iniroductory Dictionary of Lacanian Psychoanalysis, London: Routledge, 1996, p. 63.
Since Krafft-Ebbing’s adoption of the term in a clinical setting, fetishism is a deviation, a perversion that
occurs when sexual excitement is dependent on a particular object, usually inanimate — a shoe, a special
shine on the nose. This object acts as a symbolic substitute, in contrast to the phobic object, an
imaginary substitute. These two terms — symbolic and imaginary - take us to Lacan whose theorising,
from 1953 onwards, turns around a classification system known as the ‘three orders’: the Real, the
Imaginary and the Symbolic (Evans, /ntroductory Dictionary, pp. 133-134; see also Alan Sheridan’s
glossary at the end of his translation of Jacques Lacan, The Seminar of Jacques Lacan, Book XI: The Four
Fundamental Concepts of Psychoanalysis (Le séminaire de Jacques Lacan, livre XI: Les quatre concepts
Jondamentaux de la psychanalyse [1973]), ed. by Jacques-Alain Miller, tr. by Alan Sheridan, New York:
W.W. Norton, 1981). The most succinet explanation of how these registers operate can be found in Tizek.
In a game of chess, the Symbolic would be the rules of the game, the way the pieces are allowed to
move; the Imaginary would be represented by the pieces themselves (a knight instead of a messenger, for
example) whereas the Real would be the contingent circumstances affecting the game (Slavoj Zizek, How
to Read Lacan, London: Granta, 2006, pp. 8-¢). Although they interact and relate in various and complex
ways, these realms are distinct from Freud’s two classic triads: the Unconscious, Pre-conscious and
Conscious; and the Id, Ego and Super-Ego. Freud asserts that fetishism is an almost exclusively male
phenomenon as it relates to the horror of castration (Sigmund Freud, ‘Fetishism’ (Fetischismus [1927]),
The Standard Edition of the Complete Psychological Works of Sigmund Freud, under the general editorship of
James Strachey in collaboration with Anna Freud, assisted by Alix Strachey and Alan Tyson, 24 vols,
London: Vintage, 2001, vol. 21, pp. 147-158. Passim reference to the complete works of Sigmund Freud is
made through the abbreviation SE, followed by the volume number in Arabic numerals and the page
range, as is customary when referencing this author). Lacan, with his argument that the penis is a fetish
object substituting the phallus, readdressed this gender imbalance, establishing that, thus, fetishism can
be a female activity (Evans, /ntroductory Dictionary, pp. 63-64). This is important to my argument, as |
develop an essentially feminine position. Whereas a complete study of the term fetishism and its relation
to objects and subjectivity would constitute a separate study in its own right, its differentiation from the
seductive object and fetishism as a feminine perversion are of relevance to this research. I also take into
account psychoanalytic approaches to the study of fetishism and the gaze in relation to contemporary
cultural manifestations (see, for example, Henry Krips, Fetish. An Erotics of Culture, Ithaca, NY: Cornell
University Press, 1999).

8o. Karl Marx, Capital. Volume I (Das Kapital. Kritik der politischen Oekonomie, I. Bd. [1867)), tr. by Ben
Fowkes, London: Penguin, 1976.

81. Marx, Capital, p. 125.
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commodity appears at first sight an extremely obvious, trivial thing. But its analysis
brings out that it is a very strange thing, abounding in metaphysical subtleties and

82

theological niceties’.”” Commodities have two types of value associated with them:
use-value — what satisfies human need - and exchange-value - a quantitative measure
that converts a product into a commodity by relating it to other commodities.® Tt is
this latter value, an ideal and social one (that is, collective, as it applies to many
subjects) that appears to be natural to the object, and which contains the
‘metaphysical subtleties and theological niceties’ that make commodities

contradictory, riddle-like, obscure to interpretation.

Marx’s use of the term fetishism in his coining of commodity fetishism is radically
different to Freud’s conception, who understood it as ‘a psychological condition of a
subject, whose desire transforms the significance of particular objccts’.sl' Freud’s
conception also differs from Marx’s in that it has psychoanalytic individuality, that is,
it applies to one subject, rather than a collectivity. To understand Marx, we must
return to the definition of the fetish preceding Freud and even before the
Enlightenment, and to the understanding of commodity as value rather than a
physical object. For Marx, the fetish character of commodities is inherent to them
insofar as they are commodities. So, in commodity fetishism, commodities are not
fetishised by individual consumers — that may be termed, instead, consumer
fetishism.* Commodity fetishism is a product of the social relations of production
characteristic of capitalism. When we think of commodities, we think of their use-
value and their exchange-value, but the labour that goes on to producing them is not
instantly graspable within them. This is what Marx refers to when he writes of the

fetish character of commodities:

The commodity-form, and the value-relation of the products of
labour within which it appears, have absolutely no connection
with the physical nature of the commodity and the material
(dinglich| relations arising out of this. It is nothing but the
definite social relation between men themselves which assumes
here, for them, the fantastic form of a relation between t]’lings.%

82. Marx, Capital, p. 163.

83. Peter Osborne, How to Read Marx, London: Granta, 2005, pp. 12-14.
84. Osborne, How to Read Marx, p. 1.

85. Osborne, How to Read Marx, p. 1.

86. Marx, Capital, p. 165.
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Put simply (and simplifying a complex concept), Marx is saying that, in capitalist
societies, a commodity ‘stands on its head’, as social relations take the form of
relations between things, and material relations are established between pcr‘sons.87
According to Osborne, because commodity fetishism is an effect of something ‘purely
social’ (exchange value) hiding its social basis, it ‘performs an internal critique of
capitalism’s aspirations to be a rational social form”.%® Thus, Marx brings the term
‘fetishism’ back to its etymological roots in Portuguese — feitico — which relates to

charm and sorcery and also ‘artificial, skillfully contrived’.®

Commodities share some aspects with seduction, in particular their mysterious
character, which is one of their traits as described by Marx, and by Baudrillard in
relation to seduction.?”” Furthermore, Zizek points out that the most elementary
definition of seduction comes from Marx’s Capital: ‘they do not know it but they are
doing it’."" And even after Zizek re-works Marx’s formulation to adopt Peter
Sloterdijk’s — ‘they know very well what they are doing, but still they are doing it” "
one could argue, based on the above, that seduction, and by extension desire, is the
ideological principle of capitalism, a thesis supported by, among others, José Antonio

Marina in his study of the ontology of contemporary desire.”

The definition of commodity adopted by Marx, together with the rapid development
> . . A . . » ey .

of capitalism,” led to the conceptualisation of commodification, a term used to

explain the ‘transformation of relationships, formerly untainted by commerce, into

commercial relationships, relationships of exchange, of buying and selling’.?”

87. Marx, Capital, pp. 163-166.
88. Osborne, How to Read Marx, pp.1g-—20.

89. Thomas Albert Sebeok, ‘Fetish signs’, in Signs: An Introduction to Semiotics, second edition, Toronto:
Toronto University Press, 2001, pp. 115-126, p. 113. There is here, of course, also a relation to colonialism
which could be explored but which, due to the boundaries of this study, will here remain unexamined.

go. Baudrillard, Seduction, pp. 79-85.
or. Slavoj Zizek, The Sublime Object of Ideology, London: Verso, 1989, p. 28.
02. Zizek, Sublime Object of Ideology, p. 9.

93. José Antonio Marina, Las Arquitecturas del Deseo: Una Investigacion Sobre los Placeres del Espiritu [The
Architectures of Desire: An Investigation of the Pleasures of the Soul], Barcelona: Anagrama, 2007, pp.
18 and 3o.

94. See, for example, Todd McGowan, The End of Dissatisfaction? Jacques Lacan and the Emerging Society
of Enjoyment, Albany: SUNY Press, 2004. Enjoyment and dissatisfaction, or rather, disenchantment, will
return in the conclusion to this research.

95. Brian Basgen and Andy Blunden (eds), £Zncyclopedia of Marxism Glossary of Terms: Commodification,
2004, available from: <http://www.marxists.org/glossary/terms/c/o.htm> [accessed 03.12.07].
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Although this term was first coined in 1977, its processes and social implications are
already criticised by Marx and Engels through their concepts of commodity fetishism
— discussed above — and alienation, and in 7he Communist Manifesto: “The bourgeoisie
has stripped of its halo every occupation hitherto honoured and looked up to with
reverent awe. It has converted the physician, the lawyer, the priest, the poet, the man
of science, into its paid wage labourers’.?* Commodification gives economic value to
things not previously thought of in those terms, converting them into tradeable
commodities.?”” This includes, for example ideas (their tradeable status expressed
through intellectual property and copyright laws), identities, sports (through their
professionalization), education and health systems (though their privatisation) and, of
course, art (through its C()rmncr‘cialisation),98 The commercialisation of art and its
impact in the practice of artistic creation has sprung a heated debate, largely still
unresolved,” arguing the function of culture and, by extension art, in the capitalist

world.

ART, FEMININITY AND PSYCHOANALYSIS

The central idea to the ‘commerce-and-culture’ debate postulates that commerce and
culture are becoming increasingly inseparable and harder to tell apart. Nigel Whitely
argues that the most interesting culture arises from commercial opportunities
(advertising, creative commercials and popular culture) suggesting that the role
traditionally fulfilled by high art is now satisfied by some manifestations of
commerce."” He sees the origins of the commerce-and-culture debate in the cultural
and socio-economic changes that started taking place with the arrival of Pop Art -
and are associated with postmodernism. In the 196os, the life-style approach to
culture, where contemplation and critical attitude are traditionally part of high

culture, gives way to images understood as commodities that can be consumed."”

96. Karl Marx and Friedrich Engels, 7he Communist Manifesto (Manifest der Kommunistischen Partei [1848]),
tr. by Samuel Moore, London: Penguin Books, 2004, p. 6.

97. For works of art that talk overtly about this process, see the collaborative works of Neil Cummings
and Marysia Lewandowska, Chance Projects (1995-2008), available from <http://www.chanceprojects.com/>
laccessed 30.07.10].

08. Basgen and Blunden, Commodification.

99. See, for example, Julian Stallabrass, Art Incorporated, Oxford: Oxford University Press, 2004.

100. Nigel Whitely, ‘High Art and the High Street. The “Commerce-and-Culture” Debate’, in Russell
Keat, Nigel Whitely and Nicholas Abercrombie (eds), The Authority of the Consumer, London: Routledge,
1994, pp- 119-137.

1o1. The genealogy in this argument, however, is debatable, as this phenomenon is not exclusive to

postmodern culture: one might also see this in Dutch genre paintings of the seventeenth-century, for
example.
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Whitely, of course, contends this through stating that first, the commerce-and-
culture debate sees culture as a form of legitimisation and homogenisation, where
there is no difference between being consumer or spectator; second, that design has
displaced the type of engagement of high culture but cannot replace it; and third,
that culture, through a distancing mechanism, offers some generalisations on the
condition of society. He makes the case for high culture through highlighting the two
main roles that culture plays in society: that the aesthetic realm, where culture is
placed and whose main function is contemplation, offers a distinct and unique type
of engagement, even if not wholly disinterested; and that high culture plays a crucial
role in providing critical discourse, especially in the case of two tendencies developed

in the 196os: de-materialised art and politicised culture.

The ‘commerce-and-culture’ debate discusses the different functions of art and
design and their relation to capitalism. With the rise of semiological approaches that
help de-mythologise the artefacts of high culture, the impact is reversed for design

P ) 8 ’ g

102

objects, which acquire the status of art."” This, argues Whitely, changes the approach
of spectators from a critical, contemplative, reflective and relatively disinterested one
to a ‘knowing” one, which does not necessarily provide the viewer with an insight into
society’s condition and ideology.”” The primary function in design (function and
value for money) is overruled by its tertiary function (status and possession value).
Culture, on the other hand, is seen as entertainment. Levelling culture down to the
values of commerce results in a dangerous loss of the aesthetic realm and critical
discourse. The authority of culture moves away from producers or the value of the
work of art to the consumer; from learning, judgement, and discrimination to
personal choice. Whitely concludes his analysis with a defense of high culture: far
from being elitist and intolerant, he says, high culture provides a sense of otherness
from the consuming experience, promoting reflection, understanding and criticality.
This position is crucial in relation to seduction, as my aim is to show this shift from

personal choice to critical reflection.

102. As I discussed in ‘Juicy Salif’.

103. Whitely, High Art and the High Street, pp. 132-133. Although some of these characteristics — critical,
contemplative, reflective and disinterested — may appear to be knowing in the epistemological sense,
Whitely refers to ‘knowing’ (with inverted comas) as aware of cultural capital. He refers to these
‘knowing’ viewers as ‘sophisticated but it is at the level of distracting (and often engaging) activity with
little significance or generalizable criticality. [...] (A)uthority is supposed to have moved away from
producers, or even an awareness of the intended values of the artwork, and now appears to reside with
the consumers. And so authority is little more than liking or disliking, of being entertained. 1t is less a
matter of learning, experience, judgement and discrimination, and more a matter of the “personal
choice” of the consumer’ (p. 132, 134-135).
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Changing the focus from more general culture to the specificities of contemporary
arl, recent advances in this debate see Julian Stallabrass disproving the common
conception that contemporary art lies in a zone of freedom of expression and of
p p A
) . » . . A . . .
market forces by destroying some of the myths surrounding it."” Placing it in the
context of neoliberalist economies and globalised markets, he looks at links between

105

art, politics, and economy since 193q.

Trying to invalidate the idea of art’s autonomy, he looks closely at its tense
association with the market - through the impact of corporate and state sponsorship
and a rise in auction houses’ interest in contemporary art — the professionalisation of
the artists through the university, where an elite discourse, often in contradiction
with state and business objectives, is created, and the museum — an institution that
has entered global competition and therefore expansion, branding and corporate
relations. He also discusses the rise of global biennials, the political implications of
such contexts and their impact on artists’ works. He explores art’s relation to
commodity, mass culture, and fashion, arguing that what allows art to compete with
mass culture’s own powerful imagery is its self-referential discourse both in words
and works, and the creation of spectacular pieces artificially limited in production
(videos and photographs, for example) that are combined with a watered-down
conceptualism. Stallabrass claims that in order for art to remain distinet from mass
culture, it needs to hide its links with the market and the current neoliberalist

economy — a consequence of capitalism.

He challenges art’s fundamental ‘unknowable’ condition by looking at two main
discourses that conceal its uniformity: academic writing, dominated by archaic
models; and art eriticism, which promote an all-round positive view of the eclectic
and diverse contemporary art world. He puts forward the argument that views about
art are beginning to change by looking at two recent accounts: Nicolas Bourriaud’s

106

Relational Aesthetics, a study on the use of social interaction as an aesthetic medium,

and Paul Virilio’s Art and Fear,"” an analysis of the ethics of contemporary art

104. Stallabrass, Art Incorporated.
105. Parallel to this runs Charlie Gere’s argument that art is the new religion. See Charlie Gere and

Michael Corris, Non-relational Aesthetics, London: Artwords Press, 2008.

106. Nicolas Bourriaud, Relational Aesthetics (Fsthétique relationnelle [1998]), tr. by Simon Pleasance and
Fronza Woods, Dijon: Presses du Réel, 2002.

107. Paul Virilio, Art and Fear (La Procédure silence [2000]), tr. by Julie Rose, London: Continuum, 2006.
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(including genetic manipulation) and its use for instrumental purposes. Stallabrass
analyses tensions in contemporary art by separating them into three categories: use of
arl’s uselessness; the wide but exclusive appeal of its elitism; and conflicts between
arl’s new modes of making and its relation to production. He concludes by describing
four strategies art and artists could adopt to exploit these tensions and escape from
capital’s servitude: iconoclasm; political activism; the exploitation of technological
means to side step the system (for example, internet art); and the production of works

with explicit use.

As seen in the two ten-year apart debates described above, the commerce-and-
culture debate produces tensions between what art’s function may be and its place in
(or out of) the capitalist system of production. The commodification process has
implications for the study of seduction in art, as hailing techniques, similar to those
employed in the marketing and advertising of products are more or less overtly
present in art and its machinery (museum advertising, private view events,
educational programmes in galleries, etc.). Thus, the study of these processes is
essential to ground the present project in a contingent and contemporary context in

which art practices take place.

If the position of this project in relation to seduction is to consider it as a practice in
a principle, studying seduction itself may be problematic, if not impossible
(remember the first rule). Yet, one may identify and study seductive objects (and,
also, seductive works of art). Through summoning seduction, practice redefines our
relation to it, as seducers, or seducees. Baudrillard offers many examples of this in his
study, mainly from the fields of music and literature. 8 Butler argues that it can be
concluded, from an analysis of these examples, that music and literature are
‘themselves seductive’.'? If we also consider Baudrillard’s later interest in artists such
as Sophie Calle and his attempts to relate her work to themes developed in Seduction,
one may argue that visual arts can be added to the category of things seductive in

themselves.

Seduction may be a universal principle. Objects of seduction, however, are not
universal even though there are some instances where certain objects, like the iPod

or the Mona Lisa, for example, are a wide success in relation to the promises made by

108. Baudrillard, Seduction.

109. Baudrillard, Fﬂra/Sn'afegies, p. 107.
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O

its marketing strategies. There is a sexual asymmetry when it comes to seduction”
and generally, those who identify themselves as men do not like the same things as
those who identify themselves as women. The same applies to the choice of object in
relation to gender. Given its subjective (but not personal) approach, this project is
specifically grounded in relation to feminine seduction and assumes a heterosexual
dimension." My argument sides itself with Michael Biggs™ discussion around
subjective approaches in art and design doctorates, which, in his view, are not only
legitimate, but appropriate."” Baudrillard dedicated the first of his three sections on
seduction to the argument that it is essentially feminine, which is not to say female."

. . . . » A
He also acknowledges that this is a relation in need of further study.™

Given this, it may be unclear why this study will be adopting Lacanian psychoanalysis
— coupled with some aspects of object relations, photographic theory and art criticism
— as its intellectual territory, especially as Lacan’s approach has often been seen as

problematic in relation to femininity."
First, I have given consideration to Lacanian theorists and practitioners working on
femininity, specifically the works of Parveen Adams, Joan Copjec, Dianne Hunter,

Sharon Kivland, Mignon Nixon, Kaja Silverman and Colette Soler.

Secondly, psychoanalysis is a relational clinical practice. This has resulted in

no. Darian Leader, Why Do Women Write More Letters Than They Post?, Llondon: Faber, 1996.

1. The feminine and heterosexual dimensions particular to this project are not the only ones, and the
choices made are contingent with the researcher and the subjective approach taken. This problematic,
although I address it in the text, manifests itself in various ways, one of which is the recurrent and
unconscious gendering of the ring in chapter three as ‘he’. While care has been taken to replace all of
the references with “it’, the recurrent slip of the keyboard is interesting and raises issues around
seduction, which form part of the gender question addressed in the conclusion as further research.
Sinatra’s arrest and the 1770 Act are also examples of this gendering in relation to the choice of an
object.

2. Michael Biggs, ‘On Method: the Problem of Objectivity’, in David Durling and Ken Friedman (eds),
Proceedings of the Conference Doctoral Education in Design: Foundations for the Future, 1.a Clusaz, France, 8-
12 July 2000, Stoke-on-Trent: Staffordshire University Press, 2000, pp. 209-214.

13. See the section entitled “The Ecliptic of Sex’. Baudrillard, Seduction, pp. 4-49.

14. Levin, Baudrillard, p. 33. Daniel Sibony specifically examines the relation between seduction and the
feminine, from a psychoanalytic point of view (see his work, mentioned above, Le féminin) and this study
will draw primarily on his work, Baudrillard’s and that of Jacques Lacan. Femininity will be adopted as a
position in relation to the choice of an object and the rapport established with it. The study will not be
concerned, however, with feminism or feminist strands in psychoanalysis, as this is not its intellectual
context. I will endeavour, nonetheless, to point out any theoretical issues related to feminism arising
from my subjective approach to art making and seduction.

5. See, for example, Monique David-Ménard, ‘Lacanians Against Lacan’, tr. by Brian Massumi, Socia/
Text, no. 6, Autumn 1982, pp. 86-111.
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methodological consequences for this project. Attention to this aspect of
psychoanalysis liberates this study from a merely interpretive analysis of seduction,
which may have ensued from theoretical models. Furthermore, through an
examination of the parallels between artistic and analytic practices, transference,"’
Lacan’s Four Discourses — in particular the Discourse of the Analyst — and his objet petit

a, I will argue, in chapter two, that psychoanalysis, like art, is a seductive practice."”

Thirdly, desire and lack are at the centre of the clinical practice of psychoanalysis. As
I will show, seduction and desire — in and through obyjet petit @ — are constituted in a
dialectical relationship that is key to the workings of seduction in the gallery space

and the consulting room.

Fourthly, psychoanalysis has thought extensively about the problem of the object
(see, for example, Melanie Klein, D. W. Winnicott, as well as Lacan and Freud)."
Thus psychoanalysis will help to examine the crossing between the

phenomenological thing, through the psychoanalytic object — objet petit a — to the

116. In the clinical setting, transference refers to the relationship between patient and analyst, as it
develops during treatment. In analysis, as something is transferred, from past to present, into the room
where the analysand finds herself and to the person of the analyst, situations are worked through not by
remembering, but by re-living and re-enacting them. Listen to Adam Phillips in Lisa Appignanesi,
Freudian Slips, 4: Fragment of an Analysis of a Case of Hysteria, [Radio Programme] BBC, first aired on
Thursday 17 March 2005 at 3.45pm, available from
<http://www.bbe.co.uk/radioj/science/freudianslips.shtml> [accessed 22.08.09]. Of course, transference
is evident in most relationships (friends, teaching situations, PhD supervision) but the context of
analysis, the privileged enclosure, the rules of engagement, and the analytic hour — the tool of analysis,
which allows unseen things to be made visible — heightens it (Susie Orbach in Lisa Appignanesi,
Freudian Slips). Transference has a transforming effect. If transference is love, as Freud asserted, that
love is first and foremost a love of knowledge (wissentrieb). Jacques Lacan, The Seminar of Jacques Lacan,
Book I: Freud’s Papers on Technique, 19531954 (Le séminaire I: Les écrits techniques de Freud [1975]), ed. by
Jacques-Alain Miller, tr. by John Forrester, New York: W.W. Norton, 19gt, p.10g; Freud, ‘Observations
on Transference-Love (Further Recommendations on the Technique of Psychoanalysis I11)’
(Bemerkungen iiber Die tibertragungsliebe [1g15]), SE 12, pp. 157-174; Evans, Introductory Dictionary, p. 212.

7. John Forrester, The Seductions of Psychoanalysis. Essays on Freud, Lacan and Derrida, Cambridge:
Cambridge University Press, 19go.

8. My approach to psychoanalysis falls in between two schools: Lacanian — promoting a return to
Freud’s texts — and Object Relations — placing emphasis on Freud’s drive theory and the importance of
early relationship formations. Whereas the intellectual territory of this research is firmly anchored
within Lacan’s writings, Object Relations will help me address some of the relational issues around
object and our choices. Object Relations places especial emphasis on childhood and child
psychoanalysis, which is why I do not go any further with it. Lacan, on the other hand, helps me to
bridge between anthropology and philosophy - through phenomenology - as his teaching was
influenced by Claude Lévi-Stauss and Maurice Merleau-Ponty, among others. Object Relations was
formed by British analysts and its main exponents include Melanie Klein, D. W. Winnicott and Wilfred
Bion. Lacan criticises the Object Relations approach to psychoanalytic treatment in Seminar 1. 7%e
Seminar of Jacques Lacan, Book 11: The Fgo in Freud’s Theory and in the Technigue of Psychoanalysis, 1954~
1955 (Le séminaire, livre I1: Le moi dans la théorie de Freud et dans la technique de la psychanalyse 19541955
[1978]), ed. by Jacques-Alain Miller, tr. by Sylvana Tomaselli, London: W. W. Norton, 1ggr.
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work of art, and the position of the object in the gallery space and the consulting
room. Chance encounters and the finding and re-finding of an object will be key to

my engagement with art through practice.

Lastly, seduction has a peculiar place in psychoanalysis. IFreud devised a theory he
called Neurotica, and which later came to be known as the seduction theory, a
misnomer." In his 1896 letters to his friend Wilhelm Fliess, Freud explains his
discovery of instances of childhood seduction in most of the hysteria and obsessional
neurosis cases he was treating, thus finding a possible causal link for the afflictions.”
On the 14 August 1897, however, he writes ‘I no longer believe in my neurotica’,
describing how he had understood that the seductions recounted by his patients were
fantasies.” This came to be known as the abandonment of the seduction theory. "™
Seduction, as a clinical term and as recounted by Freud, is, according to Baudrillard,
the ‘lost object’ of psychoanalysis “3 and it is believed that this rejection allowed the
practice of psychoanalysis, as we know it today, to emerge, as Jean Laplanche and

Jean-Bertrand Pontalis note:

It is traditional to look upon Freud’s dropping of the seduction
theory in 1897 as a decisive step in the foundation of psycho-
analytic theory, and in the bringing to the fore of such
conceptions as unconscious phantasy, psychical reality,

124

spontaneous infantile sexuality and so on.

1. Laplanche, Seduction and the Problem of the Other, p. 653; Freud and Masson, Complete Letters, Cathy
Caruth, An Interview with Jean Laplanche, 2oo1, available from <http://www3.iath.virginia.edu/pme/text-
only/issue.1o1/11.2caruth.txt> [accessed 28.01.07].

120. Freud, Letter 52, ‘Extracts from the Fliess Papers’ (in Aus den Anfingen der Psychoanalyse, ed. by
Marie Bonaparte, Anna Freud and Ernst Kris [1950]), SE 1, pp. 173-280, pp. 238-23¢. In Neurotica, Freud
‘specified the childhood erotic experiences which were precursors to the adult neurosis’. Doug Davis, ‘A
Theory for the gos: Freud’s Seduction Theory in Historical Context’, Psychoanalytic Review, 81(4), 1994,
pp- 627-640, p. 633.

121. Freud, Letter 6q, Fliess Papers, pp. 259-260.

122. Masson, Complete Letters. See also, Jeffrey Moussaieff Masson, The Assault on Truth: Freud’s
Suppression of the Seduction Theory, London, Boston: Faber and Faber, 1984.

123. Baudrillard, Seduction, p. 55.

124. Jean Laplanche and Jean Bertrand Pontalis, 7he Language of Psycho-Analysis (Vocabulaire de la
Psychanalyse [1967]), tr. by Donald Nicholson-Smith, London: The Hogarth Press and the Institute of
Psycho-Analysis, 1973, p. 361. How Freud’s rejection of the seduction theory allowed the development of
psychoanalytic practice is explained by Shirley Nelson Garner (‘Freud and Fliess: Homophobia and
Seduction’, in Seduction and Theory. Readings of Gender, Representation and Rhetoric, ed. by Dianne
Hunter, Urbana and Chicago: University of Illinois Press, pp. 86-109). There, she explains how the end
of the friendship between Freud and Wilhelm Fliess over a professional matter and, later on, the
seduction theory, also had an effect in the transference Freud felt with regards to this ears, nose and
throat doctor. Freud worked through the transference in his self-analysis, which in 1goo gave rise to the
publication of his major work “The Interpretation of Dreams’ (Die Traumdeutung [1gool), SE 4 and SE 5.
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The significance of Freud’s seduction theory in relation to his thoughts on trauma
and fantasy is very important to the development of my methodology and its
application. Despite the confusion of its definition and the pervasiveness overriding
any attempts to study it, a synthesis of the approaches to seduction taken by different
areas —and not least psychoanalysis - and a discussion of terms related, but distinct
from it, can help to shed some light on its workings. In order to study seduction as
exerted by certain works of art, focus has to be shifted from the principle itself, and

onto the examination of seductive practices.
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CHAPTER TWO

SCREEN AS METHOD

FINDING A METHODOLOGY TO STUDY SEDUCTION

Given the problems around definition and pervasiveness outlined in the previous
chapter, how am | - an artist, researcher, and would-be-doctor - to investigate
seduction? Studies on the topic are in no agreement about the kinds of activities one
could undertake to do so, making the search for an integrated methodology, finding
an off-the-shelf answer applicable to works of art, out of the question. The problem
has to be addressed with a certain amount of creative thinking, so perhaps | have
already answered my own question, in part at least. Being an artist offers an array of
methodologies one could use to investigate seduction (reflective journals,
representation or visualisation techniques, for example). Yet, on their own they
would not be able to surmount the obstacles | have found in other studies. My
starting point is, therefore, Claude Levi-Strauss’s bricoleur approach, integrating
different methods from a variety of fields of study. I initially considered a number of
possibilities ranging from purely theoretical ways of working, which would
perpetuate some of the troubles Baudrillard had encountered when writing his text,
to a phenomenological enquiry (particularly through the works of Edmund Husserl
and Maurice Mcrlcau-Ponty).""“ Aspects of the blind alleys through which seduction
took me (and which, of course, | followed) remain with me even in the submission of
the evidence here. In my journey, I encountered these blind paths in libraries, in the
street, and, above all, the studio. There were elements of recognition and self-
reflexivity in this process, as it is not dissimilar to the approach to work an artist has-

these elements will, in a few pages take a foremost position in the research.

There were also, however, a number of productive paths: I recognised the workings
of seduction in Sigmund Freud’s abandonment of his Neurotica, in what the texts told
me about transference and in Jacques Lacan’s outline of a theory of desire.
Psychoanalysis seemed suited to provide me with the evidence | needed to build my
case. The question was how. My early investigations into the nature of desire and of
the experience of desire (mainly in phenomenology) left me wondering if all I could
do was to study seduction from the safe distance of theoretical formulations. In books

and journals my object of study was slipping away more that ever. Seduction was not

125. See, for example, Dermot Moran, /niroduction 1o Phenomenology, London: Routledge, 2000, and
Maurice Merleau-Ponty, Phenomenology of Perception (Phénoménologie de la Perception [1945)), tr. by Paul
Kegan, London, New York: Routledge, 2002.
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CHAPTER TWO: SCREEN AS METHOD

going to come to me. For that matter, psychoanalysis was not going to materialise in
my studio either. It was then that three realisations, separate, but in hindsight
intimately related, managed to turn around the problem of a methodology to study

seduction.

FIRST REALISATION

The first realisation was that, when it came to psychoanalysis, reading IF'reud and
Lacan was like learning the Highway Code. For this research, which focuses on
phenomena, processes, experience and practice, I needed to find an equivalent to
driving the car. So from April 2005 to January 2008, | engaged in the practice of
analysis, as analysand.” Every Thursday, I would ring the doorbell of a house and
would be shown into the consulting room. It was decorated in dark green, with
puzzling prints on the wall, many books and journals and a closed laptop computer of
the same make and model as mine (and which had to do with my transference as it
instigated an instant affinity with my analyst, though the choice of object). I was only
allowed a five-second glimpse of these surroundings before I did what I had come to
do, lay down on the couch, while simultaneously I heard my analyst take his place in
his chair, outside of my field of vision. When ready, I would start talking and fifty
minutes later he would say: “That is all the time we have for today’. My analyst and 1
stopped seeing each other as time and money (the two most important constants in
the work of analysis)”” became difficult. He was the one who suggested ending it, or
at least taking a break, so I could make works of art. My analysis was complex and
really hard work; a good Freudian couch is never comfortable,” but it gave me much

material to formulate a methodology in relation to seduction.

Every week I took notes of my sessions, which 1 typed, like a good student, keeping

126. Shoshana Felman argues that, according to Lacan, psychoanalysis is, first and foremost, a practice, a
practical engagement of patient and analyst, the concrete process of an analysis. This comes before the
idea of psychoanalysis as a method, a technique or a theory. Shoshana Felman, Jacques Lacan and the
Adventure of Insight: Psychoanalysis in Contemporary Culture, Cambridge, MA.: Harvard University Press,
1987, p. 57. See also Bruce Fink, A Clinical Introduction 1o Lacanian Psychoanalysis: Theory and T(’(‘/Illlqll(’
Cambridge, MA.: Harvard University Press, 1999. Analysand is an equivalent term for patient. 1t
establishes a clear relation between doctor and patient, analyst and analysand, through the root of both
words.

127. See Freud, ‘On Beginning the Treatment (Further Recommendations on the Technique of Psycho-
Analysis 1) (Zur Einleitung Der Behandlung [1913]), SE 12, pp. 121-144.

128. Herbert Muschamp, “The Talk: Icons; Freudian Slipcovers’, The New York Times, 8 October 2006,
available from

<http://query.nytimes.com/gst/fullpage.html?res=g400E6Dg1630F 3BA35753CiAg609C8B63&sec=&spon
=&pagewanted=all> [accessed 05.02.09)].
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CHAPTER TWO: SCREEN AS METHOD

misspellings, wrong words, and inserting thoughts, interjections and images of the
works of art | talked about in the session. I indexed every entry with keywords, kept a
database of topics, hoping to find a pattern, something. I ended up with a text similar
to this one, of around 40,000 words. What could I do with it? I could use quotations
in my thesis but that may bring the experience back into the realm of theoretical
concerns, and my analysis had been, above all, a performative action, something
more akin to practice (artistic practice, I mean) than theory. My clinical diary became
a work, providing material for various manifestations. The work is a book based on
Sandor Ferenczi’s diary™ and the Enigma codebook. I designed the layout and the
typography, with occasional advice from experts. I could not let anyone read it. The
pages are skin pink and so is the main text colour. In order to read it, the viewer
would have to deface it, perhaps colouring the pages with a pencil so the printed
letters appear. After all, they are there, available; like the unconscious, they speak,
but not readily understandable. Keywords and section headings, printed in red ink,
are legible; that is all the reader needs to know about my unconscious. Why would
anyone want to know more? Without the details, it is evident what one will find there
— the Highway Code. I made images visible, and I included letters and invoices for my
sessions, marking money and time, getting into the routine of the sessions and the
process of exchange. These were the enigmatic traces of the intense engagement of

my analysis.

This journey helped me to understand how much of a seductive practice
psychoanalysis is — mainly due to transference — and allowed me to establish a
number of parallels between art and analysis. As practices, they are especially well
suited to each other; they are both realms in which questions and answers circulate.
There are a number of elements with equivalence in both. According to Vincent
Dachy, this analogy between art and analysis is one of the many that could be derived
from problematising and relating two threefold interactions: Art, with the artist, the
work, and the viewer; and psychoanalysis, with the analyst, speech and the

130

analysand.” Although one could also argue for dissimilar elements in both practices,

129. Sandor Ferenczi, The Clinical Diary of Sdndor Ferenczi (Journal Clinique (Janyier-Octobre 1932) [19gol),
ed. by Judith Dupont, tr. by Michael Balint and Nicola Zarday Jackson, Cambridge, MA.: Harvard
University Press, 1995. Reading Ferenczi’s diary inspired me to work with my text as it was written,
without editing it (although the text colour would perform a kind of editing, or erasing) and without
picking parts of it to create other work. Fereneczi’s writing, although edited, conserves a raw quality and a
contradiction — perhaps a consequence of working through — related to the practice of psychoanalysis.
This I found important to the integrity of my own clinical diary.

130. Vincent Dachy, ‘One or Two Things? A Few Remarks about Psychoanalysis and Art’, in Sharon
Kivland and Mare du Ry, /n the Place of an Object, Journal of the Centre for Freudian Analysis and Research,

[Footnote continues)
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CHAPTER TWO: SCREEN AS METHOD

looking at the similarities will enlighten the motivations behind my methodological

choice.

Art and analysis are practices, whose aim can be put in relation to the impossible,
which, in turn, relates to the Freudian 7%ing, the inaccessible object of desire, called
objet petit a by Jacques Lacan.™ This is, arguably, his major contribution to the field
of psychoanalytic practice and theory. Obyet petit a is a complex concept, in flux
throughout Lacan’s work. This algebraic formula, normally left untranslated, refers to
the little other (autre, in French), which in Lacanian theory relates to reflexivity,
identification and the Ego, as opposed to the big Other, the radical alterity of
language and the law. Obyjet petit a is the cause of desire: not the object to which is
desire is directed, but that which provokes desire.”™ It is unspecularizable, it resists
symbolisation and has no representation or alterity. Obyjet petit a evolves from earlier
formations such as Plato’s agalma, which I mentioned in chapter one. Desire is
paramount to Lacan’s thought: in its unconscious form, it is ‘at the heart of human
existence and [is] the central concern of psychoanalysis’;"”* objet petit a mobilises this
force. Paradoxically, the objet petit a is also the object of anxiety. It is a lack, a void,
around which the drives (to which I will return) circle. As such, obtaining it and
salisfying desire is impossible. Attempts, however, are made through partial objects,

which stand in for objet petit a.

Whereas the link between the impossible, objet petit a and psychoanalysis is made
evident in the consulting room (it is an active part in transference), the link to art may
seem more tenuous. Yel, art can also be put in relation to the impossibility of

reaching objet petit a. As Bice Benvenuto writes:

Art and psychoanalysis are practices of the impossible on the
path of initiation to the mystery, the beyond discourse. Their
search is for a pure language, ideally coinciding with the Thing

vol. 12, Special Issue 2000, pp. 1723, p. 18.

131. Lacan, Four Fundamental Concepts, pp. 65-119. Das Ding, The Thing, is a concept Freud separates
from that of object, stating that the Thing is a lost object. It is difficult to pinpoint where exactly Freud
discusses the term, as it appears throughout his work, first in his ‘Project for a Scientific Psychology’
(Enwwurf Einer Psychologie (1950 [1895]), SE 1, pp. 281-3¢97. Jacques Lacan, however, in his return to
Freud’s texts, studies the concept in Seminar VII. Jacques Lacan, The Seminar of Jacques Lacan Book VII:
The Ethics of Psychoanalysis 19591960 (Le séminaire, livre VII: 1. éthique de la psychanalyse [1986]), ed. by
Jacques-Alain Miller, tr. by Dennis Porter, London: Routledge, 1992, pp. 43—70.

132. Bruce Fink, ‘Object (a): Cause of Desire’, in The Lacanian Subject. Between Language and Jouissance,
Princeton, NJ.: Princeton University Press, 1995, pp. 83-97, p. 9.

133. Evans, /ntroductory Dictionary, p. 36.
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CHAPTER TWO: SCREEN AS METHOD

itself; not a familiar reflection of ourselves but a going towards
the most foreign and intimate land. And reaching it ... is
134

impossible.
It is precisely this fall between its unconscious aim — objet petit a — and reaching it that
is fundamental to the practice of art; in a similar way and as argued by Dany Nobus
and Malcolm Quinn, knowledge and its failure are constitutive of the practice of
psychoanalysis.” Darian Leader argues that art tries to represent what is impossible
to see because it was never there, while speaking about the effects of the system that
creates it: it has the same function as jokes. He illustrates this by discussing
Duchamp’s unwillingness to being pinned down by a signifier, a rejection of
language that leads him not to produce work that represents him. The fact that the
work will be inevitably tied down to the signifier once it is seen by viewers, creates
contradictions in the field of objects: works are often something and their opposite.'
The tripping and trapping inherent to seduction has much in common with this fall

on the path towards the impossible, as my next chapters will show.

There are a number of received ideas around these practices. The analyst does not
begin the session by inviting the analysand to talk about her mother, as one sees in
films; success does not always depend on the creative ‘genius’ of the artist as biopics
of modernist painters show. These received ideas are fuelled by a lexicon that
permeates our culture. From Picasso to Oedipus, art and psychoanalysis are
represented and discussed, even by those who do not engage in the encounters
proposed by these practices. As both deal with issues common to many viewers or
analysands, some of the work required will involve dismantling and challenging these
assumptions, contending with the analysand and the viewer’s resistance to enter into
the intersubjective transference offered. Received ideas are not new to seduction
either, as | showed in the previous chapter. It constantly has to contend with sexual

and moral matters that limit its full workings.

Both practices take place in specific contexts, the consulting room and the gallery

134. Bice Benvenuto, ‘The Impossible’, in Kivland and du Ry (eds), /n the Place of an Object, JCFAR, pp.
4559, p- 59.

135. Dany Nobus and Malcolm Quinn, Knowing Nothing, Staying Stupid. Flements for a Psychoanalytic
Epistemology, London: Routledge, 2005.

136. Darian Leader, Stealing the Mona Lisa: What Art Stops us from Seeing, Washington D.C.: Shoemaker
& Hoard, 2009.
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space, for cxan1p]c.'°’7 These contexts are often governed by institutional conventions.
In the case of the consulting room these include time and fee of the sessions, carpets,
cushions, chair, couch, prints, paintings, books, objects; in the gallery space, white
walls, ceiling light, a discreet desk, a fire hose ... Both Mignon Nixon and Brian
O’Doherty coincide in naming these particular settings the ‘frame’."™ These frames
provide the constants in which the process takes place."” According to Donald
Winnicott, this environmental provision, the arrangement of place, is a condition to
the work of analysis, essential to the unbinding that needs to be done.” The viewer
and the analysand are in the world of an other, since works of art and analysts will
not easily come to one’s home. These spaces, the gallery and the consulting room are,

0 142

in the words of the psychoanalyst Chris Oakley, ‘privileged enclosures

The issue of setting raises very interesting and complex points and I want to
acknowledge again here my assumption of the gallery as a ‘situation” of art, which is,
of course, reductive. There are other defining frames, more importantly the
discursive frame which houses the process and/or the object. In the absence of a
gallery this frame is made even more manifest. Likewise, in the absence of a chair
and a couch, what are the essential elements that make an analysis it, and not
something else? This is a rhetorical question in the context of this study, but an
interesting one for future research. Seduction is dependant on a context, but not on a

specific one; that is, the context will promote certain behaviour but seduction can

137. While the consulting room is usually the constant context in which analysis takes place — although I
have known some sessions to take the form of telephone conversations — the gallery space is one of the
many contexts in which an encounter with art may happen. Others may be fields, shop windows,
studios, private dwellings, books, almost everything and everywhere. Yet, I will use the gallery space for
argument’s sake, as it is a context most viewers will recognize as having specific rules of engagement, as |
describe. The gallery is, thus, to be understood as a contextual frame, which could, and often is,
something other than a gallery.

138. Brian O’Doherty, /nside the White Cube. The Ideology of the Gallery Space, Berkeley, CA. and London:
University of California Press, 1999.

139. Mignon Nixon, ‘On the Couch’, October 113, Summer 2005, pp. 3976, and Brian O’Doherty, White
Cube.

140. Nixon, Couch, p. 47.

141. D.W. Winnicott, Psychoanalytic Kxplorations, L.ondon: Karnac Books; Cambridge, MA.: Harvard
University Press, 1989. I am conscious that I am assuming that the gallery is the frame for art, and this is
not entirely accurate. The consulting room is a clearer case as it consists not of décor but of objects that
can be replicated anywhere and also, importantly, used for the practice. The opposite is true of a gallery;
there are rarely objects other than the art. Yet, what I am trying to point out is that in the specificity of
these places the encounters happen.

142. ‘[Wlhat is exemplified here is the privileged enclosure. At one level the analytic space, behind closed
doors, the locus of seduction, a place of the wildness of intimacy, for believe it or not, all this does exist,

which is not to say that it happens to all.” Chris Oakley, ‘A Disturbance of Memory on the Acropolis — A

Response’, in Kivland and du Ry (eds), /n the Place of an Object, JCFAR, pp. 141160, p. 149.
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CHAPTER TWO: SCREEN AS METHOD

take place almost in any context. This is why it is closer to the setting in which art
takes place than that of the analytic relation. Yet, the setting of seduction, the place
in which it can and does take place is essential to its working as is shown in the
stories of Casanova, Johannes and Valmont."® The seducer always takes the context,
the frame into account, be this a carriage, or the bedroom. There is no one specific
context for seduction, yet, the context is specific to the individual seduction, and the

encounter happens, in part, thanks to it.

These privileged enclosures are testimony to an enigmatic encounter, governed by
particular rules of engagement, conventions and quasi-ritualistic behaviour. In a
gallery, the distance between viewer and work is calculated, voices are lowered,
behaviour is socially controlled, walking happens at a certain pace."" In the
consulting room, the positional relation between analyst and analysand is precise,
rules about laying down on the couch and not looking at the analyst are observed,
talk outside of the couch is kept to a minimum, the analysand is free to ask, the
analyst is bound not to answer. However, within those conventions, there is also
space for almost anything to happen. One could, acting out one’s anxiety, get up in
the middle of analysis and look at the analyst in the eye; or, in a passage a lacte, just
leave. In a gallery, the light could turn itself on and off, as in Martin Creed’s Work No
227.% The whole space could be taken up by a nightmarish vision, as happens in
Mike Nelson’s complex installations.”® The couch and the physical or virtual floor
line of the gallery have an essential role in managing this engagement: they keep
analyst and anaysand, object and viewer apart,'” separate, disentangled; unless
otherwise required, of course. The manuals of the classic seducers or the newly
devised popular psychology texts are more or less explicit step-by-step guides of the

rules of engagement needed for each particular seductive encounter and sctting.'/'8

143. Casanova, History of My Life; Kierkegaard, Diary of a Seducer; Laclos, Liaisons Dangereuses.

144. My thinking of these parallels was very much inspired by Sharon Kivland’s Art and Psychoanalysis
seminars lectures at Sheffield Hallam University, which I attended between October 2005 and February
2006. In them, she made parallels between lovers, work and viewer, and analyst and patient.

145. Tate Britain, Turner Prize History. Artists: Martin Creed, 2003, available from
<http://www.tate.org.uk/britain/turnerprize/history/creed.htm> [accessed 11.02.07].

146. Rebecca Duclos, Mike Nelson: Triple Bluff Canyon, Museum of Modern Art, Oxford, 8 May4 July
2004, available from
<http://www.surrealismecentre.ac.uk/publications/papers/journal2/acrobat_files/duclos_review.pdf>
laccessed 11.02.07].

147. Nixon, Couch, p. 5o.

148. Particular rules of engagement pertain, also, to a politics of sexuation, to the relation between men
and women, and their own relation to loss and jouissance, the beyond desire. Although I want to
acknowledge and mention this, it falls outside my remit here; it is, as I explain in the conclusion, one of
my pointers for immediate future research. Yet, a good beginning for this can be found in Bruce Fink’s

[Footnote continues)
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In Darian Leader’s Stealing the Mona Lisa: What Art Stops Us From Seeing,"™ one finds
an example that illustrates another key characteristic shared by art and analysis: their
relation to distance and absence. This example further links art and analysis as
practices of the impossible. Exploring the theft of Leonardo’s Mona Lisa from the
Louvre, carried out by Vincenzo Peruggia in 1gim and the subsequent queues of
people wanting to look at the empty space left by the stolen painting, Leader explores
what art can give people, its relation to desire, and the visual seduction it represents.
He proposes that, rather than humans being image-capturing devices, it is in fact the
other way round: images are human capturing devices, especially in their absence.™
People seeing the empty space of the Mona Lisa did not queue for the sight of the
actual painting. Leader plays with the idea of desiring objects, of objects embodying
the enigmatic, invasive and malevolent dimension of the look of the Other, our
internalised image of language and the law."" Luring and deceiving are, for Leader
and for Lacan, intrinsic to the imagc."v"" What we cannot see, what is lacking from
visual reality is what attracts our look. He illustrates this with examples from Francis
Bacon’s work, which, for Leader, include something that resists being turned into an
image (a scream, a breath of air). This absence from the field of vision is based
around an impossibility rather than a prohibition. Desire and seduction rely on a
certain distance, even absence as described in Leader’s example; or the impossibility

153

to obtain the desired object.”” Distance to the analyst is necessary for transference,

exploration of Lacan’s statement “There is no sexual relation’, in which he explores the phallic function
and Weman as Other to herself, in Jean-Claude Milner’s study on Man and Woman as inscribed in
language, and in Colete Soler’s exploration of Lacan’s perspective on women. Fink, 7/he Lacanian
Subject, pp. 98-125; Jean-Claude Milner, “Extracts from For the Love of Language’ (L.’ Amour de la Langue
1978]), tr. by Ann Banfield, in Jacques Lacan, Critical Evaluations in Cultural Theory, ed. by Slavoj Zizek,
vol. 11: Philosophy, London: Routledge, 2003, pp. 319-341; Colette Soler, What Lacan Said about Women:
a Psychoanalytic Study (Ce que Lacan disait des femmes: Etude de psychanalyse [2003]), tr. by John Holland,
New York: Other Press, 2000.

149. Leader, Stealing the Mona Lisa.

150. In Seminar XI, Lacan explains this further with the help of Choang-tsu’s dream of himself as a
butterfly. ‘But this does not mean that he is captivated by the butterfly — he is a captive butterfly, but
captured by nothing, for, in the dream, he is a butterfly for nobody. It is when he is awake that he is
Choang-tsu for others, and is caught in their butterfly net.” Four Fundamenial Concepts, p. 76.

151. To illustrate this, Leader used the example of masks, especially in the work of Pablo Picasso. See
Stealing the Mona Lisa, p. 4o.

152. See Lacan’s part two of Seminar XI, entitled “Of the Gaze and objet petit @, FFour Fundamenial
Concepts, pp. 65-119.

153. See Steve Dutton, Percy Peacock and Steve Swindells” exhibition Kayakoy shown in Pekao,
Toronto, and Catalyst Arts Belfast, in 2000 and 2001. The work took as its motif an abandoned ghost
village converted into a tourist attraction. They show that the attraction of absence is not only a defining
characteristic of a work of art. In addition, Anthony Vidler argues that distance and proximity play an
important part in different phenomena related to engagement, from estrangement to neighbourliness.

[Footnote continues)
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and thus, for the treatment to take place.

In the analytic room and the gallery space, resistance and commitment are both
present. Whereas the former is inevitable, the second is required for the encounter to
develop. Resistance is structural to the practice of analysis.” A riddle-like resistance
is also necessary to put works of art into play. A prime example of this is Marcel
Duchamp’s Erant donnés. Although numerous attempts have taken place, everything
about it resists interpretation: from its title, to its choice of materials and its
imagcr‘y.'m Sometimes, it even resists contemplation, as in the story of my first
encounter with the work, an encounter that led me directly to seduction and to this

wriling.

Gaze is present in analysis room and in the gallery space. Lacan separated the
concept of gaze from that of look, the latter being concerned with the organ of sight
and with the subjcct.'m For Lacan, gaze is an object that cannot be assimilated or
represented. It is fundamentally linked to objet petit a, the object cause of desire, as it
is the partial object of the scopic drive, how objet petit @ manifests itself though the
scopic drive.”” When the analysand takes her place on the couch, the analyst

normally sits at her head.”® In the presence of its absence, in its separation from the

Anthony Vidler, Warped Space. Art, Architecture, and Anxiety in Modern Culture, Cambridge, MA. and
London: MIT Press, 2000.

154. Evans, Introductory Dictionary, p. 166.

135. See, for example, the following attempts: Taylor, Frtant donnés: Judovitz, Rendez-vous with Marcel
Duchamp; d’Harnoncourt and Hopps, FErant donnés; J ean-Francois Lyotard, Les transformateurs Duchamp,
Paris: Editions Galilée, 1977; Juan Antonio Ramirez, ‘In the Orbit of Ftant donnés’, in Duchamp: Love
and Death, FEven (Duchamp, el Amor y la Muerte, Incluso [1993]), tr. by Reaktion Books (translator’s name is
not given), London: Reaktion Books 1998, pp. 173-196 and ““Given in the darkness...” (Love and Death)’,
in Duchamp: Love and Death, Even (Duchamp, el Amor y la Muerte, Incluso [1993]), tr. by Reaktion Books
(translator’s name is not given), London: Reaktion Books, 1998, pp. 197-248; David Joselit, ‘Modern
Machines: From the Virgin to the Widow’, in /nfinite Regress: Marcel Duchamp, 19101941, Cambridge,
MA.: MIT Press, 1998, pp. 111-156; Octavio Paz, “*Water Writes Always in *Plural’ (Apariencia Desnuda: la
Obra de Marcel Duchamp [1973)), tr. by Rachel Phillips, in Marcel Duchamp: Appearance Stripped Bare, New
York: Arcade Publishing, 1978, pp. gi-180; Penelope Haralambidou, “The Stereoscopic Veil’, arg:
Architectural Research Quarterly, vol. 11, issue o1, March 2007, pp. 36-52, and The Blossoming of Perspective:
A Study, London: DomoBaal editions, 2006; and Marcel Duchamp, Manual of Instructions for FErtant donnés:
1?la chute d’eau, 2° le gaz d’éclairage, New Haven and London: Philadelphia Museum of Art and Yale
University Press, 2009 (1987).

156. Evans, Introductory Dictionary, p. 72. The impossible alignment between them has been studied by
Lorens Holm in his analysis of Albrecht Diirer’s third woodecut. Lorens Holm, ‘Rejoinders 1. The Scene
of the Crime’, Room 5: Arcade, issue 2, April, London: The London Consortium, 2002.

157. A fuller explanation of drives and the way they work is provided in chapter four.

158. “Without exerting any other kind of influence, he invites them to lie down in a comfortable attitude
on a sofa, while he himself sits on a chair behind them outside their field of vision. He does not even ask
them to close their eyes, and avoids touching them in any way, as well as any other procedure which
might be reminiscent of hypnosis. The session thus proceeds like a conversation between two people

[Footnote continues)
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voice that speaks, gaze plays an important part in transference, that dual, challenging
and complex relationship between analyst and analysand. Elements of a transferential
relation can also be found in the gallery space, as will be seen later, in the discussion
around the Discourse of the Analyst. Freud’s concept of scopophilia,”™ where the act of
looking, and the experience of being looked at are associated with pleasure,™ is
particularly relevant in the contexts of art and psychoanalysis. In terms of seduction,
Baudprillard argued that it is mainly a matter of appearances, manifested ViSU‘d”y.IG'
The key similarity between art and psychoanalysis, the one that encompasses all
others is the fact that both are relational practices focusing on an object, be this the

162

art object or the analyst.™ This relation, and in particular the place the object
occupies in the gallery space and the consulting room, concerns seduction
(remember, seduction belongs to objects). This place is linked to Lacan’s objet petit a,
the object at the centre of psychoanalytic practice, and it is related to his theory of
the Four Discourses and the position of the analyst in the Discourse of the Analyst.
This discourse complements other three: those of the Master, the University and the
Hysteric and examine different relationships within structures of various social
bonds, or situations Of.pOVVCT.]m The discourses contain the same elements: a number
of letters that circulate and, not fixed, assume a discourse. These four elements,
always in the same order, are then rotated to occupy one of four different positions,

each with a specific role: truth, the agent, the other and loss/product (Fig. 8):

* The signifying other, the place from which one speaks, or knowledge
(represented by S,)

equally awake, but one of whom is spared every muscular exertion and every distracting sensory
impression which might divert his attention from his own mental activity’. Freud, ‘Freud’s
Psychoanalytic Procedure’ (Die Freud’sche Psychoanalytische Methode [190o4]), SE 7, pp. 247254, p. 250.

159. Freud developed this concept throughout his work and it appears in many of his texts, most notably,
in “The Psychoanalytic View of Psychogenic Disturbance of Vision” (Die Psychogene Sehstorung in
Psychoanalytischer Auffassung [1g10]), SE 11, pp. 209-218; “Three Essays on the Theory of Sexuality’ (Drei

Abhandlungen zur Sexualtheorie [1g0o5]), SE 7, pp. 123-245; and ‘Instincts and their Vicissitudes’ (7riebe
und Treibschicksale [1g15]), SE 14, pp. 109-140.

160. Lacan also links gaze to satisfaction. In Seminar XI, he writes: “The gaze may contain in itself the
objet a of the Lacanian algebra where the subject falls, and what specifies the scopic field and engenders
the satisfaction proper to it is the fact that, for structural reasons, the fall of the subject always remains
unperceived, for it is reduced to zero’. Four Fundamental Concepts, pp. 76-77.

161. See, for example Baudrillard’s chapter on the secret horizon of appearances in Seduction, pp. 53-5¢.

162. Relational, in this context, refer to relatedness, something that enables or constitutes a relation. It is,
of course, also connected to Nicolas Bourriaud’s concept of Relational Art, or Relational Aesthetics,
where human relations and their social contexts are at the centre of the work. See my discussion of
Stallabrass’ Art Incorporated, and also of Object Relations in chapter one.

163. See Jacques Lacan, The Seminar of Jacques Lacan, Book XVII: The Other Side of Psychoanalysis (Le

séminaire de Jacques Lacan, livre XVII: L envers de la psychanalyse, 1969-1970 [1991]), ed. by Jacques-Alain
Miller, tr. by Russell Grigg, New York: W.W. Norton, 2007.
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*  obyjet petit a
* The barred subject, or subject of speech (S)
*  The Master Signifier, or a signifier outside of the chain of signification (S))

In the Discourse of the Analyst (Fig. ¢), Lacan places obyjet petit a as representing the
analyst in the commanding position. This position is that of the subject-supposed-to-
know (swet supposé savoir): the analysand believes the analyst holds the key to her
symptom, but the position is only illusory - even though this illusion is what brings
the analysand to the consulting room - as knowledge cannot be found in any subject,
but, instead, in the intersubjective relation." Thus, this is how analysis takes place:
the analyst interrogates the divided subject (S), the analysand. Her split shows
through ‘slips of the tongue, bungled and unintended acts, slurred speech,
dreams’."™ These constitute the master or single signifier (S,), which also represents
the end of an association, something that stops the analysand’s speech, a signifier
that is lost. Through analysis, this lost signifier is first, isolated; secondly, questioned
and connected to other signifiers in a dialectic relationship (S,); and thirdly, got rid

of 166

Agent ——— P Other

a— 5 .5

Knowledge // Product [Loss] S, // S,

Fig. 8: Structure of the Four Discourses.'"? Fig. g: The Discourse of the Analyst.

Following on from the parallels between artistic and analytic practices, I want to
outline here the first of two propositions, key to this case. If certain works of art can
bring obyet petit a, the cause of desire and anxiety into being and are its manifestation,
they therefore occupy, in the gallery space, the position the analyst occupies in the
consulting room. This idea is neither new nor mine. Although Lacan did not
explicitly form a Discourse of the Work of Art, in his seminars (especially VI, XI,

XVII and XXI), he suggested a possible relation between the viewer and the object

164. Evans, Introductory Dictionary, p. 197. Lacan further links the intersubjective nature of analysis to
transference. In Seminar XI, he writes: ‘As soon as the subject supposed to know exists somewhere |...]
there is transference’. Lacan, Four Fundamenial Concepts, p. 232.

165. Kink, 7he Lacanian Subject, p. 135.

166. Slavoj Zizek, Jacques Lacan’s Four Discourses, available from <http://www.lacan.com/zizfour.htm>
laccessed 07.07.00].

167. Both Figs.7 and 8 are adapted from Lacan, 7he Other Side of Psychoanalysis.
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similar to that facilitated by analytic practice. The work of art in the place of the
analyst is something not thought about in many psychoanalytic studies of cultural
objects, since the common position is to analyse the work. It also means that we, the
viewers, in the right conditions and context, adopt the position of the analysand, with
the object revealing our symptom, something of ourselves we might not have known

about.

Since Lacan, this has been worked through by, among others, Parveen Adams, in her
contextualisation of Mary Kelly’s /nterim show."™ It has been considered by Robert
Samuels, in his examination of Lacan’s interest in art, especially Aragon’s poetry and
Hans Holbein’s painting 7%e Ambassadors.™ The mechanics of ‘work of art as analyst’
have been displayed in the art exhibitions curated by Sharon Kivland and held at the
Centre for Freudian Analysis and Research, the talks accompanying them and the
subsequent journal publication.””” More recently, it has been discussed at
psychoanalytic conferences, seminars and exhibitions, most notably the
Psychoanalysis And The Creative/Performing Arts Seminars at the Institute of Germanic

and Romance Studies in L.ondon."”

If objet petit a is the object cause of desire, what is its relation to seduction? In chapter
one, I introduced Baudrillard’s conception of their link, which I then used to
establish the third rule of seduction, its domain being that of the object. If we take a
Lacanian position, however, we can see that seduction and desire relate to each other
as if their structure was that of a Mobius strip, a topological surface with one single
side and only one boundary component. As the two sides are continuous, a crossover
from inside to outside and back is possible. However, when one passes a finger round
the surface of the Mobius strip, it is impossible to say at which precise point the
crossing takes place. To paraphrase Slavoj Zizek, seduction is not a simple reverse of

content, ‘we encounter it when we progress far enough on the side’ of desire itself.'"”

168. Parveen Adams, ‘The Art of Analysis: Mary Kelly’s “Interim” and the Discourse of the Analyst’,
Rendering the Real, October, vol. 58, Autumn 1ggt, pp. 81-96.

169. Robert Samuels, ‘Art and the Position of the Analyst’, in Richard Feldstein, Bruce Fink and Maire
Jaanus (eds), Reading Seminar XI: Lacan’s Four Fundamental Concepts of Psychoanalysis, Albany, NY: State
University of New York Press, 1995, pp. 183-186.

170. Sharon Kivland and Mare du Ry (eds), /n the Place of an Object, Journal of the Centre for Freudian
Analysis and Research, vol. 12, Special Issue 2000.

171. Institute of Germanic and Romance Studies, Psychoanalysis and The Creative/Performing Arts
Seminars, 2007, available from <http:/igrs.sas.ac.uk/events/seminar/sem_psych_Arts.htm> [Accessed
19.02.10].

172. Slavoj Zizek, For They Know Not What They Do: Enjoyment as a Political Factor, London: Verso, 1gor,
p. 230.
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This is seduction’s reversibility, upon which Baudrillard placed so much emphasis.
Seduction, in and through obyet petit a, seduces desire and then moves on. Thus, |
want to advance here the second proposition: the place the analyst and the work of
art occupy, that of objet petit a, is, within the relational context of a discourse, the
place of the seducer. Beyond space, rituals and relations, seduction emerges from the
object, whether in the form of an analyst (for the analysand) or a work of art (for the

viewer). This is what I am here to show.

SECOND REALISATION

The second realisation came to me in New York, which I visited for the first time in
2007 when | attended a work-related conference, taking place at the Hilton Hotel in
Manhattan (1335 Avenue of the Americas). During the first night of my stay, heavy
snow fell and I woke up to see the city covered with a metre of snow and
temperatures reaching minusinC. Going anywhere with my unsuitable footwear was
impossible, so | was restricted within a radius of a few streets. Thinking about
something to do during my free time, I looked in the yellow pages and discovered
that the Manolo Blahnik shoe shop was just in the road perpendicular to the hotel (31
W. 54™ St). As soon as I had the chance, I ventured over. It was Sunday morning but
the street was full of people as the Museum of Modern Art (MoMA) is just across the
street. The first time round, I missed the shop. Maybe I was hoping for queues of
people trying to get in, just like the MoMA has a vast number of visitors trying to get a
glimpse of Pablo Picasso’s Les Demoiselles d’Avignon. 1 retraced my steps, putting extra
care this time, until my eyes set on a big shop window, disproportionate, without
light or signs but with a distinct stiletto sandal in black patent leather, with ankle
laces, open toe, and a pink rhinestone heel on display. To mark the moment of my
encounter, just as one marks encounters with famous landmarks, I took out the
camera and snapped. | could not get the shoes (the shop was closed and, in any case,
one could not browse, a small sign on the door warned me, but could only enter by
buzzing the door bell, which hinted at having to make an appointment). I could, at
least, get the memento of / was here that photography sometimes offers. What I got
from that, however, was something more, as you can see in the page following this

chapter.

The image resulting from my encounter is the kernel of what I had been trying to
study and represents a turning point in the process. It is an unsettling image. It does
not quite fulfil the purpose of the snapshot, as it seems composed of two fused
images, digitally merged. The photograph, with my evident grin of pleasure at having
encountered the object stirring my desire, is the collision between that desire and the
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Breda shoe (as it is called) in the screen of the shop window.”” The boundaries of the
two elements — me and the shoe - are blurred and, one cannot easily determine what
is inside and what is out. Moreover, the image captures the context as the snow, the
particular New York-style pavement wires, a yellow taxi and the entrance to the
MoMA are also reflected. The image is placed then — winter - and there -~ New York
City. When printed, converted into a photograph rather than binary code or pixels on
a computer, the image satisfies some of my desire, at least for a moment. Could it be
that the action of photographing gives me an alternative way to fave instead of
purchasing the object?” Could I be iz, in a sense, as | am absorbed into the object

and by it in the Breda photograph?

I'initially showed the image to various people, both formally and im"orma”y,'75 to free
associate — to bring it back to psychoanalytic technique — about what may be going on
in the picture, what they saw represented therein.'”® The answers were very varied,
with most people noticing, before anything else, my smile, a smile of having found
what [ was looking for.”” What those groups of viewers pointed at, in concept cloud

form, can be seen in Fig. 10.

173. The act of naming the shoe is, of course, very significant. It attempts to bridge the gap from object
to subject and, as Lacan discussed in Seminar [, it is key to the subject’s position — also related to
Lacan’s experiment of the inverted bouquet, which I will explore later — and to the ability to make sense
of the world. He writes: ‘in the constitution of the world [...], everything depends on the position of the
subject. And the position of the subject [...] is essentially characterised by its place in the symbolic
world, in other words in the world of speech. Whether he has the right to, or is prohibited from, calling
himself Pedro hangs on this place’ (p. 80). ‘Everything begins with the possibility of naming, which is
both destructive of the thing and allows the passage of the thing onto the symbolic plane, thanks to
which the truly human register comes into its own’ (p. 219). Lacan, Freud’s Papers on Technique.

174. 1 use the word purchasing because, of course, photographing is also a form of consumption.

175. These included posting the image on various peer message boards online, showing it to my Glasgow
School of Art Master of Research in Creative Practices student group, the conference Architexture:
Exploring Textual and Architectural Spaces (University of Strathelyde, 15-17 April 2008), where | presented
a paper entitled ‘Reflections on Seduction’, which constitutes a very early version of this text, and a
number of presentations at Sheffield Hallam University, with varying degrees of formality.

176. This, Serge Tisseron argues, is part of the assimilation and symbolisation processes characteristic of
photographs and a method of work that the photographer Doisneau used. See Serge Tisseron, Le
Wystere de la chambre claire. Photographie et inconscient [The Mystery of the Camera Lucida. Photography
and the Unconscious], Paris: Les Belles Lettres, 1996, p. 29.

177. The Breda photograph also referred me to issues of narcissism, self-exploration and self-
construction, as we will see later, but more as in the work of Francesca Woodman than in that of Cindy
Sherman, that is, more exploring issues around self-perceptions of identity and womanhood than
constructed identity and social roles of women; femininity, but not feminism.
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Fig. 10: Coneept cloud of informal responses to the Breda photograph.

I mentioned in my first chapter that seduction is a matter of two. Yet, relating this
photograph (and the viewers’ comments) to Lacan’s Schema L (Fig. 11) hints at the
fact that this is, instead, a three or four-fold relation. The same, according to Bruce
Fink, happens in analysis. In his discussion on Lacan’s paper “The Direction of the
Treatment’, he identifies at least four parts to the relation: ‘the analyst as ego and as
dummy (or dead man, that is, essentially as the Other with a capital O) and the
analysand as ego and as subject of the unconscious’.”” In Schema L., the imaginary
relation is established between the subject-ego (a) and its image-the other (a”). Any
relation between the subject of the unconscious (S) and the big Other (O), the agency
of the law, is interrupted by the imaginary. The rapport between S and a’ is fictional
and failed, for it is always mediated by the axis a-a’. The only possible relation in the
schema, a-a’, is imaginary and phantasmatic, and obstructs any symbolic relation. A is
on the other side of the obstruction, on the side of language. The aim of analysis, the

talking cure, would thus be to traverse this imaginary barrier.

178. Bruce Fink, Lacan to the Letter. Reading Ecrits Closely, Minneapolis: University of Minnesota Press,
2004, p. 5.
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(ego)@ @ Other

. E) ~ 17¢
Fig. 11: Jacques Lacan’s Schema L. 79

A parallel can be established between a-a” and the subject-object in the Breda
photograph, with the screen as an imaginary construction of wholeness and unity,
where the object is mine and I am the object’s. As I will show, this refers to Lacan’s

mirror stage.

The effect this had on the project let itself be felt quickly. It shook the practice
element of my study to the point of abandoning the quest to create objects of
seduction (which can be seen between the previous chapter and this one). It made me
realise that what I wanted to create, the objects of my seduction, already existed and
in order to study such a slippery topic, I had to look first for real instances in which it
manifests itself rather than try to create the contexts for it. If I did not know what
made something seductive, how was I to create the context? I was going about it the
wrong way and what the photograph showed is that capturing seduction was possible
under certain circumstances. My artistic practice changed, from object-based to lens-
based, a technique with which I had to get to grips quickly (although also
acknowledging that my aim was not to become an expert in photography). The results
of my struggle and my experimentation form much of the content of this doctoral
case. This shift from object to lens is crucial, as it suggests that the lens is already
seductive, and that it has properties which objects lack (and also vice versa, of
course). This, as I will explore in chapters three and five, relates to the creation of the

image of an image, the image in fantasy.

THIRD REALISATION

The third realisation is the natural conclusion stemming from the two other

179. The source for this schema is Lacan, The Ego in Freud'’s Theory, p. 109. The legend in the book calls
this schema ‘the imaginary function of the ego and the discourse of the unconscious’. It is called
Schema L because its shape is reminiscent of the Greek letter for ‘L.
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realisations, and as such, it seems overly simple in hindsight: To study seduction in
and through practice is not enough, rather it has to be presented in a way that elicits
the concept of practice, that shows its workings rather than talks about it or reports
on the findings. It became clear to me, after my analysis and my encounter with the
Breda shoe, that a further layer of practice — writing — in all its creativity, histories,
and forms could be used. By this I mean the use of fiction, of drama, characters, and
role-play, and of different genres as a form of practice bringing about seduction.
After all, seduction and writing are inextricably linked, as I show in the conclusion to
my case. To engage in this practice makes sense, since much of what brought me to
study seduction was either literature,”™ or works of art that have a strong textual
component (Sophie Calle, for example, or even Duchamp and his Green Box). The

result of this area of practical investigation is this text.

METHODOLOGICAL ARGUMENT

The conclusion of the methodological explorations I went through at the beginning
of the research, and the ensuing engagement in practice, is the creation of a self-
reflexive methodology to study seduction. Here, I make my methodological argument.
The approach I have taken is threefold, and encompasses my three realisations: It

involves photography, analysis, and writing.

My methodological strategy is influenced by Lacan’s mirror stagc,'s' his answer to
Freud’s problem of how the ego is created, and the issue of narcissism. Seduction, as
we saw before, is always a matter of self-seduction. The mirror stage is crucial in the
construction of subjectivity; in it an infant sees itself externally for the first time and

recognises its own image in an illusion of wholeness.® The stage develops the child’s

~

180. For example, Laclos’s Liaisons Dangereuses, in its epistolary form; Casanova’s diaries History of My
life, together with Stefan Zweig and Francois Roustang’s studies. Stefan Zweig, Casanova: A Study in Self-
Portraiture (Drei Dichter ihres Lebens: Casanova, Stendhal, Tolstoi [1g28]), tr. by Eden and Cedar Paul,
London: Pushkin Press, 1998; Roustang, 7he Quadrille of Gender. See also Marquis de Sade’s dialogues
in Philosophy in the Boudoir.

181. For a full exploration of the mirror stage, which will only be discussed in passing in this thesis, the
reader may approach the primary literature: Lacan, “The Mirror Stage and Formative of the I Function
as Revealed in Psychoanalytic Experience’ in FEerits, pp- 79-81 and ‘Aggressiveness in Psychoanalysis’,
FEerits, pp- 82-101. An excellent exploration can be found in Dany Nobus, ‘Life and Death in the Glass: A
New Look at the Mirror Stage’, in Key Concepts of Lacanian Psychoanalysis, ed. by Dany Nobus, New York:
Other Press, 1999, pp. 101-138. Bice Benvenuto and Roger Kennedy write a short introduction in ‘The
Mirror Stage (1936)", in The Works of Jacques Lacan, New York: St Martin’s Press, 1986, pp. 47-62. The
reader may also want to bear in mind that there are variations on the mirror stage throughout Lacan’s
work.

182. Nobus explains this illusion of wholeness, and its relation to the child’s self-image, further: ‘for the
mirror image gives the child an impression of relative physical maturity long before it has reached that
stage. In the mirror, the child is able to see itself as a unity before it is actually capable of acting in an

[Footnote continues)
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imaginary, a realm that for Lacan has ‘connotations of illusion, fascination and
seduction, and relates specifically to the dual relation between the ego and the
specular imagc’.m The imaginary is rooted in the subject’s relationship to the body in
its image, which is seductive, imprisoning the subject. This image of itself is what
fixes the subject forever. Lacan further links the image and imagination to deception
and the lure, something seduction and art know about and which is evident in the
tripping and trapping manifested in the Breda photograph. Like the infant, the
seducee has, in front of the object of seduction, a moment of recognition. This
moment makes the child, and if I follow the parallel, the seduced, suspend the fact
that their bodies are inadequate, in short, their fundamental split. It also brings about
an illusion of wholeness, of similarity, and of autonomy in relation to the image.
Thus, the mirror and the relation to the object provide an illusion of control. In the
mirror stage, the infant becomes a subject. The child sees itself in space, and in
relation to others, as well as objects. It recognises itself in the image and, at the same
time, sees itself as others see it. A literal mirror is not always necessary for
identification with one’s image to take place, but Lacan conceptualised a ‘mirror
experience’ as a crucial paradigm.'x/' This moment of recognition is not only
narcissistic. It is not only a fascination with the child’s own image, as the infant also
makes a connection, through the reflection, to others, from where a struggle for

dominance ensues: this is why Lacan sites it within his theory of aggression.

Indeed, the mirror stage is ‘decisive for the installation and maintenance of self-
consciousness’, a fundamental ontological experience explaining human fascination
with images in general. In the mirror stage, the image constitutes the child, rather
than the other way around.”™ The mirror stage sets up the scene of phantasy for all
future seductions. It is the blueprint for all scenes, forever, and structures all sexual
phantasies. It fixes the subject and all future relations — including those of seduction
— are constituted by and are dependant on it. The image the child sees in the mirror

is an ideal /, an ideal-ego, one that can never be realised.® Schema L. can, of course,

independent manner. For this reason, the child is eager to adopt its reflection in the mirror as an image
of itself”. Mirror Stage, p. 108. The image offers the child a ‘coherent me’.

183. Evans, /ntroductory Dictionary, p.82.

184. Nobus, Mirror Stage, p. 106. See also Russell Grigg, ‘From the Mechanism of Psychosis to the
Universal Condition of the Symptom: On Foreclosure’, in Key Concepts of Lacanian Psychoanalysis, ed. by
Dany Nobus, New York: Other Press, 1999, pp. 48-74, pp- 56-57.

185. Nobus, Mirror Stage, p. 103-104 and 114.

186. Nobus, Mirror Stage, p. 7. Here, I want to make a point, tangential to this research but important in
relation to the mirror stage: the determination of the child ocecurs retrospectively. That is, the self-image
the child adopts depends on events posterior to the mirror stage, in retroaction (Ndchiraglikheir). Nobus,

[Footnote continues)
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also be linked to the mirror stage. The relation between the subject of the
unconscious (S) and the Other (A) - and also that between S and a — is always
mediated by the imaginary, the image of ourselves and our body, and the image of

others.

The ego (the /, as the German word /c/ denotes) is an agency formed by identification
with the image in this stage. Yet, this process is also alienating in a structure similar
to paranoia: the ego has a paranoiac structure, the structure of a symptom. The ego is
the site of resistance to psychoanalytic treatment."7A relationship is formed between
the ego and the image, and what Lacan calls the little other of reflexivity (a) is
created.”™ But the visual field is also structured by symbolic laws™ that bring us back
to morality and interdependence, issues related to seduction, as Sinatra found out in
1938. Giving comes with taking; boundaries and roles are fluid and contradictory in

the mirror stage in a similar way than in the seductive encounter:

Similarly, it is by identifying with the other that he experiences
the whole range of bearing and display reactions — whose
structural ambivalence is clearly revealed in his behaviors, the
slave identifying with the despot, the actor with the spectator,

the seduced with the seducer.”’

Wirror Stage, p. 122. A note on the ideal-ego, and the difference between this and the Ego Ideal may also
be useful here. On this Zizek writes: “ideal ego” stands for the idealized self-image of the subject (the
way I would like to be, the way I would like others to see me); Ego-ldeal is the agency whose gaze I try to
impress with my ego image, the big Other who watches over me and impels me to give my best, the ideal
I try to follow and actualize’, How to Read Lacan, p. 8o. See also Juliet Flower MacCannell, ‘On the
Inexplicable Persistence of Strangers’, Transmission Annual: Hospitality, London: Artwords Press, 2010,
pp. 106-115.

187. Evans, Introductory Dictionary, p. 51.

188. I realize my text brushes quickly over complex concepts that may require a little more explanation. I
will briefly outline some key aspects here in order to help the psychoanalytically un-initiated to
understand my methodological outline and to provide further sources of reference. The ego (Das Ich)
corresponds to the Freudian triad developed in his second topological metaphor (Freud, ‘Lecture XXXI:
The Dissection of the Psychical Personality’ (NVeue FFolge Der Vorlesungen Zur Einfiihrung in Die
Psychoanalyse [1933]), SE 22, pp. 57-80). The ego is an agency, which interacts and is related to the Id
(Das Es) and the Super-ego (Das Uber-Ich). The Ego is the mediator between the impulsive urges of the
Id, the demands of the Super-ego and the external world. It is the agency that acts as a watchman
between the unconscious and the conscious, putting in play defense mechanisms (such as repression),
when required. See, for example, Michael Kahn, “The Unconscious’, in Basic F'reud, New York: Basic
Books, 2002, pp. 15-34.

The imaginary is a Lacanian concept. Lacan developed the idea that psychic life takes place in three
interrelated realms: the Real, the Imaginary and the Symbolic. Although the comparison is somewhat
reductive, some parallels can be established between the Real and the Id, the Imaginary and the Ego,
the Symbolic and the Super-ego.

189. Lacan, Four Fundamental Concepts, pp. g1-92.

1go. Lacan, Ferits, p- 92.
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It may seem that the mirror stage is a matter of two (as I wrote about seduction). Yet,
there are relational issues to the mother and the child’s phantasy, which make it (and
seduction) more a matter of three or four, as I explained with the help of Schema L.
The object in the mirror stage, the image, is always on the side of the subject - seen

and internalised by the subject — and does not speak at all.

A self-reflexive methodology is one that re-enacts and replays some aspects of the
mirror stage.”" In the same way as the mirror function can be supplied by a variety of
encounters (with another child, a reflection, a real mirror), this methodology can be
comprised of different methods and techniques, even crossing disciplines, as I have
done here. But what are the key characteristics of a self-reflexive methodology? First,
there must be recognition in the object, be this an inanimate thing, the analyst, the
beloved, or a text. One needs to see oneself through an other that has addressed one.
Often, this is a matter of position and relation. As Bernard Burgoyne writes: ‘In any
work of art the eye of the viewer cuts into the image of the body - the line of vision
proposes to cut into the shell of the object’s unity, it cuts into the viewer’s body as
“the recognition of the pleasure of the painting” has its way’."” The screen regulates
this relationship and through it, a new space appears, in which the object and I are
positioned together, in close proximity, despite the distance between us outside of

the image.

191. The mirror stage is where self-consciousness appears. Lacan took this element from the philosophy
of Alexandre Kojeve and, since my methodology involves self-reflexivity, it may be useful to outline its
relation to self-consciousness. Nobus relates self-consciousness to objects. He writes: “This typically
human quality differs from consciousness, insofar as the latter merely involves the passive awareness
and contemplation of material objects in the outside world. IFor self-consciousness to arise, a creature
must express a desire (Begz'erde} to fill its own emptiness, by actively engaging with non-material objects,
self-consciousness also distinguishes itself from self-sentiment (Selbst-gefiihl), which is typical of a non-
human animal state of mind. Animal desire converges on beings and things, whereas human desire
moves beyond these given objects to act upon a non-being, which is nothing else than another desire.
This non-biological, ‘human desire for another desire’ does not prevent a human being from trying to
acquire a material object, but he or she will be more interested in gaining recognition (Anerkennung) for
this act and being given the right to possess the object, than in the possession as such. Nobus, Wirror
Stage, p. 1. Self-reflexivity includes self-consciousness (note the use of recognition) but, added to it, is a
preoccupation with agency and social roles. Speech — speaking of itself — is paramount for the
attainment of self-consciousness (Nobus, Mirror Stage, p. 112) and, I would argue, gaze — seeing oneself
seeing — is key to self-reflexivity. Later on, with Paul Crowther’s methodology, I will further explore self-
consciousness. He defines self-consciousness as the ability to ascribe experiences to oneself, which
correlates with Nobus and Kojeve’s view. Paul Crowther, Art and Embodiment: From Aesthetics to Self-
consciousness, Oxford: Clarendon Press, 1993, p. 150.

192. Bernard Burgoyne, “The Line of Vision’, in Kivland and du Ry (eds), /n the Place of an Object, JCFAR,
pp. 32-37, p. 33.
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This is similar to what happens in Lacan’s experiment of the inverted bouquet.
Lacan’s fascination with the visual starts from his first seminar, in which he discussed
an optical experiment. A concave mirror, a plane mirror, a box, a vase, a bouquet of
flowers and a viewer are arranged in relation to each other so that the bouquet and
the vase are made to appear together. This ‘togetherness’, this recognition, is totally
dependent on how and where the viewer is positioned in relation to the objects, and
how she names them (remember Lacan’s ‘to call himself Pedro’). This, in his words, is
testimony to the ‘strict intrication of the imaginary world and the real world in the
psychic cconomy.”‘ﬁ Recognition, however, is not identification, strictly speaking. It
is a momentlary, subjective resonance, related to the fundamental lack that constitutes
the subject. As such, recognition is on the side of the subject, not the object. It is a
calling into being of that lack, bringing it forth from the Real. A relational situation

facilitates the moment, but recognition is a subjective, individual experience.

Secondly, this specific relation between object and subject, must be captured.
Analysis, for example, does this through speech, a signifying chain, with all the
problems this entails. In the capture, the tricking elements of seduction (its
reversibility), the entanglement and the relation between object, subject and his or
her free will should be made evident while at the same time retaining its
contradictory nature for the viewer. A fixed position in the Breda image is shown as
impossible; it does not happen, as it should in photography. There is a movement
towards and back - as I will write about in chapter five - like in the eighteenth
century court dances, a finding and disappearing, a falling away out of the picture.
Pictures are well placed for capturing. As I explained in the discussion of Darian
Leader’s Stealing the Mona Lisa, they lead the eye, they are a lure to the eye. Lacan
takes this further with the concept of dompte regard, a counterpart to the trompe [l'oeil,
a taming of the gaze, ‘that is to say, that he who looks is always led by the painting to
lay down his gaze’. This is also related to the idea of tour, a trick (truc, trucage), also a

turn, which makes the drives trick/turn around the object."

Thirdly, the resulting image should enable thinking, interpretations, commentary,
contextualisation, and further associations, mainly in the form of the question what is
happening? Reflexivity does not only denote the optical property associated with

mirrors, it also means to think in a particular way, to reflect. Serge Tisseron argues

193. Lacan, Freud’s Papers on Technique, p. 78. See also Sharon Kivland, ‘[Last Year\', Angelaki, Journal of
Theoretical Humanities, vol. ¢, no. 1, London: Routledge, April 2004, pp. 15-28.

194. Lacan, Four Fundamental Concepts, p. 109 and 168.
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that the activity of photographing is particularly apt for bringing about this sort of
mental process. In short, Tisseron suggests that to photograph is to think, and a
correlation is made between it and psychie structures. “To take a camera to the face
or chest, to frame, to press the shutter, are as much forms of encounter with oneself
as with the world”."” Writing, and psychoanalytic practice can be equally reflective
and efficient in revealing the self in the particular seductive act. Reflection also

provides the framework for an analysis of seduction, embedded in the process.

The three-step self-reflexive methodology (recognition, capture and reflection) is
specifically developed to study visual seductions. This is not only appropriate to art,
the field of study of this research, but also to seduction as a matter of appearances, as
in my analysis of Baudrillard’s text in chapter one. It also relates to the Lacanian
imaginary, where illusion, fascination and the relationship to the image are located,
and is rooted in the subject’s relation to his or her own body. Still, the methodology

may be applicable to other disciplines if the three principles are followed."®

The self-reflexive methodology is this project’s contribution to the problem of
studying seduction from within. As such, it is far from being established. The
approach may be considered, to a certain extent, as suboptimal, given the researcher
becomes part of the object of study, subject and object at the same time. However,
with such an object of study, pervasive and reversible, a study from within is the only
practical tool - that is, deriving from the practice of seduction - to examine
psychodynamics effectively. The self-reflexive methodology is needed to be able to
capture what is required for an analysis and its use is therefore reasonable, as I will
go on to explain in the next three chapters. Its flaws and biases (these exist, of course,
and [ will be very clear about them) will be taken into account and explored when the
full case is presented for examination. One may then discover that flaws can have an
unusually high power of seduction, as what is missing and lacking is then filled in

with phantasy.

There are precedents for aspects of this methodology, in particular, Malcolm

Ashmore’s thesis on reflexivity, and Paul Crowther’s methodology for self-

195. Tisseron, La Chambre claire, p. 16. My translation. The original reads: ‘tenir un appareil devant le
visage ou sur la poitrine, cadrer, appuyer sur le déclencheur, sont des formes de rencontre avec soi
autant qu’avec le monde’.

196. It could be applicable, for example, to the realms of literature and consumption explored by Rachel
Bowlby in Shopping with F'reud, L.ondon: Routledge, 1993.

N
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consciousness.”” Crowther devises a theory aimed at outlining the minimum
conditions for being a person, for having self-consciousness. This comprises three
capacities and three specific ways of using them. There is an obvious parallel here
with my three-step methodology and my three areas of practice. The capacities are,
first, attention, or the capacity to be receptive to sensory stimuli; secondly,
comprehension, the ability to organise the stimuli, differentiating between sameness
and difference; and thirdly, projection, the ability to posit situations other than those
in the immediacy. The employment of these capacities in three specific ways brings
the se/f'into consciousness. First, reversibility, the awareness of other agents; secondly,
species-identity, the ability to see a shared existential space and a basic set of psychical
conditions as oneself, the social context; and thirdly, personal freedom, the
inauguration of action in relation to choices and decisions. 'f’s,/’\lthough this falls
outside the remit of this research, it may be interesting to map Crowther’s theory to
Lacan’s mirror stage and Baudrillard’s notion of reversibility. For the moment, I am
concerned with the evident parallels that can be established with the methodology 1
have devised. In the same way that self-consciousness is a precursor of self-reflexivity,
so are these capacities and ways of using them « priori requirements for self-
reflexivity. This, particularly in relation to reversibility and personal freedom, relates
to seduction as a principle and, I could argue further, that seduction is a specific way
of interfering with the ways of using the capacities that make someone a person, self-

conscious.

In his PhD thesis, later published as a book, Ashmore creates a method, reflected in
his writing style, to study a problem in the sociology of scientific knowledge, a field
which is part of what it is trying to criticise. The situation and status of Ashmore’s
object of study is similar to the one in which I find myself: to study seduction
thoroughly, bridging some of the problems encountered by other researchers,
practitioners, and thinkers, I have to do it from within. This means that I am at the
mercy of seduction, under its influence. The self-reflexive methodology is the tool |
have devised to approach the problem. This methodology is, in its essence practice-

led, focusing on images.

197. Ashmore, The Reflexive Thesis; Crowther, Art and Fmbodiment.

198. Crowther, Art and Embodiment, pp. 150-151.
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Thesis

ARTISTIC PRACTICE

Objects

Photographs
Clinical Diary

Fig. 12: Schema of my particular approach to methods
within the self-reflexive methodology.

The particular approach, the specific methods I have chosen in my self-reflexive
framework are artistic practice, psychoanalysis, and writing. At the intersection of
these activities (see Fig. 12), is where the particular outcomes can be found: works of
arl, objects, situations, occurrences and incidents that appear throughout this
narrative, whether with full introductions or through the back door, quietly sneaking
in. The practices and outcomes lead to the star, located at the intersection of my
strategy; the star is my specific contribution to knowledge: the self-reflexive

methodology and what it yields.

I have challenged seduction by making art (and in particular photographs), going to
analysis and detecting through writing — more on which will be discussed in the next
chapter, when we meet our detective, the one who will help to gather and make sense
of the evidence, as well as present it in front of the jury. For the time being, reader,

stay alert for clues to the mystery.
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CHAPTER THREE

THE SCENE OF A CRIME

INSTRUCTIONS FOR THE EXPERIENCE OF THE MATERIAL (/—\ DE\IAVD)

This chapter will adopt seduction’s way of working: that is, its reversible strategy."? 1
will relate a specific case of seduction, an example of many encountered as part of my
research but one that is, at the same time, pivotal for this enquiry. It contains the
clues to the situation, and it is necessary to observe these before going into the
analysis and evaluation of what has been found, and present the case for examination.

The purpose of the chapter is to show the work of seduction.

The text has a counterpart, in the form of another book, one with photographs. The
chapter and the photo-book are not sequential but are interlinked. This text will also
unfold itself into two parts, again, these are not sequential, rather, are interlinked, an
exegesis and a dialogue. The exegesis introduces the notions of voice, stills, and
documents before reflecting on the exhibition A Case of Seduction, in which |
presented a set of photographic images. | then discuss the concepts of scene and
screen in relation to a crime and finish the section with a note on writing. The

chapter, in the dialogue, becomes witness to a scene of seduction.

The photo-book, similar in appearance and dimensions to this text, is the visual
counterpart to the dialogue, which, for full effect, should be read aloud, enacted.”
The two books should be experienced simultaneously, together. Displayed on the

same lable, or similar prop, the gaze should move from the text to the images. The

199. According to Baudrillard ‘every structure can adapt to its subversion or inversion, but not to the
reversion of its terms. Seduction is this reversible form’ Seduction, p. 21. Also, he wrote: ‘It [seduction]
knows (this is its secret) that there is no anatomy, nor psychology” (p. 10). The human geographer and
Baudrillard scholar Richard G. Smith defines reversibility as ‘a vital coneept informing Baudrillard’s
reassessment of linear notions of progress that came to dominate the modern world. Reversibility is
predicated on Baudrillard’s belief, and his observation, that systems have within them a kind of built-in
ability to undermine themselves by their very functioning.” The Baudrillard Dictionary, Edinburgh:
Edinburgh University Press, p. 182. Reversibility’s exit from the linear is key to its distinction from
subversion — the taking of another linear path, parallel to or crossing the original one — or inversion —
the change of direction in the same linear path. Reversibility is important to the experience of the
material because this chapter exits the linear structure of reading by involving the photobook and
different methods of writing. Although, necessarily, chapters three, four and five relate to the previous
chapters, the structure is not one of linearity but could, perhaps, be described as a spiral or container,
with multiple points of reference but which, at the same time, distances itself somewhat from the
previous writing, and attempts to undo it, to reverse it (with Baudrillard’s meaning).

200. | found inspiration for the layout of the pages of the photo-book in Martin Parr and Gerry Badger’s
excellent anthology: The Photobook: a History. Volume I, London: Phaidon, 2004; and 7he Photobook: a
History. Volume 11, London: Phaidon, 2006.
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CHAPTER THREE: THE SCENE OF A CRIME

reader-viewer should create a rhythm for turning pages, and investigate the images
back and forth as lead to by the images themselves, or the text. The argument is

201

unfolded in each.

The images in the photo-book are stills of an act of seduction, a scene (scenes, in
their lovely or repulsive qualities, are seductive). As act and scene, seduction moves,
is not static. It might be a surprise, then, to encounter photographic images, instead
of a time-based medium, for example. Seduction, much like the fi/mic of which
Roland Barthes writes, can only be captured through its residue, its document,

although, of course, one is of the other:

The still, then, is the fragment of a second text whose existence never
exceeds the fragment; film and still find themselves in a palimpsest
relationship without it being possible to say that one is on top of the

202

other or that one is extracted from the other.

The picture of research material I present is therefore constituted of fragments:
voices (without gazes), stills (without movement), document (without encounter).
However, as Barthes points out, these documents, stills, and voices, despite
containing traces, are independent of that which they are related to; they have their
own entity. They are also, in a way, secondary, mediated material, but this -~ not only
fragments but also art - enables seduction to be captured. While they are not strictly

‘seduction’, they contain seduction within them.

DOCUMENTS (\\ ITHOUT THE EVC()UV\TER)

I will start by examining a series of documents without the encounter, because these
were the first to occur and induced the voice and stills. These documents without an
encounter are, paradoxically, an attempt to provoke that encounter and also an
attempl to organise the material. They have a certain amount of failure embedded in
them — although I am aware that it is precisely this failure that might make them

seductive. I exhibited a series of photographs, documents of seduction, in May 2008

201. This is what, in previous chapters, I have referred to as the trap, modelled on the one I fell into
when I went to New York City and found myself transfixed in front of the shop window. Of course, I am
being careful here, as one should not announce traps too much in advance, and certainly not spell them
out. But I have to acknowledge the tone of the writing, because, perhaps, it may appear as too careful a
tone, with something almost protective and insulating. This tone sets up a form of aesthetic encounter —
I have been warned of its similarities to Italo Calvino’s /f'on a Winter’s Night a Traveller — but it could also
be perceived as limiting in terms of a critical encounter. The next two chapters will set this eritical
encounter.

202. Roland Barthes, /mage Music Text, tr. by Stephen Heath, London: Fontana Press, 1977, p. 67.
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at Sheffield Hallam University’s End Gallery. The images constitute a scene of a scene,
for seduction is somewhat removed from the viewing of the photographs. The viewer
is a witness to a scene of seduction, but does not experience it, for most part - there
is an exception, as | will explain. The exhibition, however, was a necessary step for
me to take in order to understand the conditions of seduction and the gallery, both
when they worked and when they did not. The show allowed me to consider the
importance of the encounter when referring to seduction as a practice. In the
exhibition, seduction was mostly located in the picture plane, inside the images, in
what was depicted. This is particularly true of the images displayed in the main floor
of the gallery, which consisted of large-scale inkjet prints, displayed un-mounted and
supported by eyelets and nails. These were a document of an instance of seduction,

203

and as such, only fully intelligible to me, who was at the original scene.

There were other instances, however, where a quality of that scene was replicated.
This happened on the mezzanine floor and, curiously, with some of the first images |
took (nothing to read into this, it is just a curious incidence for me, a kind of a
circular joke). These images, entitled Arcade, were taken when 1 had not yet fully
understood the seductive possibilities of the still and the lens. They have very low
resolution and are the product of a moment of wonder at the reflection of my own
shoes in the midst of such shiny rings. As such, they are not expertly framed, nor can
they be printed in large format without ‘noise’. Still, I took a decision I had not taken
with the others: I separated them from the wall and the viewer by means of a glass
and a golden frame. The size of the prints and their more obvious conversion into
objects (shiny, golden objects at that) made them look like eyes, even gave them the
power of gaze. Eyes and gaze are recurrent ideas during my walks through Glasgow
Argyll Arcade and at times, | am convinced the rings have eyes and are looking at me,

204
20/

in the same way as Lacan felt the sardine tin in the water was looking at him.

The exhibition had instances of successful replication of seduction, and unsuccessful

203. But this is only possible to recognise afterwards, in the construction and reconstruction of the
event, in its retroaction, afterwardness or apres-coup, translations of the psychoanalytic Ndichiraglichkeit, a
concept I will explore later on. See Jean Laplanche, Prob/énmn'(/ues VI: L ’nprés-mu]), Paris: Presses
Universitaires de France, 2006.

204. Lacan uses this story to explain the situation of the gaze. He was in a small boat, fishing, when one
of his company pointed at a sardine can in the water, exclaiming ‘you see that can? Do you see it? Well,
it doesn’t see you!” The can cannot see him since it does not have eyes, but it does look at him. Lacan,
Four Fundamental Concepts, p. 95. Lacan even made a parallel between the story of the sardine can and
jewels, which relates to my experience in Argyll Arcade. In pages g6-97 of Seminar XI he writes: ‘the
point of gaze always participates in the ambiguity of the jewel. And if I am anything in the picture, it is
always in the form of the screen, which I earlier called the stain, the spot.’
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ones. It is thus that this element of practice - the exhibition - led the research, in
particular the choice of the format of its final submission, which aims to replicate the
conditions surrounding the small images, rather than the large prints. As such, the
images in the photo-book are not documentation of the big images (as can be seen
from a quick comparison between the photographs in the photo-book and the images
at the end of this chapter); the photographs have been re-worked, re-created, re-
edited to be coherent in the book format. The book is not a catalogue, it is a work.””
The choice of a photo-book is motivated, first, by its relation and interaction to this
text, also in a book format. Secondly, the issue of scale was important in the
exhibition, and the book takes that into account. Thirdly, the small images in the
show were the only ones removed from direct contact with the materiality (and
vulnerability) of the photographs, as in the large images the photographic paper was
directly presented and the mode of hanging was on show through the holes, the nails
and the eyelets. The book, through the framing achieved by its material appearance —
its production, editing, and binding - through its pages, gatefolds, variable layout,
and the temporal element of viewing associated with it, reproduces the strangeness of

the Arcade photographs.

STILLS AND VOICES

The stills and the voices both relate to the scene of a crime, the crime being, as

Sinatra knew well, that of seduction. It is not exactly the same crime, however, as

what happens in the images and the dialogue is not strictly against the law - not yet,
206 . . 3 § . . .

anyway.”” The criminal nature relates to the moral issues discussed in chapter one,

bringing about a certain element of shame or wrongness to the person who finds

herself to be the vietim.”” I am writing of a scene, and if the reader is not convinced

205. So where is the practice?, one may ask. Martha Graham, in her autobiography Blood Memory attempts
a definition of practice, which is, I think, well suited to the practice of seduction. She writes: “To
practice means to perform, in the face of all obstacles, some act of vision, of faith, of desire. Practice is a
means of inviting the perfection desired.” Martha Graham, Blood Memory: An Autobiography, L.ondon:
Macmillan, 1992, p. 4. The practice is the performance in front of the objects, the capturing through
photography, the writing about them and the collection, editing and decision making that goes into the
creation of a photo-book, facing all the obstacles to deliver a vision on seduction. Some of the obstacles
faced are, of course, related to the exhibition I am reflecting on.

206. The “yet’ refers to the ambiguous nature of seduction, its reversibility, and photography. In 7%e
Perfect Crime, Baudrillard wrote: ‘Photography, too, is the art of dissociating the object from any previous
existence and capturing its probability of disappearing in the moment that follows. [...] This machination
of the Nothing, which means that things contradict their very reality, may be conceived as either poetic
or as criminal. All that is unintelligible is eriminal in substance, and all thinking which fuels this
enigmatic machination is the perpetuation of this crime.” The Perfect Crime (Le crime parfait [1995)), tr. by
Chris Turner, London: Verso, 1996.

207. Seduction assumes certain norms, their transgression, and the ensuing shame. Crimes also require
norms and their transgression. This may help us to pose an interesting question in relation to

[Footnote continues)
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of its criminal nature (in that wider sense), I will call upon Peter Wollen’s description
which he formulated in the context of an exhibition that took place at the UCLA’s
Armand Hammer Museum of Art and Cultural Center in 1997. This show, called

Scene of the Crime, brings us back to contemporary works of art. Wollen writes:

Crime scenes present us with both a surplus and a dearth of meaning.
They are full of resonances of inexplicable dread and destruction. At the
same time they can appear stupidly banal and vacuous. As we enter the
terrain of the erime scene we enter a world in which meaning seems
overwhelming in its presence yet strangely insubstantial. Something
happened which we cannot quite grasp or understand. In our minds
such a space seems a kind of anti-space, a space of negativity which is
extraneous to the ordered space of everyday life. The anti-space is
haunted. It is as if an alien has landed there and left a weird message for
us to decode, challenging us to make sense of things that seem odd and
out of place, that usher us into a world in which evil has bubbled up to

the surface and punishment has fallen inexplicably upon the innocent.”®

Is not this reflected in the Breda photograph? I admit that there is less ‘dread and
destruction’ (unless one applies this to the visual plane, the broken perspective),
‘evil’, ‘punishment’ and certainly ‘innocent’ than in a murder scene, for example. In
fact, there is much pleasure in my smile and in the pink rhinestones of the shoe’s
heel; yet, there is also banality, vacuousness, and references to everyday life which are
rendered extraneous, overwhelming meaning (what is going on here?, asked the Breda
photograph’s very first audience), incongruousness, anti-space (what is in and what
out? Is there anything in or out?), coded messages. Is not also what Wollen recounted
applicable to the scene in Erant donnés? Jean-Michel Rabaté in his book on art and
crime, dedicated a whole chapter to arguing that what one can see through the
peepholes is not a bucolic scene, a woman lying down and perhaps sleeping, but
rather she is a victim, a corpse.” The crime in Rabaté’s case is, of course, much
more langible than seduction. Still, the scenes share aspects of the incongruity of the
space in which they are set, and the riddle they present to the viewer. The approach |
have taken with the photo-book and the dialogue aims to reconstruct, to replicate,

the conditions of the Breda photograph, for, if these are isolated, reproduced, and

consumption. Is it a shameful activity, and, if so, why? This will remain unanswered for the purposes of
this research, but the question is one that, ultimately, relates to the seduction objects of consumption
exert in us.

208. Peter Wollen, “Vectors of Melancholy’, in Scene of the Crime, ed. by Ralph Rugoff, Cambridge MA.
and London: MIT Press, 1997, pp. 23-36, pp. 25—26.

209. The chapter is called ‘Duchamp’s fait-divers: murder as “ready-made”™ in Rabaté, Art and Crime, pp.
33-77.
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analysed with the help of the self-reflexive methodology the process of distillation
will lead to knowledge about seduction. This is what the next two chapters will

undertake.

The space of the scene in the Breda photograph and in the photo-book is not the city,
the high street, or the shop. The scene of the crime is the screen of the shop window,
where object and subject conflate and where the seduction is made visible.”” The
screen, as | will show through the analysis developed in the next chapter, fulfils the

ouble function of making the encounter possible and visible (if one stands in the
double funct f making tl ter j bl d ble (if tand tl
right position, as in Lacan’s experiment of the inverted bouquet I introduced earlier).
The glass of the screen in my examples is only one of many possibilities. Kaja

211

Silverman speaks of photography as screen, for example.”™ The letters in Les Liaisons
Dangereuses and the billets doux of courtship are also examples of screens, where
seducers and seducees can hide, reveal or expose themselves. Screens are, in my
mmages, the locus for pleasure, and for anxiety.”” There is a danger with screens, and,
of course, screens also protect from danger. However, as Lacan warns us in the
experiment of the inverted bouquet, the image that appears is imaginary, and, thus,

213

deceptive.”” Screens relate to fantasy, self-seduction and narcissism. They are
moments of encounter, sometimes impossible, between the object and the subject, as
they appear together, and the subject gets a little bit closer to obyjet petit a. Not in vain,
Lacan’s formula for fantasy is S<>a, read ‘the bared subject in relation to the

2 214

object’.

210. My description of shop windows located in the city, may quite rightly remind the reader of Walter
Benjamin’s Arcades Project, where the city takes an anxious dimension, and later studies on the work,
such as that of Susan Buck Morss, and Esther Leslie. Walter Benjamin, 7he Arcades Project (Das
Passagen- Werk [1g72]), tr. by Howard Eiland and Kevin McLaughlin, Cambridge, MA. and London:
Harvard University Press, 2002; Susan Buck-Morss, The Dialectics of Seeing: Water Benjamin and the
Arcades Project, Cambridge, MA.: MIT Press, 1989; “The City as Dreamworld and Catastrophe’, October,
vol. 73, Cambridge, MA.: MIT Press, Summer, 1995, pp. 3-26; Esther Leslie, 7he Benjamin Papers,
available from <http:/www.militantesthetix.co.uk/waltbenj/benjp.htm [accessed 05.09.10].

211. Photography as screen is a concept I will develop in the next two chapters. Kaja Silverman, 7%e
Threshold of the Visible World, New York; London: Routledge, 1996.

212. For a discussion on architectural and social spaces, material culture and the pursuit of pleasure,
especially in relation to femininity, see Jane Rendell, 7he Pursuit of Pleasure. Gender, Space and
Architecture in Regency London, London: The Athlone Press, 2002. For an exposition of urban
environments as spaces for anxiety, including psychopathologies, estrangement, spaces of distraction
and, more importantly, crime scenes, see Anthony Vidler, Warped Space; and Victor Burgin, /n/Different
Spaces: Place and Memory in Visual Culture, Berkeley, London: University of California Press, 1996,
especially the chapters ‘Seiburealism’ (pp. 10g-116) and “The City in Pieces’ (pp. 139-158).

213. Lacan, Freud’s Papers on Technique, p. 78.

214. Evans, Introductory Dictionary, p. 60. Lacan developed this matheme in the context of the Graph of
Desire, appearing in Le séminaire de Jacques Lacan, livre V: Les formations de l'inconscient, Paris: Seuil,
1998, and in “The Subversion of the Subject and the Dialectic of Desire’, Lerits, pp. 671-—702.
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And then there are scenes, which have a bearing in a clinical situation, from the

.o . o . s .. o5 o . .
traumatic impact of the ‘prim