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A B ST R A C T

In  F a ta l Strategies, Je an  B aud riila rd  argues th a t m usic  an d  lite ra tu re  arc seductive in  
them selves. G iven h is la te r  in te re s t in  p h o to g rap h y  an d  the  w ork  o f S o p h ie  Calle, it 
cou ld  be  a rgued  th a t sed u c tio n  is also an  a ttr ib u te  o f the visual arts. B ut w h a t m akes a 
w ork o f a r t seductive? My resea rch  is c o n ce rn ed  w ith  the re la tio n a l and  
p sychodynam ic  aspects o f the e n c o u n te r  b e tw een  the w ork  o f the a r t an d  the view er; 
one tha t, w h en  sed u c tio n  opera tes, is ch a rac te rised  by in terp lay , flow an d  conflict.

T he  first step  tow ards d isen tan g lin g  th is p ro b lem  is to define  sed u c tio n , a co n cep t 
th a t is co n tin g en t, r id d e n  w ith  con fus ion , co n trad ic tio n s  an d  conno ta tive  
in te rp re ta tio n s , even in  the gallery space (as re c e n t exh ib itions on  sed u c tio n  
dem onstra te). A ny a ttem p t at p in n in g  dow n the term , how ever, show s th a t it is 
pervasive and  as a ru lin g  p rin c ip le , it o pera tes  everyw here -  especially  w here  efforts 
to study  it are  m ade. T he  p ro b lem , then , becom es a m ethodo log ica l one: how  m igh t 
one  study  sed u c tio n  as it op era tes  in  the  e n c o u n te r  w ith  w orks o f art? I p u t  fo rw ard  a 
sub jective, p rac tice -led  ap p ro ach , co m p rised  o f th ree  strands: artistic  -  in  p a rticu la r 
p h o to g rap h y  -  psychoanaly tic  an d  w riting  prac tices . A ll th ree  en ac t the self-reflexive 
m ethodo logy  th a t is at the  core o f the co n tr ib u tio n  my p ro jec t aim s to m ake and  
w h ich  is c o n stitu ted  o f  th ree  steps: recogn ition , cap tu re  an d  reflec tion .

T he  co n tex t fo r the  re sea rch  is m u ltifo rm , in te rd isc ip lin a ry  an d  is loca ted  in  
converg ing  fields co n ce rn ed  w ith  textual an d  v isual m ateria l: e ig h teen th -cen tu ry  
lib e rtin e  novels, in  p a rticu la r Les Liaisons Dangereuses an d  the w ritings o f the M arquis 
de Sade; G iacom o C asanova’s m em oirs; F ra n k  S in a tra ’s p ecu lia r  a rre s t in  1938; 
S ig m u n d  F re u d ’s ab a n d o n m e n t o f the sed u c tio n  theory; S 0 ren  K ierkegaard ’s gam es 
beLween Jo h a n n e s  an d  C ordelia; K arl M arx’s com m odity  fetish ism ; N aia del C astillo ’s 
w orks, w h ich  are linked  to S u rrea lis t co n ce rn s , an d  Jacq u es L acan ’s m ysterious objet 
p e tit a, the o b jec t cause o f desire . A ll these play a p a rt in  d e lin ea tin g  seduc tion .

My ow n (nearly m issed) e n c o u n te r  w ith a w ork o f art, M arcel D u c h a m p ’s E ta n t donnes, 
an d  a b o ld  shoe  in  a New T o rk  shop  w indow  are  used  as su p p o r t fo r the w riting , 
to g e th e r w ith the  occasional ap p ea ran ces  o f a de tec tive  -  w ho  will p rov ide  the 
fo rensic  gaze requ ired  o f PhD  stud ies -  and  o th e r  m in o r characters.
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A C K N O W L E D  C EM EN TS

T his subm iss ion  w ou ld  have n o t b een  possib le  w ith o u t the he lp  an d  su p p o r t o f som e 

peop le . F irs t, I w ant to w arm ly th an k  m y D irec to r o f S tu d ies , S h a ro n  K ivland, and  

my superv iso rs, S teve D u tto n  an d  T om  F ish er. T hey  gave m e co n stan t 

en co u rag em en t an d  well th o u g h t o u t c ritiques in the  five years taken  to com ple te  this 

p ro jec t. T hey  also o rgan ised  m y psychoanaly tic  library , in tro d u c e d  m e to very 

in te re s tin g  peop le , sen t m e to analysis an d  to a rt galleries, advised  m e to d ress u p  to 

w rite , an d  allow ed m e to be  sed u ced  by im ages an d  ob jec ts w h en  I was fiercely 

res is tin g  it. M ost o f the  beau tifu l details in  th is thesis (from re fe rences to the lens as 

seductive to the  m en tio n  o f e ig h teen th -cen tu ry  c o u rt dances) are  the  re su lt o f  th e ir  

com m en ts o r o u r  conversa tions. W ith o u t them , I may have com p le ted  the  p ro jec t, 

b u t I am  su re  it w ou ld  n o t have b een  e ith e r  so ch a llen g in g  o r so m u ch  fun . 1 h o p e  to 

c o n tin u e  w ork ing  w ith  th em  in  som e form .

Ja sp a r Jo sep h -L es te r an d  K athy D o h erty  w ere there  fo r m e th ro u g h o u t the p rocess, 

o ffering  in s igh tfu l com m ents th a t ch an g ed  the d irec tio n  o f the  research . T hey  also 

inv ited  m e to pe rfo rm  p re sen ta tio n s  -  a p leasu re , w hich  they knew  I en joyed . M iguel 

S an to s always asked  the m ost d ifficu lt q u estio n s  in  the m o s t e legan t an d  suppo rtive  

m an n er. Fie has b een  the b es t P hD  co m p an io n  I cou ld  have h o p e d  for. E s te r 

E hiyazaryan an d  M atthew  W h ite  w ere my hosts: they cooked  n ice  food, gave m e w ine 

w h en  I n e e d e d  it, took care o f m e an d  always h ad  a k in d  w ord  in  tim es o f stress. T hey  

w ere m u ch  m ore  th an  friends an d  I h o p e  one day I can  rec ip ro ca te  every th ing  they 

d id  fo r m e. T o T racey S m ith , I ow e the  fact th a t I have b een  ab le  to w orry  solely 

ab o u t the c o n te n t o f  the research , as she has always b een  so h e lp fu l w ith  the 

adm in is tra tive  aspects. I lea rn ed  a lo t from  P e te r  D ow nes, w ho p a tien tly  h e lp e d  m e 

insta ll the  show  at the E n d  G allery. Flis lig h tin g  b ro u g h t the  im ages to life.

I am  in  d e b t to everyone I m e t at the con ferences an d  events I a tten d ed , fo r the 

generosity  o f th e ir  com m en ts  an d  for k eep ing  in  touch . W o rk in g  away from  S heffie ld  

was n o t easy, an d  I w an t to th an k  s ta ff and  s tu d e n ts  at the  G lasgow  S choo l o f  A rt, the 

U niversity  o f G lasgow  an d  Lhe T ran sa rt In s titu te  fo r h e lp in g  m e to keep  focused, for 

always lis ten in g  to m y strange sto ries ab o u t sed u c tio n  an d  for generously  offering  m e 

theirs. I especially  m u s t m en tio n  Nicky B ird, S te p h e n  Jackson  an d  V aughan  Judge, 

w ho assu red  m e th a t the p h o to g rap h s  m ade sense. I also w an t to th an k  m asters and  

P hD  s tu d en ts  a t C3RI w ho fin ish ed  an d  s ta rted  th e ir  deg rees w hile  I was there . T h e ir  

w ords o f  en co u rag em en t afLer my p re sen ta tio n s  m ade a b ig  d ifference .
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I m ust also thank Viva M isadventure and R uth  Mills, who m ade me take my gloves off 

and walk the walk. They know w hat I m ean. Lorens H olm kindly shared his thoughts 

with me and po in ted  ou t that the pavem ent wires in my Breda photograph  are typical 

of New York. T hat rem ark still resonates w ith me. To my epistolary friend, L inda 

H erbertson, I owe m ore than words can say; her letters m ade everything right, 

vvright, write.

Marilyn Charles at the Association for the Psychoanalysis of C ulture and Society 

show ed me there is a space for creative practices am ong clinicians. She -  and 

everyone else at the A PCS -  m ade me feel very welcome. Colleen Hill, Tanya 

M elendez and Tam sen Schw artzm an from the M useum at the Fashion Institu te  of 

Technology in New York were rem arkable hosts. They invited me to speak as part of 

an exhibition that, unbeknow n to them , contained my m ost desired object of 

seduction (Christian L oubou tin ’s shoes for Rodarte, in pink). They gave me the 

experience of a lifetime. R arbara Townley and Nic Reech, from the Institu te  for 

Capitalising on Creativity, and the editors at Cambridge University Press provided me 

w ith w riting skills that m ade the com position of this volum e so m uch easier. T hank 

you for giving me the opportunity  to be part of your book. T hank you also to R obert 

W ringham  from the New Escapologist., Gaia Persico and Jools Johnson  from A rttra, 
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helped  to resolve knots in my thinking.

I w ant to close these lines by thanking Neil, who simply b u t crucially b rough t out the 

seducer in me.
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A NOTE ON PUBLICATION

I tested my understand ing  of B audrillard’s thoughts on seduction in relation to works 

of art in the paper ‘Created to lead astray: B audrillard’s seduction in contem porary 

artefacts’, w hich I presen ted  at the EngagingBaudrillard  C onference in Swansea 

University, on the 6lh S ep tem ber 2006.

A n earlier version of the parallels betw een artistic and analytic practices, w hich I 

p resen t in chap ter two of this text, was published  as ‘Escape to Y our U nconscious’ in 

the New Escapologist Magazine, Issue 2, 2009, pp. 55-57.

T he paper ‘Reflections on seduction’, w hich I delivered at the Archi.text.ure: Exploring  

Textual and Architectural Spaces conference at University of S trathclyde on '17lh April 

2008, explored a w om an being stopped in her tracks in fron t of a jew ellery shop and 

is an early version of chapters two and three.

My D irector of S tudies, Sharon  Kivland, and I worked together to develop the paper 

‘W hat the artw ork wants: thoughts for, against and around  in terpretation  in art and 

psychoanalysis’ w hich we delivered at the conference Research into Practice 2008: the 

Problem o f  Interpretation at the Royal Society' of Arts, L ondon, on the 31sL O ctober 

2008, and aspects o f this were la ter developed in chap te r four.

D ifferent aspects o f the conclusion were perform ed at two conferences: I p resen ted  

‘Seduction  cap tu red’ at The Social L ife O f Methods, the 6th A nnual C onference of the 

ESRC  C entre for Research on Socio-Cultural Change, on the 2nd S eptem ber 2010, at 

S t H ugh’s College, Oxford; ‘Stranger, Seducer’ is the title of the paper I delivered at 

Transmission: Hospitality on the 3rd July 2010 at Sheffield H allam University.

I provided a 20-m inute sum m ary of this research at Psychoanalysis, Culture and Society, 

at Middlesex University, on the 5lh June  2010.

In  addition to this, I participated in the following events, all o f which had a role to 

play in the developm ent of the research. I con tribu ted  to a roundtab le  of Pedro 

Alm odovar’s film Volver (part o f the Association fo r  the Psychoanalysis o f  Culture and  

Society 2007 A nnual Conference -  H ope for H ard Times: Anxiety, A lienation and 

Activism, at Rutgers University, 2'“C4Lh Novem ber 2007) w ith a short paper entitled  

‘M others, D aughters and C ryptophores’. W ith  ‘W hen F reud  Visited the A cropolis’, I
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A NOTE ON PUBLICATIONS

in troduced  a panel entitled ‘Psychoanalysis in D octoral R esearch’, part o f and event 

entitled  Rigorous Holes: Perspectives on Psychoanalytic Theory in A rt and Performance 

Research, w hich took place at Chelsea College of Art, on the 29lh and 30th May 2007.

I m ade a public p resentation , ‘T hat O bscure O bject of R esearch’ at the Royal 

Scottish Academy of Music and D ram a on 24lh January 2008. I participated  in 

‘Practice in a P hD ’, a w orkshop for supervisors, which took place at N ottingham  

T ren t University on 25lh Septem ber 2008. I was interview ed in New York by the 

M useum al the Fashion Institu te  o f Technology (MFIT) curator Colleen Hill as part of 

their Fashion Culture Special E ducational Program s on the 18th February  2009; the 

conversation was called Perversion within Seduction.

Early in the research, I thought I w ould develop a series of case studies, one of w hich 

would be Philippe S tarck’s infam ous lem on squeezer Juicy S a li f  . A lthough aspects of 

this w ork rem ain in the thesis, I decided to leave the case studies out. The idea of 

Juicy S a li f  as an object of seducLion, however, was developed in a paper entitled 

‘Juicy Salif as a Cultish T otem ’ and delivered at the ‘Ars Longa: E stablish ing V alue’ 

session of the conference The Discipline o f  Creativity: Exploring the Paradox, organised 

by the Institu te  for Capitalising on Creativity' at the Royal Scottish Academy o f Music 

and D ram a on 211'1 May 2007. This paper was then developed into a book chapter 

(‘Juicy Salif as a Cultish T otem ’, in B arbara Townley and Nic Beech (eds), Managing  

Creativity. Exploring the Paradox, Cambridge: Cam bridge University Press, 2010).

Many of these events were funded by Sheffield Iiallam  University and The Glasgow 

School of Art. I thank bo th  institu tions for their support.
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IN T R O D U C T IO N

A F IR S T  EN C O U N TER

I w ill s la rl w ith  a d e to u r, even th o u g h  I know  it is too soon  fo r th is k in d  o f liberty .

Yet, the  d iversion  will be  very p ro d u c tiv e  as c ircu itous ro u tes  are  at the  core  o f w hat 

this text investigates. N ot long  ago, I h ad  the  o p p o rtu n ity  to v is it P h ilad e lp h ia . I h ad  

always d ream ed  o f m y en c o u n te r  w ith  M arcel D u c h a m p ’s Ye G rand verve (LaM ariee  

raise d n u p a r  ses celibataires, nieme) (1915-1923).1 I h ad  puzzled  over R ichard  

H am ilto n ’s m eticu lous re p ro d u c tio n  h o u se d  a t the  T ate  M odern  in  L o n d o n ; yet, I 

su sp ec ted  th a t see ing  the  ‘defin itively  u n fin ish e d ’ version , the one  w ith  the aesthe tic  

b reakage, w ou ld  answ er som e o f m y qu estio n s a ro u n d  this en igm atic  w ork  o f art." B ut 

I w as n o t p re p a re d  fo r w hat was to h ap p en .

L e  G rand verre is in  room  182 o f the  P h ilad e lp h ia  M useum  o f  A rt an d  jo in s  o th e r  

m aste rp ieces by D u ch am p  in c lu d in g  h is 1932 Green B o x  n o te s  an d  the in fam ous 

R ichard  M utt signed  o rig inal u rinary , en titled  Fountain  (1968). In  the  n ex t room , 

n u m b e re d  183, one can  find  E ta n t donnes (1946-1966), w h ich  has n o t b een  m oved  

since its p e rm a n e n t in s ta lla tio n  in  1969. I h ad  n o t th o u g h t m u ch  sh o u t E ta n t donnes, 

co n cen tra tin g  on  the rid d les  p o sed  by  L e  G rand verre b u t the  way visito rs re la ted  to it 

w hile I sat in  room  182 cau g h t m y a tten tio n . So I d ec id ed  to look.

T h e  firs t th in g  th a t left m e begg ing  w as its title. E ta n t donnes: 1° la chute d ’eau, 2° le gaz  

d'eclairaged  G iven ... w hat is given? Is there  any th in g  th a t is go ing  to be  given to me? 

‘P e rh ap s  the  Green B ox  w ritings can  be  useful h e re ’, I th o u g h t. O ne o f the n o tes  

reads , in  F ren ch :

1. T h e  litle  o f  th e  w ork  tran sla tes  as The Large Glass (The Bride S n ip p e d  Bare by H er Bachelors, Even).

2. Dawn Ades, Neil Cox, an d  David l lo p k in s , explain  the  importance o f the  breakage fo r D ucham p: M u 
1927 b o th  p a n es  o f glass sh a tte red  w hile in  tra n s it from  an ex h ib itio n  in  B rooklyn. W h en  its o w n e r 
K a th erin e  D re ie r  b ro u g h t h e rse lf  to tell D u ch am p  o f  the  d isas te r, he  accep ted  the  b reakage  as a k ind  o f 
“ch an ce  c o m p le tio n ”, and  in 1936 spent, som e m o n th s  pa tien tly  m e n d in g  it, finally en cas in g  each  panel 
in two fu r th e r  glass p anels, m o u n ted  in a w ood  and  steel fram e \  M arcel D ucham p, L o n d o n : T h am e s  and  
H u d so n , 1999, p. 94. My n am in g  th is version  o f The Large. Glass as ‘defin itively  111081166’ plays on  
D u c h am p ’s 1923 s ta tem e n t as he s to p p ed  w ork on  the  Glass, d ec la r in g  it ‘defin itively  u n fin ish e d ’. A des, 
Cox and  H opkins, M arcel D ucham p, p. 88.

3. In E ng lish , Given: 1. The W aterfall, 2. The Illum inating  Gas.
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INTRODUCTION: A FIRST ENCOUNTER

t t n \  / °~ 'itL cH loCl  d (

'H stv‘4 d/Ce^i^^yve^z&rirO'] ^

td u J le f ir t  ly d f e s y r f z t li/  ftru . ^ ju A h j^ -tk . a L ^ u 'c ju ^ )  

d. l/Ktl >fiu- C te jj(ev) £j(/ 'li,tf e istsj&ut-x C £ j rfc. d ooe -tj)

^u -u& .& su/t^ f e  hzce-£S-v(ZX-- c-c (̂ - r '  C iu i 

ch-*> -O r-L j y ^ p O I V L  IS o {jlA _

©Vpfctt_  cl ' Lisisu  ̂ h  W \
j g g |  > /

Ui ffi> rtvtfa&jfo \

dj>- £ « k  oriLch^^x  i

*' faxteE -h&ftPuL7 dU. ^Jpd’ofifdP
-djL̂/l dl YHjzzJ' jl(Vt̂ - fe* -£*lo m —jg

(P^  ' l - v  •..• /  / , .  t.' •> I S- !S
h.

lA 'U '

* t . « J r  ‘ X  

y  j x i  j* 1
v f . , .  -

£>l \'< 
I n n i ’-u.

(cl- -•

v. A J fc a i 'j -  P < [d\, ' tavi i  ̂t ■ f :'

t *yi\("t “/,1 £ J f  fx—

;::. A^-A/tAA’’ H ;,;' ■,-'-
- >■ ' --etc *

Fig. 1: Marcel D ucham p, Preface; E tan t donnes ” 1° la chute d ’eait, 2° le gaz 
d ’eclairage, facsimile (collotype on paper) o f m anuscrip t note in The Bride 
Stripped Bare by H er Bachelors, Even (The GreenBox), 1934, 21 x 12.7 cm, 

Philadelphia M useum o f A rt, T he Louise and  W alter A rensberg  Collection.

There is more to this title, in the same way that there is more to L.H.O.O.Q. than 5 

letters.51 cannot help but read thanatos, in the form of an epitaph. The note refers to

4. Source: M ichael R Taylor, Marcel Duchamp: E tan t donnes, New Haven, London: Yale University Press, 
2009, p. 284. F o r an English version o f this no te  see George H eard H am ilton and R ichard H am ilton’s 
translation  in A nne d ’H arnoncourt and W alter IIopps, E tant donnes: l° la  chute d ’eau, 2° le gaz d ’eclairage: 
Beflections on a New Work by Marcel Duchamp, Philadelph ia  M useum o f A rt Bulletin, vol. 64, April 
Sep tem ber 1969, revised and updated  in 1987, p. 19.

5. I f  the letters L .H .O .O .Q . are p ronounced  in F rench , they are hom ophonous to the sentence ‘elle a 
chaud au cul’ (she has a h o t bum), elle being the m oustached Mona Lisa.
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a ‘S la te  o f R est’, a ‘cho ice  o f P o ss ib ilities’, w ith  capita ls an d  u n d e rlin e d , an d  these 

led  m e to S ig m u n d  F re u d ’s d ea th  drive. T he  title, Given, suggests an  offering, 

pe rh ap s  p o sth u m o u s: is D u ch am p  giving us h is body  o f works?

I h ad  read  th a t D u ch am p  w orked  on E ta n t donnes fo r tw enty  years, d u rin g  w h ich  m o s t 

o f  the  w orld  th o u g h t h e  h ad  com pletely  ab an d o n ed  a r t to play chess. L ike the  la tte r  

gam e, E ta n t donnes rep re sen ts  an  ind iv idua l e n c o u n te r  w ith  the  w ork o f  art; a g roup  

o f peop le , sm all as it  m ay be, w ou ld  be  p ressed  to see it exactly at th e  sam e tim e.

W ith  this th o u g h t, an d  p re p a re d  fo r a p u n n in g  gam e o f chess -  as I know  so m eth in g  

o f D u c h a m p ’s w ork  -  I leave the  ready-m ades an d  p a in tin g s o f ro o m  182 to ven tu re  

in to  the  n ex t room . A n d  like in  any g rea t ad v en tu re , there  are a n u m b e r  o f obstac les I 

have to add ress . T he  First one , o ften  fo rgo tten , is one  I h ad  already  overcom e: to see 

E ta n t donnes one  has to go all the  way to P h ilad e lp h ia . In  a late cap ita list w orld , w here  

a r t tou rs to venues n ea r a lm ost anybody in  the W e ste rn  w orld , travel is m ade  easy, 

b lo ck b u s te r show s are traded  and  p e rm a n e n t co llections are  d ec im ated  by loans, the 

site specific ity  o f E ta n t donnes is u n h e a rd  of.

T h e  seco n d  obstac le  is a constitu tive  p a r t o f the p iece . In  the  dark n ess o f  ro o m  183, 

a t the far en d  o f  the P h ilad e lp h ia  M useum  o f A rt -  a darkness one  has to ge t u sed  to -  

I first e n c o u n te r  a w o o d en  door, w h ich  D u ch am p  h ad  sen t to New' Y ork  from  S pain . 

I t  is m o u n te d  on  to the  wall, w ith  h an d so m e  b ricks fo rm ing  an  a rch  in  its u p p e r  edge. 

T he  d o o r is n o t any  door, how ever. T h is is a d o o r w ith o u t a h an d le , a d o o r th a t is 

visibly n o t fo r o p en in g  an d  closing. T h is m ay be  one o f the reaso n s w hy v is ito rs to 

the P h ilad e lp h ia  M useum  o f A rt th a t m ake it all the  way to the  en d  o f th e  M odern  

an d  C on tem porary  A rt galleries tu rn  a ro u n d  barely  a fte r e n te r in g  ro o m  183. T h is  is 

w hat I took g rea t p leasu re  in  observ ing . W ith  the w orks Priere de toucher (1947), 

Fountain, Comb (1916), 50 cc o f  Paris A ir  (1919), W ith H idden Noise (1916) an d  W h y  N ot 

Sneeze Rose Selavy?  (1921) am ong  o th e rs  in  the  ad jacen t room , a k een  buL u n in fo rm ed  

v is ito r c an n o t be  b lam ed  for th in k in g  th a t the d o o r o f  E ta n t donnes is also a read y ­

m ad e .6 E ith e r  that, o r the  d o o r ju s t  p u ts  peo p le  off.

T h e  th ird  obstac le  E ta n t donnes p re sen ts  is only app licab le  to peo p le  like m e. T h is  is

G. H ec to r O balk , w rites: ‘T h e  only  d e fin itio n  o f  “read y m ad e ” p u b lish ed  u n d e r  the  nam e o f  M arcel 
D u cham p  (“M D ” to be precise) stays in  B reton  an d  E lu a rd ’s D icdonnalre abrege du Snrrea/isme: “an 
o rd in a ry  o b jec t e levated  to the  d ign ity  o f  a w ork  o f a r t by the  m ere cho ice  o f  an a r tis t.”’ ‘T h e  U nfindab le  
R ead y m ad e’, in  Tout-fait. The M arcel D ucham p Studies Online Journal, vol. 1, issue 2, May 2000, available 
from  < h ttp ://w w w .ton tfa it.com /issues/issue_2 /A rtic les/oba lk .h tm l> [accessed 09.04.10],

12

http://www.tontfait.com/issues/issue_2/Articles/obalk.html


INTRODUCTION: A FIRST ENCOUNTER

no t a gender issue -  w hich is also p resen t bu t m uch m ore delicately than  w hat has 

often been  discussed, as we will see later -  an econom ic, o r a racial one. No. As a 4ft 

10" hum an  being, the issue is one of height. O n closer inspection, one can see that 

the Spanish  door is m etaphorically h inged upon  two small holes, a round  w hich the 

w ood has changed colour, no doub t due to the b rea th  of visitors. The stain in the 

door both  tames and reveals the way of seeing the work, as it shows -  and som ehow  

also dem ands -  from  w here to look. T hrough the holes, viewers peep and see the 

o ther pa rt 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 no t believe it. I 

jum ped: I saw a leg. I jum ped  again: oh, how light and  colourful. This was no t 

working. I took out my digital cam era (the m useum  allows photographs w ithou t flash 

in m ost of its rooms) and extended my arm s up, clicking through the holes. W as this 

going to be a m issed encounter? W ould I only be able to see an image, a second rate, 

shaky, representation?

Tired and jet-lagged, I was ready to give up. I stom ped back into light and  airy 182, 

w ith the reassuring Le Grand verre and w here a bored  gallery assistant was sitting.

‘No,’ she giggled w hen I asked, she did n o t have anything I could stand on -  even 

though we were sitting a particularly apt bench , b u t my pleadings and  travel dram as 

only added  to h e r boredom . I was no t even w orthy o f a look. Nothing. W ho cared 

about art, anyway? I walked back to room  183, and resolved to perfect my jum p ing  

technique. I was no t going anywhere. I was even p repared  to ask som ebody to lift me 

-  and body contact w ith strangers is the very last resort -  w hen I had  an idea. As a 

small person , I tend to w ear shoes w ith heels, and, although the ones I was w earing 

then  were n o t high enough for the occasion, doubling  their heigh t would suffice. So I 

took off one shoe and stood on one leg and two shoes. I could reach now, p ropp ing  

my one-legged body by hold ing  on to the Spanish  door. The irrita ting  third obstacle 

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

The last obstacle I had  to overcom e is the m ost disconcerting. This piece is viewed 

from  a single and specific po in t of view, through holes.8 1 was n o t p repared  for the

7. So why is this piece n o t ab o u t the gendered  body? A fter all, are we no t looking a t a naked w om an? O r 
are we? 1 was only too aware o f the theories a round  the bu lg ing  genitalia o f ihe naked body, the question  
o f h erm aphrod itism , and the feelings of th ro b b in g  fleshiness felt by som e in tellectual and  critical 
viewers in relation  to the unreal landscape in the background . 1 m ust say, my im pression  is th a t this 
body does n o t only refer to a body, b u t also po in ts tow ards a h istory  o f  rep resen ta tion .

8. T he  en co u n te r with Elam  donnes is so personal that, as Ju lian  Jason Haladyu explains, the experience 
is always very difficult to sum m arize, le t alone docum ent. One. Work M arcel Duchamp: ElanI donnes, 
L ondon: Afterall Books, 2010.
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fact that Etant clonnes is clearly a work about gaze and looking.9 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, Etant donnes 
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. W here 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. I 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. I wanted to 
see the head of the woman, even though I knew that, no matter how or how much I 
moved, I would not be able to. Is there one, anyway?

9. The references to dioramas, and peep shows, and the teasing of vision within these are literally 
present in Etant donnes 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: die 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, Etant donnes 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.
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Fig. 2: M arcel D ucham p’s E tant donnes (beh ind  th e  S pan ish  door) 
a t th e  P h ilade lph ia  M useum  o f  A rt, as experienced  by th e  au thor.
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W hat 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 velveldined. 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,10 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, 
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 crime? Is the body dead, or about to die?11

Etant donnes 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,12 as some of the themes are re-worked 
-  not least the bride, stripped bare -  and they both share elements articulated in The 
Green B ox.13

10. The International Dictionary ofPsychoanalysis 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, rem aining enigmatic hut at same 
time provoking sexual excitement.’ Sophie de Mijolla-Mellor, ‘Primal Scene’, in Alain de Mijolla (ed.), 
InternationalD iclionaijof Psychoanalysis, Gale Cengage, 2005, available from 
<http://www.enotes.com/psychoanalysis-encyclopedia/primal-scene> [accessed 25.04.10].

11. Read about this debate in, for example Jean-Michel Rabate, Given, /"A r t2° Crime: Modernity, Murder 
and Mass Culture, Brighton: Sussex Academic Press, 2007 (who supports the theory of the corpse), and 
Taylor,Etant donnes (who disputes it).

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

13. Of course, Elant. donnes could be articulated in the context of Le Grand verre, but it also references a 
num ber of other works by Duchamp. For some critics, Elant donnes 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, Elant donnes takes D ucham p’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: An. 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 o f  Marcel Duchamp 
(Marchanddu sel [1959]), ed. by Michel Sanouillet and Elmer Peterson. New York: Da Capo Press. 1973, 
26-71.
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I could write many interpretations about my experience, from what I saw and what I 

have read in books. O f 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 donnes. I 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 w hat enables a 

psychodynamic relation with objects and works of a rt.14

There are certain rules of engagem ent I m ust m ention before I set out to explore the 
complex phenom enon of seduction. The present volume is structured around chapter 

three, which acts as a pivot on which all the o ther chapters hinge. Chapter three, The 

Scene o f  a Crime, is the kernel, the point at which the writing changes, reversing and 

m irroring 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

14. The research is indebted to various works of art, w hich have inspired  it along the way. T hese will be 
explored th roughout the text and the visual material. W hat may be more obscure is the influence of a 
num ber of literary texts, nam ely Choderlos de Laclos’ Les Liaisons Dangereuses, M arquis de S ade’s 
Dialogue between a Priest and a D ying Man, Giacomo Casanova’s m em oirs History o fM y  L ife  and V ladim ir 
Nabokov’s prose. O f all of these, the first three have a d irect link to seduction, as they approach issues 
linked to libertinism . The last inspiration, however, may require  a little explanation. T he divine details, 
precision, interesL in detectives and detection, unraveling of the story at the end (for example in The 
Eye), narrative structure [PaleFire) and the act o f recounting w ithout telling b u t by show ing (as in Lolita, 
Bend Sinister, The Real Life o f  Sebastian Knight or Despair) are all writing attributes J have kept in m ind 
white constructing  this text. Malcolm A shm ore’s PhD  thesis, m ore academ ic in its execution, has also 
stim ulated my writing. See C hoderlos de Laclos, Les Liaisons Dangereuses [1782], tr. by P.W.K. Stone, 
London: Penguin Books, 10(51; Marquis de Sade, ‘Dialogue betw een a Priest and a Dying Man’ (Dialogue 
enlre uri prelre el tin moribund [1788]), in The Misfortunes o f  Virtue and Other Early Tales, tr. by David 
Coward, New York, Oxford: Oxford University Press, 1992, pp. 149-160; Giacomo Casanova, History o f  
M y Life, vols I to 12 {Hist.oi.re de Ma Vie [I960]), tr. by W illard 11. Trask, Baltimore and L ondon: T he Johns 
Hopkins University Press, 1997; V ladim ir Nabokov, The Eye {Soglyad.alay [1930]), tr. by D m itri Nabokov, 
London: Panther, 1968 (1966); Pule Fire, London: Penguin, 1973 (1962); Lolita, London, W eidenfeld  and 
Nicholson, 1959; Bend. Sinister, London: Penguin M odern Classics, 2001 (1947); The Real Life o f  Sebastian 
Knight, London: Penguin, 1964 (1941); Despair (Olchayanie [1934]), tr. by the author, London: Panther, 
1969; Malcolm A shm ore, The Reflexive Thesis. Weighting Sociology o f  Scientific Knowledge, Chicago: 
Chicago University Press, 1989.
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w ork  as an  exam ple. O ften  seen  as o b scu re  an d  im p en e trab le  L acan ’s use o f  language 

reflects the s tru c tu re  an d  ways o f w ork ing  o f  w h a t it describes , the u n co n sc io u s . T he  

seco n d  p a rt o f the  ch a p te r is the tran sc rip tio n  o f  a seductive e n c o u n te r  b e tw een  an  

o b jec t and  a sub ject. B ased on  S ade ian  d ialogues, this p iece  sh o u ld  he  read  b o th  as a 

w ork an d  as ev idence o f  sed u c tio n . Duality', a n o th e r  tra it o f  sed u c tio n , will also m ake 

an  ap p ea ran ce  in  ch a p te r th ree , in  the fo rm  o f  this b o o k ’s doppelgdnger, the  o th e r  

volum e in  the  subm ission . W h ile  this vo lum e co n ta in s m ain ly  text, the  o th e r  is 

co m p rised  m ain ly  o f p h o to g rap h ic  im ages.

O n  e ith e r  side o f ch a p te r th ree  are the  o th e r  fo u r ch ap te rs , w h ich  to g e th e r w ith  this 

in tro d u c tio n  an d  a conc lu s ion , form  the seven p arts  o f  th is text. C h ap te r one , ‘T he  

S ed u c tio n  o f O b jects an d  its P ro b lem s’ sets the  con tex t th ro u g h  a review  o f the 

existing  lite ra tu re  on  th e  topic, in c lu d in g  a b r ie f  ou tlin e  o f d isc ip linary  areas 

co n ce rn ed  w ith  sed u c tio n  (psychoanalysis, co n su m er s tud ies , captology, crim inology), 

a review  o f the  key a rg u m en ts  in  Jean  B au d rilla rd ’s m o n o g rap h  an d  the  analysis o f 

several exam ples. I took special care  to exp lo re  the  two m ain  re c u r re n t p ro b lem s o f 

sed u c tio n , as p o in ted  at by ex tan t stud ies: its de fin itio n  an d  its pervasiveness, w h ich  

paradoxically , m akes it d ifficu lt to appi’eh en d .

In  ch a p te r two, ‘S c reen  as M eth o d ’, I ou tlin e  a n u m b e r  o f b lin d  alleys th ro u g h  w h ich  

I w en t, to arrive a t the conc lu s ion  th a t a m ethodology ' to stu d y  sed u c tio n  was 

req u ired . R eview ing existing  w ork  on  sed u c tio n  led  m e to see th a t it was n o t a case o f 

s tudy ing  sed u c tio n  itself, b u t  o f  deve lop ing  a tool to study  it, as th is w as lack ing  

w ith in  p rev ious w orks, m ainly  focused  on  p h ilo so p h ica l aspects o r the  te ch n iq u es  o f 

sed u c tio n  (ra th e r th an  its observation). So in  c h a p te r  two, I fo rm  a p lan , a trap  to 

c ap tu re  and  reco rd  in s tances o f sed u c tio n  an d  w ith  th is, resolve the  p ro b lem  o f how  

to look a t this o b jec t o f  study. I form  m y p ro p o sed  m ethodo logy  -  th e  self-reflexive 

m ethodo logy  - ,  w hich  stem s from  an en g ag em en t w ith  th ree  p rac tices  -  

psychoanaly tic , artistic  and  w riting  -  w h ich  is developed  th ro u g h o u t. I exam ine a 

series o f para lle ls  be tw een  the  p rac tices o f a rt m ak ing  an d  psychoanalysis . T he  

la tte r’s h is to ry  is, I argue, valuable fo r the  study  o f the p sychodynam ics o f sed u c tio n , 

as these  also take p lace  in  a clin ical tran sfe ren ce  situa tion .

In  c h a p te r  four, a de tec tive, w ith  de lu s ions o f an analytic an d  artistic  p rac tice  will 

take over m e w hile I re s t an d  p rep a re  fo r the  Finale. I t  will be  h e r  task to g a th e r an d  

o rgan ise  ev idence (a d ia logue an d  a pho to -book), analysing  it u sing  the  tool I have 

p rov ided  h e r  w ith  in  c h a p te r two, the self-reflexive m ethodo logy . A way o f re a d in g  it, 

o f  in te rp re tin g  w hat is seen  th ro u g h  the m ethodo log ica l in s tru m e n t, is p ro p o sed .
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T he  detec live w ill th e n  p u t h e r  case fo rw ard  to a ju ry  o r p an e l an d  d e fen d  it in 

ch a p te r live. T h is ch a p te r is o u tlin ed  as a series o f q u estio n s an d  answ ers th a t re la te  

the co n tex t o f  sed u c tio n , as se t o u t in  c h ap te r one , to the  w ork developed  in  this 

investiga tion . T h is ch a p te r also show s add itiona l visual ev idence by o th e r  artists , 

no tab ly  S o p h ie  Calle, Naia del C astillo, L ise tte  M odel, L ee F rie d la n d e r  an d  E u g en e  

A tget. By p u ttin g  the w ork u n d e rta k e n  in  my study  back  in to  its con tex t, its validity  is 

tes ted . A fter ch a p te r live, I re tu rn  to  co nc lude  an d  close.

T h is s tru c tu ra l a rran g em en t is fairly classical an d  s tra igh tfo rw ard  (five chap te rs: 

li te ra tu re  survey, m ethodo logy , em pirical study , analysis and  evalua tion ; w ith  an  

in tro d u c tio n  an d  a conclusion) b u t you w ill also no tice  th a t a fte r each  ch ap te r, the re  

is a visual in te rlu d e , ev idence o f  each  stage o f  the  investigation  th a t will b e  used  by 

m y detec tive in  h e r  case -  an d  m e.

My aim  is to fo rm u la te  a way o f s tudy ing  the sed u c tio n  exerted  by ce rta in  w orks o f a rt 

from  w ith in  the  seductive re la tio n sh ip . T hus, m y o rig inal co n tr ib u tio n  to know ledge 

is a m e thodo logy  -  a co n cep tu a l fram ew ork  fo r o p e ra tio n  -  th a t facilita tes the  study  o f 

sed u c tio n , in  p a rticu la r o f w orks o f art. As the investigative w ork  is d o n e  from  the 

in side , the  cap tu re  o f  sed u c tio n  is essen tia l to its study  an d  re flec tion  and , thus, the 

m e thodo logy  focuses on  these two aspects -  cap tu re  an d  re flec tion  -  as w ell as 

reco g n isin g  the  m o m en t w here  Lhe su b jec t falls fo r the  object. T h e  focus on  w orks o f 

a r t com es from  the  facL th a t this re sea rch  is c o n ce rn ed  w ith  o b jec t-su b jec t 

e n co u n te rs , ra th e r  th an  w ith  su b jec t-su b jec t en co u n te rs . W o rk s o f a rt are seductive 

in  them selves, as we will see in  the  firs t ch ap te r, and  p rov ide  a m ore  com plex  an d  

o p en  case stu d y  than  ob jec ts o f c o n su m p tio n  such  as lem on  sq ueezers, shoes o r 

e lec tro n ic  goods, w h ich  are m ore  open ly  governed  by m ark e t ru le s .15

T h e  flrsL q u estio n  m y study  p ro p o sed  was ‘w hat m akes a w ork o f a r t seductive?’ A n 

a tte m p t a t an sw ering  it show ed  th a t there  is a n o th e r  q u es tio n  th a t n eed s  to b e  asked 

first. I f  w e assum e, given the ev idence show n in  the  lite ra tu re , th a t sed u c tio n  is a 

pervasive p h en o m e n o n , b u t one th a t is n o t com pletely  visible, the only  possib le  way

15. T h ese  w ere also c o n sid e re d  as po ten tia l ob jec ts  o f  sed u c tio n  fo r th is s tu d y  an d  my th o u g h t p rocess  
can be  read  in  the  b log  I kep t th ro u g h o u t th is PhD  study  (L aura G onzalez, A  Seductress's Journal. 
available from  < http ://w vvw .lauragonzalez.co .uk/b log> [accessed 09.04.10]). I w rote  a b o u t lem on 
squeezers  (in p a rticu la r P h illip e  S ta rk ’s Juicy Salt/) in L au ra  G onzalez, ‘Ju icy  S a lifa s  a C ultish  'to te m ’, in 
B arbara  T ow nley  an d  Nic B eech (eds), M anaging  Creativity: Exp loring  lhe P aradox, C am bridge:
C am bridge  U n iversity  Press, 2010, pp . 287-309, and  a b o u t the  iPod in ‘W h ile  w orsh ip : the  iP o d ’, A rttra: 
Forum fo r  Contemporary A rts , 2005, available from  < h ttp ://w w w .artIra .eo .u k /fea tu re s/ip o d /ip o d .h tm i> 
[accessed 09.04.10],
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to study it is by provoking it, by becoming part of it so one can understand the 

hidden and unseen elem ents that take place. There is no curren t m ethodology to do 

this, however, so my research question evolved, to become an epistemological and 

methodological one: how m ight 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, bu t 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 Presidente de Tourvcl -  which will be 
explored in this text.10

The argum ent 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 m om ent -  and therefore cannot be strictly 

classified as probable. My argum ent, 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.1' AfLer all, as Baudrillard wrote, concerning 

seduction as an object of study: ‘The charm  of seduction is first to be an unidentified 

theoretical object, a noil-analytical object and which thus obstructs any truth-theory, 

leaving room for the fiction-theory and the pleasure of its pursu it’.18

In line with Baudrillard’s reflection, there is a certain am ount of ventriloquism  and

16. Both C ordelia and the Presidente de Tourvel are the victims of the seduction of Johannes and the 
V icomte de Valrnont, respectively. T heir stoi'ies end tragically, e ither with loss o f h onour or death. See 
Soren  Kierkegaard, D iary o f  a Seducer (first published in Eaten - Eller. E tL ivs  Fragment [1843]), tr. by 
A lastair Hannay, London: Pushkin Press, 1999, for an account of C ordelia’s tale; and Laclos, Liaisons 
Dangereuses, for the P residente de T ourvel’s story.

17. This com m ent refers to both my m ode of enquiry and my writing, which, together with the 
photographs, is an essential part o f the unfolding o f my argum ent. Aristotle divided persuasive, 
argum entative w riting into three categories: logos, pathos and ethos: reasoning, em otion and the authority 
of the w riter. These are the three essential categories that will be brough t to bear in my text, supported  
by visual evidence and the work of others. D eclaring this framework allows for the process by w hich 1 
obtain my results to be recovered by others. This sharing of m eaning-m aking also addresses subjective 
objections that may arise. Aristotle, The. A rt o f  Rhetoric, tr. by Hugh Law son-Tancred, London: Penguin 
Classics, 2005; Jane t M cDonnell, Completing the Doctorate [workshop], Central S ain t Marlins College of 
Art and Design, London, 27 June  2007.

18. Jean B audrillard, ‘Les abim es superfieiels’, in Maurice O lender and Jacques Sojcher (eds), La 
seduction, Paris: A ubier Montaigne, 1980, pp. 197-207, p. 197. My translation. T he original passage reads: 
‘Le charm e de la seduction est d ’abord d ’etre un objet theorique non idenlifie, objet non aualytique el: 
qui par la fait echec a toute theorie-verile, laissanl: place a la theorie-fiction el: an plaisir de son exercice.’
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a n th ro p o m o rp h ism , o f ro le-p lay ing , o f  d ressin g  up, an d  o f  leav ing  false e lues in  m y 

work: in  c h a p te r  th ree , a d iam o n d  ring  speaks. My decisive e n c o u n te r  w ith  E ta n t 

donnes will re tu rn , th ro u g h o u t th is m ateria l in the  form  o f  a w riting  p ro p . In  try ing  to 

b u ild  a trap  fo r sed u c tio n  I take a risk  because  sed u c tio n  is u sed  to ten d in g  trap s an d  

is b o u n d  to know  all the  tricks. B aud rilla rd  knew  th is  very w ell, b u t  h e  n ev er h a d  to 

w rite  a b o u t sed u c tio n  fo r a doc to ra l thesis. My a rea  o f in te re s t is com plex  an d  its 

b o u n d a rie s  are n o t always co n tro llab le .19 T h e  issues ra ised  by sed u c tio n  are  

con troversia l an d  p eo p le  in  th e  field  h o ld  d iffe ren t view s on  them . As the  en q u iry  is 

d riven  by p rac tice  ra th e r  th an  a p rio ri goals o r  h y po theses, I ex p erim en t, assess an d  

take decis ions. T h u s  I p ro p o se  a fram ew ork  for m y p u rsu it, o n e  th a t is fully  d ec la red  

so the  p rocess  by w h ich  re su lts  are  o b ta in ed  can  be  reco v ered  by o th e rs , in  tu rn . 

S h a rin g  th is m ean in g -m ak in g  ad d resses  any sub jective o b jec tions stu d y in g  sed u c tio n  

from  w ith in  th e  seductive re la tio n  m ay raise.

19. T lie  com plex ity  o f  th is  re sea rc h  com es from  the  fact th a t it in te rac ts  w ith  m any  fields o f  study , from  
c rim ino logy  an d  m ark e tin g , to psychoanalysis, p h ilo so p h y , design  and  lin e  arl.



C H A PT E R  ONE

T H E  S E D U C T IO N  O F  O B JE C T S  AND ITS PR O B L E M S

T he co n cep t o f  sed u c tio n  is led  by con troversy , an d  is ch a rac te rised  by co n fu s io n  in 

its term inology , co n trad ic tio n s  in  its concep tu a lisa tio n  an d  d ivergence  in  the 

p ositions o f  its experts. S e d u c tio n ’s devious n a tu re  resists  rep re sen ta tio n , w h e th e r  in  

w ritten , verbal o r v isual fo rm  and , th ere fo re , p re sen ts  an  obstac le  to system atic 

investigation . F u rth e rm o re , as my e n c o u n te r  w ith  D u eh am p ’s E la n t donnes show s, it 

is pow erfu l an d  overpow ering . S ed u c tio n  seem s, on  firs t view, to have agency, yet, it 

begs the  q u estion : Flow do ob jects, and  in p a rticu la r w orks o f art, seduce  people? 

B efore this q u es tio n  can  be  answ ered , how ever, a p r io r  one m u s t b e  add ressed : W h a t 

is seduction?

In  the  sources I c o n su lted  an d  w h ich  I exam ine in deta il th ro u g h o u t th is study , I 

fo u n d  a re p e titio n  o f them es in  re la tio n  to the  m ean in g  o f  sed u c tio n , s ta rtin g  w ith  the 

sim p lest d ic tionary  d e fin ition . E tym ologically , the  term  sed u c tio n  com es from  the 

L a tin  se-  (apart), an d  ducere (to lead). Its verb form  is defin ed  as ‘to lead  astray  from  

rig h t b eh av io u r’,20 ‘to e r r  in  co n d u c t o r b e l ie f .21 Seductive  b eh av io u r is o ften  

c o n sid e red  ‘in  co n trad ic tio n  w ith m oral law ’22 -  a po sitio n  th o u g h t o f  as positive by 

som e - 2i an d  tends to be  re la ted  to sexual m a tte rs .24 T h ese  re c u r re n t them es of 

lead in g  an d  b e in g  led  astray, e rring , m orality  an d  sexuality  -  illu s tra ted  h e re  by  sh o r t 

c ited  exam ples o f  the  m any  en co u n te re d  -  w ill p rov ide  an u n d e rc u r re n t to th is text.

Tw o exam ples w ill h e lp  to illu s tra te  an d  b rin g  to g e th e r these  s tran d s. In  1938, w h en  

he  was ju s t  tw enty-tw o years o ld , F ra n k  S in a tra  w as a rre s ted  in  New Jersey  on  a 

charge  o f sed u c tio n , hav ing  p ro m ised  m arriage to a w om an  in  exchange fo r sexual 

in te rco u rse  (see Fig. 3). H e w as freed  two m o n th s  la te r u p o n  the  d iscovery  th a t the

20. H enry  F ow ler and  F ran c is  F ow ler (eds), The Concise O xford  D ictionary o j Current luiglish, 5 th ed itio n , 
O xford: O xford U niversity  P ress, 1964.

21. Rex B utler, ‘S e d u c tio n ’, in  Jean Baudri.ll.ard: The Defence o fth e  R ea ! , L o n d o n : Sage, 1999, pp. 71-118, 
p. 71.

22. Maria T o rta jada , ‘E r ic  R o h m e r an d  the  M echan ics o f  S e d u c tio n ’, Studies in French Cinema, 4 (3), 2004, 
pp. 229-238, p. 230.

23. Jean  B au d rilla rd , Seduction (De la  seduction /1979]), Lr. by B rian  S in g e r, New York: S a in t M ar lin ’s 
Press, 1991; S eb aslia  S e rra n o , E l  fuslhuo de Seduccion  [The S e d u c tio n  Instinct], B arcelona: A nagram a, 
2005.

24. B utler, Seduction, p. 71.
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woman in question was already married.25

CHAPTER ONE: THE SEDUCTION OF OBJECTS AND ITS PROBLEMS

jot - T 
*s/5

I f c s r r  - i i l  J k

%

Fig. 3: Frank Sinatra arrested for seduction (photograph, Sheriffs Office, Bergen County, 
New Jersey, 1938). Right, enlargement of suspect’s identification card -  shown beneath mug
shot on the left image.

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 witchcraft and like misdemeanors, and 
that the marriage upon conviction shall be null and void.27

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 opercindum.
26. Source: Great Modern Pictures [image] Sinatra Arrested fo r  Seduction, 1938, available from: 
<http://www.greatmodernpictures.com/pjazzla.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.

http://www.greatmodernpictures.com/pjazzla.htm
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T hese two examples allude to the crim e of seduction, w hich applies to m en who 

obtain  ‘a w om an’s consen t to sexual in tercourse by prom ising to m arry h e r’,28 and 

also used to refer to w om en who em bellished them selves by artificial m eans or 

th rough  accessories. The crim e of seduction, however, has deep contradictions. 

S tephen  R obertson  alerts us to the fact that

Many ‘seduced’ w om en described acts that had been 
accom plished as m uch by violence as by a prom ise of m arriage.
N onetheless, m ost of those wom en expressed a desire to wed 
the m an that they accused, ra the r than to have him  sent to

2(Jprison.

D espite  the apparen t precision of seduction’s legal definition, these two vignettes 

h ighlight a conflict at the core o f the term , which is related to prom ises -o ften  broken 

-  and also to artifice. T he crim inal term , although containing some notew orthy 

points, is n o t readily applicable to my encoun ter w ith D ucham p’s last work. A fter all, 

that was abou t my seduction  by an object, no t an accountable subject.30

This text is o f course no t the first attem pt at grasping w hat this elusive thing called 

seduction  m ight be. T here  have been  a n um ber of attem pts to systematise, 

characterise, qualify and  taxonom ise seduction. The m ost relevant example is 

rep resen ted  by Jean  B audrillard, as he dedicated  a substantial part o f his work to the 

study of seduction , and w rote one o f the m ost extensive studies on the topic.31 M uch

28. S te p h e n  R obertson , ‘S ed u c tio n , Sexual V iolence, and M arriage in New Y ork City, 1886-1955’, L aw  
an d  H istory Review , vol. 24, no. 2, S u m m er 2006, available from:
< http ://w w w .liisLorycooperalive.O rg/journals/lhr/24.2/roberlson.hlnil> (accessed 26.01.08].

29. R obertson , Seduction, S exua l Violence and  M arriage, p. 333.

30. T his su d d en  sh ift from  ob jec t -  Etant donnes - to sub ject -  S inatra  and the 1770 Act - and back to the 
ob jec t may be uncom fortab le  to Lhe reader. In o rd e r to address the curious case o f seduction  exerted by 
objects, as described  in the in troduc tion , 1 sta rt w ith S in a tra ’s exam ple, to w hich the reader may relate, 
given it refers to a subject. T he  v ignette also addresses the issues of reversibility  and objectification, 
pivotal to this enquiry . L ater on in this chap te r, I in troduce  Karl Marx’s concep t oi commodity fetishism, a 
characteristic  o f capitalist societies, by w hich objects ad o p t characteristics re la ted  to the social relation  
betw een  sub jects, and  relations betw een  sub jects assum e characteristics reserved for objects. I his shill, 
th is sharing  o f characteristics will becom e even m ore evident in chap te r three, w hen  a d iam ond ring 
speaks.

31. See, for exam ple, Jean  B audrillard , ‘S educ tion , or, the Superficia l Abyss’, in The Ecstasy o f 
Communication [L’an lreparlu i-m em e  [1987]), Lr. by Bernard and C aroline Schulze, New 3 ork:
Sem iotext(e), 1988, pp. 57-75; B audrillard , Seduction; Jean  B audrillard, Fata!Strategies (Les strategies 

fa ta les  [1983]), lr. by Philip  B eitclm ian and W . G. J. N ieslichow ski, London: Pluto Press, 1999. O th e r 
approaches, notab ly  those by R obert G reene (The Art o f  Seduction, L ondon: Profile Books, 2004), Ju lie 
Khaslavsky and  N athan S h ed ro ff  (‘U nderstand ing  the Seductive E xperience’, Communications o f  the ACM , 
42 (5), 1999, pp. 45-49, available from:
< h ltp ://eap lo logy .slaiifo rd .edu/K ey_C oncepls/Papers/C A C M seduclion .pd l>  [accessed 04.09.09]), and 
Jean-N oel Vuarnel, (‘Le sed u c teu r m algre Ini’, in M aurice O lender and Jacques S o jcher (eds),

[]■’oo  t: 11 o le CO n tin  ues]
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secondary literature has been devoted to the examination of his texts and the 
contextualisation of this concept in his thought.32

For Baudrillard, seduction is a reigning principle:JJ ‘everything is seduction and 

nothing bu t seduction . To address the confusion of the term, he undertook a 

comparative study betw een seduction and love in Fatal Strategies, extrapolating 

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

S eduction L ove

Dual Universal
A ppearances Affects
Im moral, perverse Ethical
Pact, Challenge Exchange
D istance Proximity
Artificial form of illusion Natural form of illusion
Strategic G ratuitous
Pagan Christian
Enigmatic Mysterious
Hilual Political
Cerem onial Pathetic
Rule Law
Intelligible Unintelligible
Form M etaphor
A esthetic difference Moral or psychological 

difference
Fig. 4: Q ualitative com parison betw een seduction and love, adapted

from ‘the evil genie of passion’.

Fie sees seduction as opposed to production and belonging to the realm of

seduction, Paris: A ubier M ontaigne, 1980, pp. 65-76) will be examined m ore in depth in chapter five.

32. Butler, Seduction', H eather jVIarcelle C rickenherger, ‘Baudrillard’s Seduction and W alter Benjam in’s 
Use of G am bling in T he A rcades Project’, in The Arcades Project Project or The Rhetoric o f  Hypertext, 
unpub lished  doctoral thesis, University of South  Carolina, 2005, available Irotn
<h 1:1 p://vvw\v.thelem mi ng.com /lem m  ing/dissertation-w eb/hom e/seduetiou.h(m !> [accessed 02.02.07J;
Mark F isher and Suzanne Livingstone, Desiring Seduction, Cybernetic Culture Research Lhiil, 1998. 
available from < http://wwxv.ccru.net/archive/seducl:ion.hl:m> [accessed 02.02.07]; G reene, A rt of 
Seduction', Douglas Kellner, Jean Baudrillard: From Marxism to Postmodernism and Beyond, Cambridge: 
Polity Press, 1989; C harles Levin, Jean Baudrillard. A Study in Cultural Metaphysics, London: Prenlice 
llall/l harvester W healsheaf, 1996; W illiam S tearns and William Chaloupka (eds), Jean Baudrillard: The 
Disappearance o f  Art and Politics, London: MacMillan, 1992.

33. Butler, Seduction, p. 71.

34. Baudrillard, Seduction, p. 83.

35. Baudrillard, Fatal Strategies, pp. 99 I 10.
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a p p e a ra n c e s :  ‘to s e d u c e  is to d ie  as re a lity  a n d  r e c o n s ti tu te  o n e s e lf  as i l lu s io n ’. J<) F o r  

h im , s e d u c t io n  is d u a l, a m a t te r  of tw o, a n d  i t  invo lves a  d u e l, a c h a lle n g in g  p lay  o r  

g am e . B a u d r il la rd  sees  s e d u c tio n  as a p r in c ip le  th a t is re v e rs ib le , a m b ig u o u s . O n e  

c an  n e v e r  b e  su re  i t  re a lly  h a p p e n s . H e  il lu s tra te s  th is  w ith  tw o ex am p les: 

K ie rk e g a a rd ’s D ia r y  o f  a Seducer -  d is c u s se d  in  Seduction  a n d  e x a m in e d  m o re  in  d e p th  

b e lo w  -  a n d  S o p h ie  C a lle ’s S u ite  Venetienne -  fro m  Please F o llow  M e ? 1 In  b o th  o f  th e se  

ca se s , th e  s e d u c e r  (J o h a n n e s  o r  C a lle /th e  m an) is a p e rs o n , b u t, in  th e  e n c o u n te r ,  a 

p ro c e s s  o f  o b je c tif ic a tio n  takes p lace .

A n o th e r  e x a m p le  o f  sy s te m a tis a tio n  o f  s e d u c t io n  c a n  b e  fo u n d  in  Ju lie  K haslavsky  

a n d  N a th a n  S h e d r o f f s  s tu d y  o f  P h il lip e  S ta rc k ’s c e le b ra te d  le m o n  sq u e e z e r , Ju icy  

S a l i f  w h e re  th ey  e x tra c t e ig h t c h a ra c te r is tic s  w h ich , th ey  a rg u e , m ak e  th is  o b je c t 

s e d u c t iv e .38 A s s tu d ie s  fro m  th e  fie ld s  o f  m a te r ia l c u ltu re , c o n s u m p tio n  s tu d ie s , a n d  

m a rk e tin g  show ,"9 th e  s e d u c t io n  o f  m a te r ia l o b je c ts , re la te d  to K arl M arx’s 

c o n c e p tu a lis a tio n  o f  c o m m o d ity  fe tish ism  -  w h ic h  I w ill ex p lo re  b e lo w  -  is c o n tin g e n t 

o n  la te  c a p ita lis t  p ra c tic e s .

T h e re  a re  m a n y  v isu a l ex am p le s  a im e d  a t sy s te m a tis in g  s e d u c tio n  a n d  I am  

p a r t ic u la r ly  c o n c e rn e d  w ith  th o se  in  th e  e n c lo s u re  o f  th e  a r t ga lle ry  o r  th e  m u se u m , 

ev en  th o u g h  I a c k n o w le d g e  th a t  th e se  a re  n o t  th e  o n ly  p lace s  w h e re  an  e n c o u n te r  

w ith  th e  w o rk  o f  a r t  c a n  take  p lace . R ecen tly , L o n d o n  a r t  sp aces  have  se e n  a 

p ro l ife r a tio n  o f  sh o w s th a t  o p e n ly  a im  to s e d u c e  th e  v iew er b y  m e a n s  o f  d isp la y .40 

M an o lo  B la h n ik ’s 2003 e x h ib i tio n  a t th e  D e s ig n  M u seu m  is a p a r tic u la r ly  re le v a n t

36. B a u d r il la rd , Seduction , p. 69. l ie  f u r th e r  e x p la in s  th e  re la tio n  b e tw e e n  s e d u c tio n  a n d  p ro d u c t io n  in 
F o rg e t F oucault:  ‘T o  p ro d u c e  is to  fo rce  w h a t b e lo n g s  to a n o th e r  o rd e r  (th a t o( sec recy  an d  sed u c tio n )  to 
m a te r ia liz e . Seduction  is th a t  w h ic h  is ev e ry w h ere  a n d  alw ays o p p o s e d  to production', s e d u c tio n  w ith d ra w s  
s o m e th in g  from  th e  v is ib le  o r d e r  a n d  so r u n s  c o u n te r  to p r o d u c l io u .’ (O uhher h o u ca id t  [1977]), It. by 
N ico le  D u fre s n e ,  N ew  Y ork: S e m io tex t(e ), 1987, p. 37.

37. B a u d r il la rd ,  Sed u ctio n , a n d  ‘Please F ollow  M e’ (1983), in The Jean  B a u d rilla rd  R eader, ed . b y  S tev e  
R e d h e a d ,  tr. by D an y  B arash  a n d  D a n n y  H a tfie ld , N ew  Y o rk , C o lu m b ia  U n iv e rs ity  P ress, 2008, p p . 7 1 -
82.

38. K h asla v sk y  a n d  S h e d ro f f ,  6W /«c//« ' E xperience , p. 47. 1 ex p lo re d  th is  p a p e r  in re la tio n  to  B au d r illa rd  s 
c o n c e p tu a liz a tio n  o f  s e d u c t io n  in m y b o o k  c h a p te r  'J u ic y  S a lil as a C u ltish  loLem  .

39. S e e , fo r  in s ta n c e , R u sse ll B elk, G iiliz  G e r  a n d  S o r e n  A sk e g a a rd , ‘ 1 he  f i r e  o l D esire : A M u ltis ited  
In q u iry  in to  C o n s u m e r  P a s s io n ’, J o u rn a l o f  C onsum er Research, vol. 30 , D ec. 2003, pp . 3 2 6 -351 ; a n d  
S te p h e n  K o c h , ‘P r o d u c t  E x p e r ie n c e  is S e d u c tiv e ’, Journal1 o j  Consum er Research, 29, D e c e m b e r  2002, pp . 

4 4 8 -4 5 4 , a v a ilab le  from :
< h l:lp ://m o rris . w h a r to n . u p e n n .e d u / id e a s /p d  f/H o c h /p ro d u c t% 2 0 ex p e rie n c e% 2 0 is  /o2 0 sed u c tiv e .p d f>  

[accessed  07.03 .05],

40. S e e  Boucher: Sed u ctive  Visions a t  T h e  W a llac e  C o lle c tio n  -  e x h ib itio n  c a ta lo g u e  ed . by J o a n n e  M edley, 
L o n d o n : T h e  W a lla c e  C o lle c tio n , 2004 ov Seduced: A n  a n d  S e x  fr o m  A n tiq u ity  to N ow  a t th e  B arb ican  A rt 
G a lle ry  -  c a ta lo g u e  e d . by M arin a  W allac e , M artin  K em p  a n d  J o a n n e  B ern s te in , L o n d o n : M erre ll 
P u b l is h e rs ,  2007.
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exam ple, as it em p h asises  a play betw een  func tiona l an d  con tem pla tive  o b jec ts .11 T he 

disp lay  was h igh ly  theatrica l, e lab o ra tin g  on  p o ten tia l narra tives, m axim ising the 

im p ac t o f the  sh o e s’ ap pearance . E ach  room  rep re sen ted  one, o ften  con trad ic to ry , 

asp ec t of the  shoes: cu ltu ra l significance, techn ica l innovation , a rch itec tu ra l qualities, 

o r  e thno log ica l value, fo r exam ple. T he  p rec ious shoes, how ever, w ere o u t o f  reach  

an d  th e re  w as an  a ir o f  hyste ria  in  th e  gallery. C o n stan t little  cries w ere b e in g  u tte red  

in  w h a t is no rm ally  a q u ie t space. As a w om an view er, I can  say it w as a deep ly  

u nsa tisfy ing  show , b u t fo r th a t  reaso n , a successfu l one , a show  th a t le ft m e begg ing  

fo r m ore  becau se  it  revealed  an  ‘iron ic  reverie  o n  the p rin c ip le  o f  func tiona lity ’.12

L e t us re tu rn  to th e  issue  o f  defin itio n , in  an  a ttem p t to p in p o in t a s ta rtin g  p o in t fo r 

my investiga tion . R ex B utler, in  h is analysis o f B aud rilla rd ’s m o n o g rap h  on 

sed u c tio n , gives th e  m o s t co m p le te  de fin itio n  I have com e across: he says sed u c tio n  is 

‘th e  g e ttin g  o f  a n o th e r  to do  w h a t w c w ant, n o t by force o r coercion , b u t  by an  

exerc ise  o f  th e ir  ow n, th o u g h  o ften  m istaken  o r m isgu ided , free  w ill’.43 F o r  B utler, 

sed u c tio n  is a re la tio n a l s itu a tio n  in  w h ich  one  e lem en t o r p a r t o f th e  re la tio n sh ip  

tam p ers  w ith  th e  free  will o f  th e  o th e r , u sing  a ‘so fte r’ ap p roach  th an  physical pow er 

o r  th rea ts  to ge t w h a t it w an ts. T h e  sed u ce r gets the  seducee  to w an t w h a t h e  o r  she 

w ants, p e rh a p s  w ith  the  h e lp  o f a p rom ise , as seen  above: fo r sed u c tio n  to occur, 

b o th  d esire s  m u s t confla te , even if  they previously  d id  n o t.44 B u tle r’s defin itio n  is 

u sefu l as it h ig h lig h ts  the te rm ’s play w ith  desire  w hile, th ro u g h  the term  ‘m isg u id ed ’, 

m a in ta in in g  the  spatia l re fe ren ce  en c o u n te re d  in  the C oncise O xford E ng lish  

D ic tionary  defin itio n . I t  does n o t com pletely  ru le  o u t issues o f m orality  an d  sexuality, 

b u t does n o t h ig h lig h t th em  e ith e r. B u tle r’s w ord ing  also d ifferen tia tes the  idea o f 

sed u c tio n  from  o th e rs  -  su ch  as fetish ism , a ttrac tion , fascination , add ic tion , o r love, 

fo r exam ple -  w h ich  m ay be  con fused  w ith  seduc tion . I will address these d ifferences 

in  th is ch ap te r.

41. M anolo  B lalin ik , M ano loB lahn ik  [exhibition], D esign M useum : L o n d o n , 01 F e b ru a ry -11 May 2003.

42. B audrilla rd , Seduction, p. 64.

43. duller, Seduction, p. 71.
44. T h e  p sych o an a ly st D an iel S ib o n y  exp lains the  n a tu re  ol the  p rom ise  in h is book  on sed u c tio n  and  
th e  fem in ine . H e w rites: 'In  c u r re n t o p in io n , to sed u ce  th e  o th e r  is to tell him  w h a t he w ants to hear, or 
to show  h im  w h a t lie w ants to see , e tc . A nd  if w h a t h e  « w an ted  » to see  is w hat horrifies  him ? A nd  if  
w h a t h e  « w a n ted  » to h e a r  is th e  u n h e a rd  th a t th a t p u ts  him  « o u t ol h im sell » an d  b reaks up  the  lim its 
o f  lis ten in g ?’ My tran s la tio n . T h e  o rig inal text in F rench  reads: 'D a n s  1 op in io n  co u ran le , sed u ire  I au tre  
e ’es t Ini d ire  ce q u ’il a env ie  d ’e n te n d re , on Ini m o n lre r  ce q u ’il a envie de  voir, etc. L l si ce qu  il a « 
env ie  » de  vo ir e ’e.st ce ijui Ini fail h o rreu r?  Rt si ce q u ’il a « envie » d ’e n te n d re  c e s t I inou i qu i le m et « 
h o rs  de  lui » el. fair eel a te r  p o u r Ini les limil.es de l’ecou te?’ D aniel S ibony , L e  bem im n el Id seduction , 
Paris, G rasse t, 1986 (1982), p. 19.
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SE D U C TIO N  A S PR IN C IPLE, PH EN O M EN O N , PRO CESS OR PRACTICE  

A lth o u g h  it re flec ts th e  com plexity  o f the  term , b ro ad en s  the  scope tightly he ld  

a ro u n d  m orality  an d  sexuality , an d  m akes its re la tion  to desire  explicit, B u tle r’s 

d e fin itio n  does n o t ad d ress  the  con fusion  a ro u n d  the n a tu re  o f the term  tha t seem s to 

p ervade  in  s tud ies  on  sed u c tio n . F o r  M aria T orta jada , seduc tion  is a ‘fund am en ta l 

h u m an  social b e h a v io u r’/15 It has also b een  th o u g h t o f as a r t /16 in s tin c t/ '7 strategy o r 

s y s te m /8 an d  e x p e r ie n c e /9 D iffe ren t perspectives on  w hat seduc tion  is have 

som etim es even b een  ad o p ted  sim ultaneously . T he  parag rap h  below  is an  exam ple o f 

th is con fusion :

By d e sc rib in g  the  mechanics o f  sed u c tio n  from  the p lace o f 
u n ce rta in ty  o f the sed u ced  perso n , it becom es easier to 
sep a ra te  the  de fin itio n  from  the sed u ce r’s in ten tio n s, and  to 
grasp  the  w ho le  phenom enon  p recisely  as a dynam ic system 
w h ich  co n ce rn s , above all, the ob jec t o f the seduction . T his 
im p o rtan tly  allows us to co n sid e r the m oral evaluations im plied  
in  c e rta in  de fin itio n s o f seductive p rac tices as a specific aspect 
o f a m ore  g en era l behaviour w h ich  has to be u n d e rs to o d  ou tside  
value ju d g e m e n ts .1,0

TorLajada a llu d es to sed u c tio n  in  E ric  R o h m er’s film  Conte d ’Autom ne  as p rin c ip le  

(‘m o re  g en e ra l b eh a v io u r’), p ro cess  (‘m ech an ics’, ‘system ’), p h en o m en o n , and  

p rac tice . I a rg u e  th a t these  d iffe ren t co n cep tio n s are  in  n e e d  o f clarity and , m ore 

im p o rta n t, ack now ledgem en t. T hey  can  b e  classified in to  fou r m ain  categories; in  

each  o n e , th e  sam e th ree  e lem en ts  (the seducer, th e  ac t o f seduc tion , and  the 

seducee) a re  a t play, a n d  w h a t changes is the focus on  specific aspects o f  th e ir 

re la tio n sh ip . T h e  ca tegories , graphically  rep re sen ted  in Fig. 5, are as follows:

• Seduction as princip le  in teg ra te s  co n cep tio n s th a t co n sid e r it to be an  in s tin c t and  

beh av io u r . S e d u c tio n  is u n d e rs to o d  as a p rin c ip le  th a t regulates re la tions in  the 

w orld. A u th o rs  th a t ad h e re  to th is perspective  see the re la tionsh ip  betw een  

se d u c e r  an d  sed u cee  as p rim o rd ia l an d  all acts are acts ol seduction . II seduc tion  is 

to lead  astray , the  logical p ro b lem  w ith th is ap p roach  is th a t its ub iqu ity  w ould

45. T o rta jad a , Rohmer, p. 229.

46. G reen e , A r t o f  Seduction.

47. S e rran o , fnstinla.

48. B au d rilla rd , Seduction-, F ish e r and  L iv ingstone, D esiring Seduction-, 1 orta jada, Rohm er; C rickenherger, 
Arcades Project.

49. K haslavsky an d  ShedrolT , Seductive Experience-, I loch , Product Experience.

50. T o rta jad a , Rohm er, pp . 231-232; em p h asis  added .
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b lu r  th e  p a th  an d  n o  o p p o rtu n ity  fo r an  o ff-course d irec tio n  w ou ld  be possib le . As 

I w ill exp lo re , even if  all acts are  acts o f sed u c tio n , it does n o t m ean  th a t they  are  

seductive  fo r everyone. T h e  possib ility  fo r a seductive en co u n te r, how ever, is 

in h e re n t to all ac ts an d  ob jec ts, fo r the  th in k e rs  in th is category .51

• Seduction as phenom enon  assim ilates sed u c tio n  as experience  an d  as event. T h is 

ca tegory  is c o n c e rn e d  w ith  the  co n tex t in  w hich  the  sed u ce r com m its the  ac t o f 

sed u c tio n  th a t  cap tivates th e  seducee , an d  w ith  the  n a tu re  o f  each  o f these 

e lem en ts . C o n su m p tio n  s tud ies , m ark e tin g  and , to  a ce rta in  ex ten t, psychoanaly tic  

theo ry  can  b e  co n cep tu a lised  in  th is ca teg o ry .52

• Seduction as process in co rp o ra te s  sed u c tio n  as m echan ics, system , an d  art. T he  

sed u ce r , th ro u g h  an  ac t o f  sed u c tio n , en tices the  seducee . T h e  em phasis is p laced  

in  th e  ch a rac te ris tic s  a n d  qualities o f the  act. H istory , film  an d  lite ra tu re  s tud ies , 

m arke ting , c o n su m p tio n  s tud ies , an d  p o p u la r  psychology m ostly  b e lo n g  Lo this 

c luster.

• Seduction as practice  co m b in es d iscussions a ro u n d  libertinagc . S tu d ies  focusing  o n  

th is a sp ec t are  co n c e rn e d  w ith , an d  p lace em phasis  o n  w hom , o r ra th e r, w hat the  

se d u c e r is an d  does. L ite ra tu re , p o p u la r  psychology, an d  biology have s tu d ie d  the 

figure an d  ro le  o f the  se d u c e r  th ro u g h  exam ples su ch  as D o n  Ju an , V alm ont, 

C asanova, d an d ies , s iren s, M edusa, peacocks, an d  the  p ray ing  m an tis .'’1 A rt -

51. T h is  a p p ro ach  ten d s  to take oil a  p h ilo so p h ica l v iew po in t and  a u th o rs  in c lu d e  B audrilla rd , Seduction; 
R oy A sco tt, ‘T u rn in g  on  T ech n o lo g y ’, in  R o b ert R in d le r and  D eborah  W illis (curators), T e c h n o -  
S e d u c tio n . An E x h ib itio n  o f  M ultim ed ia  In s ta lla tion  W o rk  by fo r ty  A rtis ts ’, Aesthetics and the Body 
Politic, Art Journal, vol. 56, no . 1, S p r in g  1997, pp . I 13-132, also available from
< http ://w w w .c o o p e r.ed u /a rt/te ch n o /e ssay s /a sco lt.h lin l>  [accessed 02.02.07); S e rran o , Inslinlo; an d  Cj ilies 
Lipovetsky , L ’ere du vide: Essais sur 1’individua.lisme contemporain, Paris: G allim ard , 2001 (1983), an d  I he 
Empire o f Fashion: Dressing Modern Democracy (Empire de I'ephemere: La mode el son deslin dans les socieles 
modern.es [1987]), tr. by C a th e rin e  P o rte r , P r in ce to n , N.J.; O xford: P rin ce to n  U niversity  P ress, 1994.

52. A u th o rs  in c lu d e  K haslavsky a n d  S h e d  ro ll, Seductive Experience: H ocli, Product Experience-, Jeffrey  
M oussaieiT  M asson (ed.), The Complete Letters o f Sigmund Freud to Wilhelm FUess, 1887 /904, C am bridge , 
iVIA.: H arva rd  U niversity  P ress, 1985, excerp ts  availab le from
< h ttp ://w w w .h av erfo rd .ed u /p sy ch /d d av is/lllies8 .h fm l>  [accessed 28.01.07]; Jean  L ap lanche, *1 he th e o ry  
o f  S e d u c tio n  an d  th e  P ro b lem  o f  the  O th e r ’, tr. by L uke  T h u rs to n , International Journal o f Psycho- 
Analysis, 78, 1997, pp . 653--666.

53. A u th o rs  in c lu d e  G reen e , Art o f Seduction, and  T o rla jad a , Rohmer.
54. S ee  G re e n e , Art o f Seduction', Slavoj Zi/.ek, The Parallax View, C am bridge , M.A.: Ml 1 P ress, 2006; o r  
IV ancois R o u stan g , The. Quadrille o f Gender: Casanova’s 'Memoirs’ (Le Bal masque de Giacomo Casanova 
[1984]), tr. by A n n e  C. V ila, S ta n fo rd , CA: S tan fo rd  U niversity  Press, 1988, fo r exam ple.

http://www.cooper.edu/art/techno/essays/ascolt.hlinl
http://www.haverford.edu/psych/ddavis/lllies8.hfml
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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 
and Baudrillard agree that seduction depends on appearances;56 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.07 
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 I will now explore.

PRINCIPLE

PHENOMENON

PROCESS c SEDUCER J ^ SEDUCEE )

PRACTICE C  SEDUCER ) SEDUCEE )

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

>5. Authors include Tortajada, Rohmer, Sibony,Lefenunin; Kierkegaard, Diary o f aSeducer, Laclos, 
liaisons Dangereuses; and Roustang, The Quadrille o f Gender; Frederic Monneyron, Seduire: I. Imaginau e de 
a seduction de Don Giovanni ci Mick Jagger, Paris: Presses Universitaires de France, 1997.
)6. Tortajada, Rohmer; and Baudrillard, Seduction.
)7. Zizek, Parallax View, p. 347.
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r i l l s  RU LES O F SED U CTIO N

T he definition ol seduction is complex, as this is som ething that applies to many 

fields o f study, from crim inology to m arketing, from philosophy to popular 

psychology, and psychoanalysis. Yet, there are a num ber of constants in all the 

literature  -  key texts, objects, and works of art -  concerned w ith seduction. Even if 

approaches and understandings may be different, all of the m aterials I consulted 

observed an underly ing set of ideas, h itherto  no t explicitly form ulated as overarching 

and governing. This is the case w hether seduction is thought of as phenom enon, 

process, practice or principle. Thus, I want to propose four rules of seduction, as 

follows:

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, bu t its pervasiveness, its om nipresence. 

T hus, 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 

system atisation w hatever the approach. Seduction is eternal and its mastery, 

im possible.58 B audrillard’s answ er to seduction’s pow er is reflected in the writing 

style used in his study:

W e w ould say that B audrillard’s writing em bodies this 
d isorder, does no t try to m aster it or com m ent upon it bu t is 
sub ject to it, an effect of it. In  speaking of the fundam ental 
seduction of the world, it too wants to be seduced. It is to know 
that, insofar as w hat he is speaking of is true, he cannot say 
w hat it is, cannot directly im itate it. It is only by driving the 
in n e r logic of his w riting to its furthest point, by it im itating 
no th ing  buL itself, that he m ight som ehow capture it, that this 
seducLion m ight come about in writing or this writing be shown 
to be an effect of seduction. ’9

Instead of exam ining the principle, he lets him self be seduced by it, making its 

workings visible through the practice ol writing. O r perhaps lie is seducing us, 

dem onstrating  it, like an effective m aster -  and pu tting  into practice the second rule 

of seduction. In  any case, B audrillard’s text is w ritten from within seduction and is 

only about it insofar as it is in it, inside the seductive relation, with the slioi tcomings

58. B audrilla rd ,Ecstasy, p. 74.

59. Butler, Seduction, p. 101.
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that such a short critical distance may have.00

This, of course, p resents the researcher w ith a considerable obstacle: the inevitability 

that everything falls under the spell of seduction, including attem pts to examine it.

My research  is in agreem ent w ith B audrillard and takes seduction as a ruling 

princip le, particularly in capitalist societies. Yet, w ithin that principle, there are 

p ractitioners, w hich can be observed. T hrough studying the m anifestation and 

actions of the seducer, the m ost active part of the dyad, som ething about the general 

philosophical g round of seduction m ight be apprehended and a m odel for it can be 

devised in o rder to gain a be tte r understanding of its operation. T he approach to the 

pracLice, however, has to be left open, at least in this case, as it is precisely the 

practice that will lead the investigation. T hrough it -  ra ther than through the 

phenom enon  or process, for example, which focus m ore on m echanics -  the 

psychodynam ic elem ents will be made manifest.

Second rule: seduction is seductive

The second ru le illustrates the fact that, in o rder to seduce, one has to be seduced 

first. In  his study o f G iacomo Casanova’s m em oirs, Francois R oustang clearly 

articulates this princip le  w hen narrating  the vicissitudes of the Italian libertine. Every 

love en co u n te r Casanova has starts w ith words related to a fall, an incontrollable 

sidetracking o f his thoughts and his path  against his will. He is the seducer, b u t he is 

also seduced  by the sam e object he in tends to lead astray. He then transform s this 

in to  strategic th inking aim ed at obtaining the object.01 Baudrillai*d corroborates 

R oustang’s analysis by b lu rring  the boundaries that separate seducer and seducee: 

‘the illusion tha t leads from the one to the o ther is subtle. Is it to seduce, o r to be 

seduced, tha t is seductiveP But to be seduced is the best way to seduce’.02 Moreover, 

he asserLs tha t seduction  always carries a narcissistic elem ent w ith it; ‘it is always a 

m atter o f self-seduction’.01 He refers to the myth of Narcissus and his reflection, 

w hich 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 ol 

being  a reflection, it is a deception, a broken prom ise. D eath, for Baudrillard, is the

60. Critical d istance in relation to w riting is discussed by Jane  Rendell in ‘S ite-W riting’, in Sharon 
K ivland, Jas|>ar Joseph-1 .ester and Em m a C ocker (eds), Transmission: Speaking and Listening, vol. 4, 
Sheffield: S ite  Gallery, 2005, pp. 169 176.
61. R oustang, The Quadrille o f  Gender. A lthough present throughout the narrative, this rnle is at its most 
vivid in C asanova’s a ccoun t o f his m eeting with the castrate Beliino (pp. 54 -6.1).

62. Baudrillard, Seduction, p. 81.

63. Baudrillard, Seduction, p. 68.
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ultimate seduction.1’4

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’.65 
Butler, in his study of Baudrillard’s analysis of Sore ri Kierkegaard’s Dtaty o f  a 
Seducer,66 further explains this reversibility:

The ‘perfection’ of his [Johannes’s] crime lies in the fact that 
she [Cordelia] can never be sure it happened, cannot be certain 
w hether 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.6’

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 I 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

64. Baudrillard, Seduction, p. 69.
65. Baudrillard, Seduction, p. 83.
66. Diary o f  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 
sels him self the challenge of seducing Cordelia -  which he does twice a challenge he likens to a lest or 
a trial and to which he applies him self methodically, learning all he can about her before meeting her. 
W hen finally lhe two meet, Johannes is distant, does not show interest in her but creates an enigmatic 
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 ol love, its uneasy 
thoughts, its passion’ (p. 1.36). To even further the deception, Johannes finds an inadequate suitor, 
Edvard, whom he befriends and advises in his courlship. Cordelia, already seduced by Johannes, can 
only think about him and, eventually, he asks her to become engaged to him. W hen Cordelia s 
confidence in her feminine power readies 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 bet hee w ill, . 
although m isguided, o f course.
67. Butler, Seduction, p. 110.
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en ab le  m e to find  a po sitio n  from  w hich this reversib ility , this ch ang ing  o f positions, 

is fluid.

T h ird  rule: only objects seduce

T his p rin c ip le  com es from  B audrilla rd , who, in  F a ta l Strategies w rites: ‘only  the 

su b jec t desires; only the o b jec t sed u ces’.68 F o r h im  sed u c tio n  an d  desire  are 

in tim ate ly  in te rre la ted . H is s ta tem en t also allows m e to fu r th e r  qualify the 

d iag ram m es in  figu re  six:

Desires----------------- --------------
( OBJECT y* -----------------~{  SUBJECT j
\  J ;................... ►\ y

S educes *
Seaucer Seducee

Fig. 6: S ed u c in g  object, a n d  d esir in g  su b jec t g raph .

T h e  se d u c e r is an  o b jec t -  as I will also show  in  the d iscussion  0 11  F ren ch  

psychoana ly st .Jacques L acan ’s objetpet.it a ~ w h e th e r this is by n a tu re  o r th ro u g h  a 

p ro cess  o f  ob jec tificafion  o f a sub jec t, o r an  aspect o f a sub ject. T herefo re , it is also 

po ss ib le  to sta te  th a t w hat the  su b jec t desires is an  object, the  ob jec t o f desire  -  objet 

p e tit a. T h e  re la tio n  o f sed u c tio n  is, th ere fo re , sub jec t/ob jec t, ra th e r  th an  

su b jec t/su b jec t. I t  is one  o f  the  few p o in ts  in  w h ich  B audrilla rd  and  L acan  agree. T his 

m ay seem  ra th e r  unc lea r, given th a t L acan  also exp lained  th a t the  sed u ce r only 

desires  an  o b jec t w ith in  a s tru c tu re  o f perversion . Fie w rites:

T h e re  is a h ig h  co rre la tio n  b e tw een  m any perversions and  
the  su b jec ts  w ho are  sen t fo r crim inological exam inations, 
b u t  Lhis co rre la tio n  can  only  be evaluated  psychoanalytically  
as a fu n c tio n  o f fixation 0 11 an  object, developm enta l 
stag n a tio n , the im p ac t o f ego s tru c tu re , and  n eu ro tic  
re p re ss io n s  in  each  ind iv idua l case. ’’

T h is re fe rs , as I will show  below , to sed u c tio n  as p a rt ol a scale, w here it is located  at 

the  tip p in g  p o in t be tw een  patho log ica l and  non-patlio log ica l behaviour. I h e

68. B audrilla rd , F ata l Strategies, p. 111.

69. ‘A T h e o re tic a l In tro d u c tio n  to the  F u n c tio n s  ol Psychoanalysis in C rim inology , in Lcrits. I  h e lm  si 
Complete Edition  in English T a i l s  [1966]), tr. by Bruce F ink, New York, L ondon: WAV. N orton , 2006, pp. 
102 -122, p. 121. In paralle l, B audrillard  w rites: ‘W orse: p e rh ap s  the  su b jec t will see ilse ll 'o n e  day 
sed u c ed  by its ob ject (w hich is q u ite  natu ral), and  it will becom e once  m ore the  prey ol appeal a n te  -- 
w hich  is by far the  b e s t th in g  th a t can h ap p en  to it, to it and  to sc ience  . B audrillard , halt/./Sim /egies, p.
83.
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p sychopatho log ica l s tru c tu re s  L acan  develops from  S ig m u n d  F re u d  (psychosis, 

n eu ro s is  an d  perversion ) have a clinical d im ension  and  are trea tab le  co n d itions , b u t 

they arc  also w ider s tru c tu re s  o f  personality . As such , seduc tion  is m ost closely 

lo ca ted  w ith in  p e rv e rsio n  -  a lth o u g h  the p osition  o f the hysteric  (neurosis) also 

app lies, as I will show  from  ch a p te r two onw ards. T hus, in  a s tru c tu re  o f perversion , 

th e  su b je c t desire s  an  ob ject. M oreover, the  su b jec t desires to b e  an  o b jec t fo r the  

o ther.

In  The Metastases o f  Enjoym ent, Slavoj Zizek w rites o f love, the  p o in t a t w hich  the 

o b jec t o f sed u c tio n  becom es a sub jecl:

T h e  o b jec t o f  love changes in to  the  su b jec t the  m o m en t it 
an sw ers th e  call o f  love. A nd  it is only by way o f  th is reversal 
llia t a g en u in e  love em erges: I am  tru ly  in  love n o t w hen  I am 
sim ply  fa sc in a ted  by the  agalm a in  the  o th e r, b u t w hen  I 
ex p erien ce  th e  o th e r , the  o b jec t o f  love, as frail an d  lost, as 
lack ing  ‘it’, an d  m y love n o n e  the  less survives th is lo s s /0

Lie o p p o ses love to a fasc ina tion  by the  agalm a, a te rm  th a t illu stra tes Fig. 6, 

particu la rly  th e  side  o f  th e  ob ject. A galm a  is a term  bo rro w ed  from  P lato . I t 

d esig n a tes  the  p rec io u s o b jec t A lciab iades believed  to be h id d en  in  S o cra te s’s body, 

in  the  o th e r .71 I t is n ev er c lear w h e th e r  the  o b jec t is actually  there  o r if  it even exists. 

N o n e th e le ss , it s tirs A lc ib iades’ desire. A lcib iades, therefo re , takes the  p lace o f  the 

d e s irin g  sub jec t, w ith  the  agalma, as the seduc ing  object. Agalm a  is a p re c u rso r  o f 

objet p e ti t  a, the  o b jec t cause o f desire . I f  we take this ru le  and  p lace it in  re la tio n  to 

the  seco n d  one , the  reversib le  p ositions betw een  sed u ce r an d  seducee , it is possib le  

to a rgue  th a t this reversib ility  also takes p lace betw een  su b jec t and  object. I h u s ,  in  a 

seductive  en co u n te r, p ositions b e tw een  sub jec t/ob jec t, and  seducer/seducee , are fluid 

and  chang ing . C ordelia  an d  Jo h a n n e s ’ story is a good exam ple ol this, as is my 

ex p erien ce  w ith  D u c h a m p ’s las t w ork, w here the im age o f m yseil looking a t it 

co n v erted  m e in to  the  o b jec t o f  E ta n t donnes’ gaze. In  this way, and  like the  second  

ru le , th e  fact th a t only ob jec ts seduce  has co n seq u en ces  lo r the p ractice  ol art, as I 

will show .

70. Slavoj Zizek, The Melaslases of'Enjopnenl: S ix  Essays on Women an d  Causality, L ondon: V erso, 2005, p. 
10T
71. Jac q u e s  L acan , Le sendnaire de Jacques Lacan, bvre VIII: L e  transfer!., Paris: S en d , 2001.
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Fourth rule: the choice o f  an object o f  seduction depends on. the individual subject 

Seduction  is a principle. Still, the choice of a seductive object is no t general. 

A lthough all objects possess the possibility of seducing, there is no t one object of 

seduction, or a type, for everyone -  though for some, the clinical pervert for example, 

it will alway s be the same object or the same type. The choice of object or -  to relate 

it to the th ird  princip le of seduction -  w hat the subject desires, depends on the 

subject. V ictor Burgin relates this to pleasure in art:

T hat is ano ther part o f the specificity o f art practice, 
historically -  pleasure is part o f it. In a psychoanalytic 
context, there arc as m any pleasures as there are individuals.
As we know, pain can be pleasurable. Difficulty itself can be 
a form o f seduction .’2

This rule is the reason why, in D iary o f  a Seducer, Johannes has to research w hat 

Cordelia likes and w hat she does not, her genealogy and history, how she spends her 

days, w hat she is good at, h er weaknesses, and even her wardrobe.

NO T SE D U C T IO N

Seduction  is one d is tinct e lem ent in a scale that goes from states o f attraction and 

fascination to the m ore pathological ones of addiction and fetishism  -  a perversion. 

T he scale, show n in  Fig. 7, presen ts two thresholds: active/passive and 

pathological/non-pathological. Love, for example, sits in betw een the active/passive 

threshold , as som e o f its form s (for example, platonic love) can be considered passive, 

w hereas m ost o f it will involve some kind of activity. This relates to the discussion 011 

love and seduction  carried ou t by Baudrillard and Zizek. Seduction also lies in this 

threshold , as well as in the one betw een non-pathological and pathological 

m anifestations.

W hile  the defin ition  of seduction I adopt is no t inherently  pathological -  this mostly 

depends on context, and is no t absolute -  the incorporation of words such as ‘m isled’ 

and ‘m isguided’ alludes to the fact that, som etimes, seduction could take the seduccc 

on a jou rney  from a positive state -  o f elation, for example -  to a negative 0 11c -  say, o( 

dishonour. T he pathological aspects I am briefly discussing here have many 

dim ensions, from social, legal, ethical (as it is related to free will), political (in 

particu lar Marxist) to consum er ethics. I do no t in tend to go in depth into these -  lor

72. V id o r Burgin, ‘V id o r Burgin 02.02.05’, in Sharon Kivland, Jaspar Joseph-L esler and humna Cooker 
(efls), Transmission: Speaking a nd  Listening, vol. 4, Sheffield: Site Gallery, 2005, pp. 106-115, p. 113.
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this would be a different research project -  and my aim is ju st to problematise aspects 

of the definition of seduction that relate to morality and sexuality. For these, the 

pathological aspect is param ount. I refer to pathology as the study of illness, mental 

distress and abnorm al, 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 

degree; a person with a m ental disorder or a pathological compulsion’.73

The condition ol being 
physically and 
mentally dependent 
on something 
particular and the 
inability to stop the 
dependence without 
incurring in adverse 
effects

The action of 
worshipping an 
inanimate object tor its 
supposed magical 
powers (Marx's 
definition); the action ol 
giving an excessive and 
irrational commitment to 
something or someone 
(FreudS definition)

Seduction + 
rejection + 
seduction (see 
Bran Nool 
Staffing, London; 
Reaction. 2006)

^  ADDICTION ^  ^ FETISHISM (
V

STALKING
3

Pathological 
(symbolically not accepted, 
or seduction gone wrong)

Non pathological 
(symbolically accepted)

SEDUCTION
•LOVE

Rex Butld I 
The getting 
to do wna 
not by fort 
coercion, 
exercise 
own. thou 
mistaken 
misguidec

3
s definition: 
of another 

we want, 
c or
jut by an 

his or her 
jh often 

or 
free will.

The action or power of 
feeling one's attention 
and interest irresistibly 
drawn towards 
somethina or someone

The action or power of 
evoking interest, 
pleasure or Hkmg

Active
-  (participatingor- -  

engaged in a 
particular sphere or 

_ _aciiv'.1y) _

Passive
(accepting or allowing 
what happens or what 

others do)

intense feeling of 
deep affection; a deep 
romantic attachment to 
something or 
someone: a great 
interest and pleasure in 
something

Fig. 7: The scale of seduction.

73. OED Online, Oxford English Dictionary: Pathological, adj. andn., draft revision: June 2005, available 
from <http://dictionary.oed.com> [accessed 02.12.07].
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T hese pathological and, som etim es, crim inal elem ents of seduction are evident, for 

example, in the vignettes discussed above (from Sinatra to the 1770 A ct and D iary o f  a 

Seducer), and in literary narratives such as C hoderlos de Laclos’s Les Liaisons 

Dangereuses, which is one o f the best examples of pathological sed u c tio n /4 This 

epistolary novel tells the story of two parallel seductions w here the rules, in  particular 

its reversible aspect, are evident. F irst, the Vicomte de V alm ont w ants to seduce 

Madame de Tourvel, w ho is already m arried. H er innocent p rudishness becom es an 

obsession for him , unbeknow n to her. Second, the Marquise the M erleuil wants to 

seduce Cecile Volanges, corrup ting  her virtuous character, as she is to marry one of 

h e r form er lovers. The M arquise de M erteuil and V alm ont team up through a bet in 

w hich the M arquise prom ises to spend the nighL with V alm ont if he brings to her 

w ritten  p roo f o f his seduction of Madame de Tourvel. As a favour to the M arquise, 

V alm ont seduces Cecile -  who has also, incidentally fallen in love with her music 

teacher, D anceny -  and also succeeds w ith Madame de Tourvel, whereas the 

M arquise Lakes D anceny, Cecile’s beloved, as her lover. Seduction, in its reversibility, 

however, plays a trick on the two schem ers: V alm ont falls in love w ith Madame de 

Tourvel. A jealous M arquise breaks the bet, which V alm ont won, prom pting him  to 

confess. Spitefully, lie advises D anceny to go back to Cecile, abandoning the 

M arquise. She retaliates by telling D anceny how V alm ont seduced his lover, the 

consequence o f this being fatal for V alm ont as he is killed in a duel. Before dying, 

V alm ont Lakes revenge on the M arquise by giving D anceny com prom ising letters, 

forcing h e r to leave F rance and  announcing  a sham eful illness she has contracted, 

w hich leaves h e r face perm anently  scarred. The story thus ends w ith V alm ont dead, 

the M arquise ru ined , Cecile back in  the convent from w here she came (her m other 

learned  of h e r being seduced), D anceny unable to have his love reciprocated, and 

M adame de Tourvel ill with a fever provoked by the news of V alm ont’s death. The 

m isleading and m isguiding of this tale’s characters’ free will still makes them  all 

responsible for their fates. T heir end is the result of the M arquise and V alm ont’s 

pathological seduction as seducers and scducees, in whose web the o ther three 

characters find them se lves/5 In Les Liaisons Dangereuses the pathological aspect of

74. Laclos, Liaisons Dangereuses.
75. G ender in relation to seduction  is also patent in the tale, and it is one ol the m osl balanced accounts, 
show ing that, both men and women can be seducers and victims, as opposed to o ther libertine novels, 
for exam ple D iderot’s The Indiscreet Jewels o r the M arquis de Sade’s narratives, and even Kierkegaard s 
Diary o f  a Seducer. D enis D iderot, The Indiscreet Jewels {Les bijoux indiscrete; [1748]), tr. by Sophie  Havvkes, 
in The. Libertine Reader: Eroticism and. Enlightenment in h igh  teen th-Cenliuy Lranee, ed. by Michel J* e h e i, 
New York: Zone Books, 1997, pp. 344-541; M arquis de Sade, Philosophy in the Boudoir (Philosophic dans le 
boudoir [1795]), tr. by Joachim  Neugroscliel, London: Penguin, 2006.
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s e d u c t io n  c a n  b e  t a k e n  l i te r a l ly  as a  b e h a v io u r  th a t  b r in g s  d is e a s e  a n d  d e a th .

S e d u c t i o n  c a n  a ls o , in  s o m e  c a se s , le a d  to  s ta te s  o f  a d d ic t io n  a n d  f e t is h is m , w h e r e  th e  

o b je c t  o f  s e d u c t io n  d o m in a te s  Lhe s u b je c t ,  m a k in g  i t  d e p e n d a n t  u p o n  it. F a s c in a t io n  

a n d  a t t r a c t io n ,  o n  th e  lo w e r  e n d  o l th e  sc a le , r e f e r  to  o n e ’s a t t e n t io n ,  in t e r e s t  a n d  

l ik in g  b e in g  d r a w n  to w a rd s  s o m e th in g .  I n  th e s e  tw o  c a se s , h o w e v e r ,  p r o m is e s  a re  n o t  

m a d e  a n d  th e  f r e e  w ill o f  th e  r e c e iv e r  r e m a in s  in ta c t .  A lth o u g h  o n e  c o u ld  r ig h t iy  

a r g u e  th a t  th e s e  sLates c o n ta in  a n  e le m e n t  o f  a c tiv ity , s in c e  a t t e n t io n  is  d iv e r te d ,  th e  

lo w e r  le v e ls  o f  e n g a g e m e n t  h a v e  p r o m p te d  th e  th r e s h o ld  d e s c r ib e d  in  th e  

d ia g r a m m e ,  a s  s u c h  a  d is t i n c t io n  m a y  b e  u s e f u l  to  d i f f e r e n t ia te  th e  te r m  a t  th e  c e n t r e  

o f  m y  te x t f r o m  o th e r s  o f t e n  c o n f u s e d  w ith  it.

W h a t  is  c o m m o n  to  th e s e  e le m e n ts ,  w h a t  m a k e s  th e m  b e lo n g  to  th e  s a m e  sc a le , is  th e  

n o t i o n  o f  in t e r p e l l a t io n ,  o f  b e in g  c a l le d  o u t  b y  a n  o b j e c t / 0 L o u is  A l th u s s e r  c o in e d  th e  

w o rd  in t e r p e l l a t io n  in  r e la t io n  to  id e o lo g y  a n d  h o w  th is  c h a n g e s  in d iv id u a ls  in to  

s u b je c ts  b y  h a i l in g  th e m , c a l l in g  o u t  to  th e m : ‘H e y , y o u  th e r e ! ’ I n t e r p e l l a t i o n  in v o lv e s  

r e c o g n i t i o n ,  i n t e r a c t io n ,  id e n t i f ic a t io n  a n d  id e n tity ' f o r m a t io n ,  as th e  u s u a l  a n s w e r  to 

th is  h a i l in g  is  A e s ,  i t  r e a l ly  is  m e ! ’;y I n  s e d u c t io n ,  p a r t ic u la r ly ,  th e  o b je c t ,  in  its  

p r im o r d ia l  q u a l i ty  o f  p la y e r  o f  a  p r in c ip le ,  a ls o  in te r p e l la te s  th e  s u b je c t ,  

s u p p l e m e n t in g  A l th u s s e r ’s ‘l l e y ,  y o u  th e r e ! ’ w ith  ‘L o o k  a t  m e! T a k e  m e! M ak e  m e  

y o u r s ! ’

I  h a v e  a ls o  e n c o u n te r e d  c o n f u s io n  b e tw e e n  th e  s e d u c t iv e  o b je c t  a n d  th e  f e t is h  o b je c t .  

A l th o u g h  th e r e  m a y  b e  s i tu a t io n s  in  w h ic h  th e s e  o v e r la p  (fo r e x a m p le , w h e re  th e  

s e d u c t iv e  o b je c t  b e c o m e s  a  f e t is h  o b je c t ,  in  th e  p r o g r e s s io n  in  th e  s c a le  o f  s e d u c t io n ) ,  

th e s e  tw o  q u a l i t i e s  a r e  d is t in c t .  T h e r e  a re  tw o  c o m p e t in g  u s e s  o f  th e  te rm  T e t i s h is m ’: 

o n e  c l in ic a l  a n d  o n e  r e l a te d  to  p o l i t i c a l  e c o n o m y , as a  q u a l i ty  i n h e r e n t  to 

c o m m o d i t i e s / 8 T h is  r e s e a r c h  is  c lo s e r  to  K a r l M a rx ’s n o t io n  o l c o m m o d ity  f e t is h is m

76. A part from in love, as Xi/.ek discussed, where the subject is not interpellated by an object, but In' 
another subject, which is why the arrow is diverted to a different path in my graph.
77. Louis A lthusser, Ideology mid Ideological Stale Apparatuses ( Voles towards an Investigation), 2007 [ 1970], 
Lr. by Ben Brewster, available from:
<hUp://www.rnarxists.org/reference/archive/althusser/1970/ideology.htm> [accessed 02.12.07].

78. 1 have simplified the meanings and uses of the term /c//.s7/ 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 rattier than within them ’, f o r  him, the term is critical, as it questions the 
status of the object and, by extension, of discourse. Jt translates between radically dillerent systems, hut 
does not inhabit: them. Both tre n d  and Marx’s conception ol the fetish would fit this description, the 
systems being reality and psychic space, cultural systems or systems ol production. Baudrillard also 
thought about the fetish (mainly in F ora Crilu/ite of the Political Economy oj the Sign) and his account is 
summarized and examined by Wigley. Mark Wigley, ‘Theoretical Slippage: lh e  Architecture ol the

[fo o tn o te  continues]
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than Sigm und F reud’s clinical concept lor the following three main reasons: first, it 
is significantly connected to the third rule of seduction and to Baudrillard’s assertion 

that seduction is som ething objects do. Secondly, Marx’s idea is prim ordial, essential 

and operates as a principle in commodities and in the capitalist world in which this 

study is imm ersed, in a similar way to seduction. Thirdly, commodity fetishism is 

intimately related to the phenom enon of commodification, as process undergone by 

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

definition, discussing it in relation F reud’s term, bu t 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 inanim ate object of worship, as those found, in the eighteenth-century, in 

primitive re lig ions/9 This etymology allows to understand why and how Marx

F etish ’, Fetish, The Princelun Architectural Journal, vol. 4, New York: Princeton A rchitectural Press, pp. 
88-129, p. 88.

79. Dylan Evans, A n  Introductory Dictionary ofLacanian Psychoanalysis, London: Routledge, 1996, p. 63. 
S ince K rafft-Ebbing’s adoption of the term  in a clinical setting, fetishism is a deviation, a perversion that 
occurs w hen sexual excitem ent is dependen t on a particular object, usually inanim ate -  a shoe, a special 
shine on the nose. This object acts as a symbolic substitute, in contrast to the phobic object, an 
im aginary substitu te. These two term s -  symbolic and im aginary -  take us to Lacan w hose theorising, 
from 1953 onw ards, turns around a classification system known as the ‘three o rders’: the Real, the 
Im aginary and the Sym bolic (Evans, IntroductoryDictionary, pp. 133-134; see also Alan S heridan ’s 
glossary at the end o f his translation o f Jacques Lacan, The Seminar o f  Jacques Lacan, Book XI: The Four 
Fundamental Concepts o f  Psychoanalysis [Le seminaire de Jacques Lacan, Here XI: Les qualre concepts 
fondam entaux de lapsychanalyse [1973]), ed. by Jacques-A lain Miller, tr. by Alan Sheridan, New York: 
W .W . N orton, 1981). The m ost succinct explanation of how these registers operate can be found in 
Zizek. In a game of chess, the Symbolic would be the rules of the game, the way the pieces are allowed 
to move; the Im aginary would be represented  by the pieces them selves (a knight instead of a messenger, 
for example) w hereas the Real would be the contingent circum stances affecting the game (Slavoj Zizek, 
How to Read Lacan, London: G ranta, 2006, pp. 8-9). A lthough they interact and relate in various and 
complex ways, these realm s are d istinct from F reu d ’s two classic triads: the Unconscious, Pre-conscious 
and Conscious; and the Id, Ego and Super-Ego. Freud asserts that fetishism is an alm ost exclusively 
male phenom enon as it relates to the ho rro r of castration (Sigmund Freud, ‘Fetishism ’ fetischism us 
[1927]), The Standard Edition o f  the Complete Psychological Works o f  Sigmund Freud, under the general 
ed ito rsh ip  o f Jam es Strachey in collaboration with .Anna Freud, assisted by Alix Strachey and Alan 
Tyson, 24 vols, London: Vintage, 2001, vol. 2'1, pp. 147-158. Passim reference to the com plete works ol 
S igm und Freud is made through the abbreviation SE, followed by the volume num ber in Arabic 
num erals and the page range, as is custom ary w hen referencing this author). Lacan, with his argument, 
that ihe penis is a fetish object substitu ting  the phallus, readdressed ibis gender im balance, establishing 
that, thus, fetishism can be a female activity (Evans, Introductory Dictionary, pp. 63-64). 1 his is im portant 
to my argum ent, as I develop an essentially fem inine position. W hereas a com plete study ol 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 fem inine perversion are ol relevance to this 
research. 1 also take into account psychoanalytic approaches Lo the study of fetishism and the gaze in 
relation to contem porary cultural m anifestations (see, lo r example, H enry Krips, Letish. An Lroltcs of 
Culture, Ithaca, NY: Cornell University Press, 1999).
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adopted  the term  com m odity fetishism  in his discussion of capitalist societies.80 Marx 

titled his fou rth  section o f the first volum e of Capital, ‘The Fetishism  o f the 

Com m odity and  its S ecre t’. In  that section, he coined the term com m odity fetishism , 

arguably one of his m ajor con tributions to the field o f political economy, which 

signals the com plicated relation  betw een objects and people. Marx opens w ith a 

definition o f comm odity: ‘[it] is, first o f all, an external object, a thing w hich through 

its qualities satisfies hum an needs o f w hatever k ind’.81 However, he also w arns that ‘a 

com m odity appears at first sight an extremely obvious, trivial thing. But its analysis 

b rings ou t that it is a very strange thing, abounding in m etaphysical subtleties and 

theological n iceties’.82 Com m odities have two types of value associated with them: 

use-value -  w hat satisfies hum an need  -  and excliange-value a quantitative m easure 

tha t converts a p roduc t into a com m odity by relating it to o ther com m odities.10 It is 

this la tter value, an ideal and  social one (that is, collective, as it applies to many 

subjects) that appears to be natural to the object, and w hich contains the 

‘m etaphysical subtleties and theological n iceties’ that make com m odities 

contradictory, riddle-like, obscure to in terpretation .

Marx’s use of the term  fetishism  in his coining of comm odity fetishism is radically 

d ifferent to F reu d ’s conception, who understood  it as ‘a psychological condition o f a 

subjecL, whose desire transform s the significance of particular objects’.84 F reu d ’s 

conception also differs from Marx’s in that it has psychoanalytic individuality, that is, 

it applies to one subject, ra ther than a collectivity. To understand Marx, we m ust 

re tu rn  to the defin ition  o f the fetish preceding Freud and even before the 

E n ligh tenm ent, and to the understanding  of commodity as value ra ther than a 

physical object. F o r Marx, the fetish character of com m odities is inheren t to them 

insofar as they are com m odities. So, in comm odity fetishism, com m odities are not 

fetishised by individual consum ers -  that may be term ed, instead, consum er 

fetishism .85 Comm odity fetishism is a p roduct of the social relations of production  

characteristic of capitalism . W hen  we think of com m odities, we think of their use- 

value and  their excliange-value, b u t the labour that goes on Lo producing them  is not 

instantly  graspablc w ithin them . This is what Marx relcrs to w hen lie writes ol the

80. Karl Marx, Capital. Volume I  {Das Capital Krilik derpohtischea Oeko/iouue, 1. ltd. [1867]), Lr. by Ben 
Fovvkes, London: Penguin, 1976.

81. Marx, Capital, p. 125.

82. Marx, Capital, p. 163.
83. P e te r O sborne, How to R ead M arx, London: C rania, 2005, pp. 12-14.

84. O sborne, H ow  to R ead M arx, p. II.

85. O sborne, H ow to Read'M arx, p. I I.
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fe tish  c h a rac te r  o f  com m odities:

T h e  com m odity-C onn, and  the  va lue-re la tion  o f the  p ro d u c ts  o f 
la b o u r  w ith in  w h ich  it appears , have abso lu tely  no  co n n ec tio n  
w ith  the  physical n a tu re  o f the com m odity  and  the m aterial 
[dinglich] re la tions a rising  o u t o f this. I t  is n o th in g  b u t the 
d efin ite  social re la tio n  b e tw een  m en  them selves w hich  assum es 
h e re , fo r them , the fan tastic  form  o f a re la tion  be tw een  th ings.86

P u t sim ply  (and sim plify ing  a com plex concept), Marx is saying that, in  cap ita list 

societies, a com m odity  ‘s tands on  its h e a d ’, as social re la tions take the form  o f 

re la tio n s be tw een  th ings, and  m ateria l re la tions are estab lished  be tw een  p e rso n s .8/ 

A cco rd in g  to O sb o rn e , because  com m odity  fe tish ism  is an effect o f so m eth in g  ‘purely  

soc ia l’ (exchange value) h id in g  its social basis, it ‘perfo rm s an  in te rn a l c ritique  o f 

cap ita lism ’s a sp ira tio n s to be a ra tiona l social fo rm ’.88 T hus, Marx brings the term  

‘fe tish ism ’ back  to its etym ological roo ts in  P o rtu g u ese  -fei.ti.co -  w h ich  re la tes to 

c h a rm  an d  so rcery  an d  also ‘artificial, skillfully con triv ed ’.89

C om m od ities sh a re  som e aspec ts w ith  sed u c tio n , in  p a rticu la r th e ir  m ysterious 

ch a rac te r, w h ich  is one  o f  th e ir  traits as desc rib ed  by Marx, an d  by B aud rilla rd  in 

re la tio n  to sed u c tio n .90 F u rth e rm o re , Z izek p o in ts  o u t th a t the m ost e lem en tary  

d e fin itio n  o f  se d u c tio n  com es from  M arx’s Capital: ‘they do n o t know  it b u t they are 

d o in g  i t ’.91 A n d  even  a fte r Z izek re-w orks M arx’s fo rm u la tion  to ad o p t P e te r  

S lo te rd ijk ’s ‘they  know  very w ell w h a t they are  do ing , b u t still they are  do ing  it’ - 92 

o n e  co u ld  a rg u e , b ased  o n  th e  above, th a t seduc tion , an d  by ex tension  desire , is the 

ideo log ica l p rin c ip le  o f  cap ita lism , a thesis su p p o r ted  by, am ong  o thers , Jose  A nton io  

M arina in  h is  stu d y  o f  th e  on to logy  o f con tem p o rary  d esire .93

86. M arx, Capital, p . 165.

87. M arx, Capital, pp. 163-166.

88. O sb o rn e , H ow  to Read M a rx , pp. 19-20.

89. T h o m as  A lb e rt S eb eo k , ‘F e tish  signs’, in Signs: A n  Introduction to Semiotics, second  ed itio n , 1 o ron to : 
T o ro n to  U niversity  P ress, 2001, pp . 115-126, p. 115. T h e re  is here , o f  cou rse , also a re la tio n  to 
co lon ia lism  w hich  cou ld  be  exp lo red  b u t w h ich , due  to the  b o u n d a rie s  ol th is s tudy, w ill h e re  rem ain  
u n exam ined .

90. b a u d rilla rd , Seduction, pp. 79-85.

91. S lavoj Zizek, The Sublim e Object, o f  Ideology, L ondon: V erso, 1989, p. 28.

92. Zizek, Sublim e Object o f  7deology, p. 29.

93. Jo se  A n to n io  M arina, Las An/uiteclnras delDeseo: Una Investtgacion Sobre losPlaceres delE spirilu  [The 
A rc h ite c tu re s  o f  D esire: An Investigation  o f the  P leasures of the  Soul], B arcelona: A nagram a, 2007, pp. 
18 an d  30.
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T h e  d e fin itio n  o f com m odity  ad o p ted  by Marx, toge ther w ith the rap id  d ev e lo p m en t 

o f cap ita lism ,9,1 led  to  the  co n cep tua lisa tion  o f com m odification , a te rm  used  to 

exp lain  th e  ‘tran sfo rm a tio n  o f  re la tio n sh ip s , fo rm erly  u n ta in ted  by com m erce , in to  

com m erc ia l re la tio n sh ip s , re la tio n sh ip s  o f  exchange, o f buy ing  and  se lling ’.95

A lth o u g h  th is te rm  w as firs t co ined  in  1977, its p rocesses an d  social im plica tions are 

a lready  c ritic ised  by  Marx an d  E ngels th ro u g h  th e ir  concep ts  o f  com m odity  fetish ism  

-  d iscu ssed  above -  an d  a lienation , an d  in  The Communist:Manifesto: ‘T he  bourgeo isie  

has s tr ip p e d  o f its ha lo  every o ccupa tion  h ith e rto  h o n o u re d  and  looked  up to w ith  

rev e ren t awe. I t  has converted  the physician , the lawyer, the p riest, the poet, the m an  

o f sc ience , in to  its pa id  w age lab o u re rs ’.96 C om m odification  gives econom ic  value to 

th ings n o t p rev iously  th o u g h t o f in  those term s, converting  them  in to  tradeab le  

co m m o d itie s .0/ T h is in c lu d es, fo r exam ple ideas (their tradeab le  sta tus expressed  

th ro u g h  in te llec tu a l p ro p e rty  an d  copyrigh t laws), iden tities , spo rts  (th rough  th e ir 

p ro fessionaliza tion ), ed u ca tio n  and  h ea lth  system s (though  th e ir privatisation) and , o f 

cou rse , a r t (th rough  its com m ercia lisa tion ).98 T he com m ercia lisa tion  o f  a rt an d  its 

im p ac t in  the  p rac tice  o f artistic  c rea tio n  has sp ru n g  a h ea te d  deba te , largely still 

u n re so lv ed ,99 a rg u in g  th e  fu n c tio n  o f cu ltu re  and , by ex tension  art, in  the  cap ita list 

w orld .

A R T , FEM ININITY A N D  PSY CH O A NA LY SIS

T h e  cen tra l id ea  to th e  ‘co m m erce -an d -cu ltu re ’ deb a te  postu la tes th a t com m erce  and  

c u ltu re  are  b eco m in g  increasing ly  in sep arab le  an d  h a rd e r  to tell apart. N igel W hite ly  

a rgues th a t th e  m o s t in te re s tin g  cu ltu re  arises from  com m ercial o p p o rtu n itie s  

(advertising , c reative com m ercia ls an d  p o p u la r cultu re) suggesting  th a t the  role 

trad itiona lly  fu lfilled  by h ig h  a r t is now  satisfied  by som e m an ifesta tions o f  

c o m m e rc e .190 H e  sees th e  o rig ins o f th e  com m erce -an d -cu ltu re  d eb a te  in  the  cu ltu ra l

94. S ee , fo r exam ple, T odd M cG ow an, The E n d  ofD issatisfaction? Jacques Lacan a n d  die Em erging Society  
o f  Enjoym ent, A lbany: SI NY P ress, 2004. E njoym ent, an d  d issa tisfac tion , o r  ra th e r, d ise n ch an tm en t, will 
re tu rn  in lhe  co n clu sio n  to this re sea rch .

95. Brian Basgen an d  A ndy Blunder! (eds), Encyclopedia o f  M arxism  Glossary o f  Terms: Commodification, 
2004, availab le  from : < http ://w w w .m arx isls.0rg /g lossa 1y /te rm s/c /o .h lm > [accessed 03.12.07].

96. Karl M arx and  F r ied rich  E ngels , The Communist Manifesto (Manifest der Kommunis/ischen Parlei [1848]), 
lr. by S am u e l M oore, L ondon : P engu in  Books, 2004, p. 6.

97. F o r w orks o f  art that talk overtly  a b o u t th is process, see the  co llaborative  w orks o f  Neil C um m ings 
and  M arysia L ew andow ska, Chance Projects (1995-2008), available from  <hltp:/Avww.ehancep ro jec ts .com />  
[accessed 3 0 .0 7 .10].

98. Basgen anil B lunden , Commodification.

99. S ee , lo r 'e x am p le , Ju lian  S la llah rass, Art Incorporated, O xford: O xford U niversity  P ress, 2004.

100. .Nigel W hite ly , ‘H igh A r ta u d  the  High S tree t. T he  “C o m m erce-an d -C u Itu re” D e b a te ’, in R ussell

( F o o tn o te  con ti nues]
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a n d  socio -econom ic  changes th a t sta rted  taking place w ith  the  arrival o f  P op  A rt -  

a n d  are  associa ted  w ith  p o stm o d ern ism . In  the  1960s, th e  life-style ap p ro ach  to 

c u ltu re , w h ere  co n tem p la tio n  an d  critical a ttitu d e  are trad itionally  p a r t o f  h igh  

c u ltu re , gives w ay to  im ages u n d e rs to o d  as com m odities th a t can  be  c o n su m e d .101 

W h ite ly , o f  cou rse , co n te n d s  this th ro u g h  sta ting  th a t first, the  com m erce-and - 

e u ltu re  d eb a te  sees cu ltu re  as a form  o f leg itim isation  and  hom ogen isa tion , w here 

th e re  is n o  d iffe rence  be tw een  be in g  co n su m er o r specta to r; second , th a t design  has 

d isp laced  th e  type  o f en g ag em en t o f h ig h  cu ltu re  b u t c an n o t rep lace  it; an d  th ird , 

th a t cu ltu re , th ro u g h  a d is tan c in g  m echan ism , offers som e genera lisa tions on  the 

c o n d itio n  o f society. H e m akes the case fo r h igh  cu ltu re  th ro u g h  h ig h lig h tin g  the two 

m ain  ro les th a t cu ltu re  plays in  society: th a t the aesthetic  realm , w here  cu ltu re  is 

p laced  an d  w hose m ain  fu n c tio n  is con tem p la tion , offers a d is tin c t and  u n iq u e  type 

o f  en g ag em en t, even if  n o t w holly d is in te rested ; and  th a t h igh  cu ltu re  plays a crucial 

ro le  in  p rov id in g  critical d iscourse , especially  in  the case o f two ten d en c ies  developed  

in  the 1960s: d e -m ateria lised  a rt and  po litic ised  cu ltu re .

T h e  ‘c o m m erce -an d -cu ltu re ’ deba te  d iscusses the d iffe ren t func tions o f a r t and  

design  an d  th e ir  re la tio n  to cap ita lism . W ith  the  rise o f sem iological ap p ro ach es  th a t 

h e lp  de-m y tho log ise  the  artefac ts o f h igh  cu ltu re , the im pac t is reversed  fo r design  

o b jec ts , w h ich  acq u ire  the  s ta tu s  o f  a r t .102 T h is, argues W hite ly , changes the  ap p roach  

o f  sp ec ta to rs  from  a critical, con tem pla tive , reflective and  relatively d is in te re s ted  one 

to  a ‘kn o w in g ’ o n e , w h ich  does n o t necessarily  p rov ide the view er w ith  an  in s ig h t in to  

socie ty ’s co n d itio n  an d  ideo logy .103 T he  prim ary  fun c tio n  in design  (function  an d  

value fo r m oney) is ov erru led  by its te rtia ry  fu nc tion  (status an d  possession  value). 

C u ltu re , o n  th e  o th e r  h an d , is seen  as en te r ta in m en t. L evelling  cu ltu re  dow n to the 

values o f  com m erce  re su lts  in  a dan g ero u s loss o f  the aesthe tic  realm  an d  critical

K eat, Nigel W h ite ly  an d  N icho las A berc ro m b ie  (eds), The Authority o f  the Consumer. L ondon: R out! edge, 
1994, pp. 119 137.'
101. T h e  genealogy  in  th is  a rg u m e n t, how ever, is deb a tab le , as this p h en o m en o n  is n o t exclusive to 
p o s tm o d e rn  cu ltu re : o n e  m ig h t also  see  th is  in D utch  g en re  pa in tings  ol th e  sev en teen th -c en tu ry , lo r 
exam ple.

102. A s 1 d iscu ssed  in ‘Ju icy  S a lif .

103. W h ite ly , H igh  A r t a n d  the H igh Street, pp . 132 133. A lthough  som e o f  th ese  ch a rac te ris tic s  -  critical, 
co n tem p la tiv e , reflec tive  a n d  d is in te re s ted  -  may ap p ea r  to be know ing  in  th e  ep istem olog ical sense, 
W h ite ly  re fe rs  to  ‘k n o w in g ’ (w ith inve rted  com as) as aw are of cu ltu ra l cap ital. H e re fers  to these 
‘k n o w in g ’ view ers as ‘so p h is tica te d  b u t it is a t th e  level ol d is tra c tin g  (and often  engaging) activity w ith 
little  s ign ificance  o r  g e n e ra li/ab le  critiealily . (...] (A )ulhorily  is supp o sed  to have m oved away from  
p ro d u c e rs , o r  even an  aw areness  o f  th e  in ten d ed  values ol the  a rtw ork , and now  app ears  to reside  w ith 
the  c o n su m ers . A nd so a u th o rity  is little  m ore than  lik ing  o r dislik ing , of being  entertained. It is less a 
m a tte r  o f  lea rn in g , ex p erie n ce , ju d g e m e n t and  d iscrim in a tio n , and  m ore a mat te r of the  personal 
c h o ic e ” o f  th e  c o n su m e r’ (p. 132, 134 -135).
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discourse. T he authority  o f culture moves away from producers or the value of the 

work ol a rt to the consum er; from  learning, judgem ent, and discrim ination to 

personal choice. W hitely concludes his analysis w ith a defense of high culture: far 

from being elitist and in to lerant, he says, high culture provides a sense o f o therness 

from the consum ing experience, prom oting 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.

C hanging the focus from  m ore general culture to the specificities o f contem porary 

art, recen t advances in this debate see Julian  Stallabrass disproving the com m on 

conception tha t contem porary art lies in  a zone o f freedom  o f expression and of 

m arket forces by destroying som e o f the myths surrounding  it .104 Placing it in the 

context o f neo liberalist econom ies and globalised m arkets, he looks at links betw een 

art, politics, and  econom y since 1989.1(,;>

Trying to invalidate the idea o f a rt’s autonom y, he looks closely at its tense 

association w ith the m arket -  through the im pact o f corporate and state sponsorship 

and a rise in auction houses’ in terest in contem porary art -  the professionalisation of 

the artists through the university, w here an elite discourse, often in contradiction 

with state and business objectives, is created, and the m useum  -  an institu tion  that 

has en tered  global com petition and therefore expansion, branding  and corporate 

relations. He also discusses the rise of global biennials, the political im plications of 

such contexts and their im pact on artists’ works. He explores art’s relation to 

com m odity, mass culture, and fashion, arguing that w hat allows art to com pete with 

mass cu ltu re ’s own pow erful imagery is its self-referential discourse bo th  in words 

and works, and the creation of specLacular pieces artificially lim ited in production  

(videos and photographs, for example) that are com bined with a w atered-dow n 

conceptualism . S tallabrass claims tha t in o rder for art to rem ain d istinct from mass 

cultu re , it needs to hide its links with the rnarkeL and the cu rren t neoliberalist 

econom y -  a consequence o f capitalism.

He challenges a rt’s fundam ental ‘unknow able’ condition by looking at two m ain 

discourses that conceal its uniformity: academ ic writing, dom inated by archaic 

m odels; and art criticism , which prom ote an all-round positive view ol the eclectic

'JOT Stallabrass, A rt Incorporated.

105. Parallel to this runs Charlie G ere’s argum ent that art is the new religion. See Charlie Gere and 
Michael C oiris, Non-relational Aesthetics, London: Arlw ords Press, 2008.
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and diverse contem porary art world. He puts forward the argum ent that views about 

art are beg inn ing  to change by looking at two recen t accounts: Nicolas B ourriaud’s 

Relational Aesthetics,m  a study on the use ol social interaction as an aesthetic m edium , 

and Paul V irilio’s A rt and Fear , a n  analysis of the ethics of contem porary art 

(including genetic m anipulation) and its use for instrum ental purposes. Stallabrass 

analyses tensions in contem porary art by separating them  into three categories: use of 

a rt’s uselessness; the wide b u t exclusive appeal of its elitism; and conflicts betw een 

a r t’s new  m odes of m aking 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 

m eans to side step the system (for example, in ternet art); and the production  of works 

w ith explicit use.

As seen in the Lwo ten-year apart debates described above, the com m erce-and- 

cu ltu re  debate produces tensions betw een what art’s function may be and its place in 

(or ou t ol) the capitalist system of production. The com m odification process has 

im plications for the study of seduction in art, as hailing techniques, similar to those 

em ployed in Llic m arketing and advertising of products are m ore or less overtly 

p resen t in art and its m achinery (museum advertising, private view events, 

educational program m es in galleries, etc.). Thus, the study of these processes is 

essential to ground  the p resen t project in a contingent and contem porary context in 

w hich art practices take place.

If  the position  of this p ro ject in relation to seduction is to consider it as a practice in 

a princip le, studying seduction  itself may be problem atic, il not im possible 

(rem em ber the first rule). Yel, one may identify and study seductive objects (and, 

also, seductive works of art). T hrough sum m oning seduction, practice redefines our 

relation to it, as seducers, or scducees. B audrillard oilers many examples ol Lliis in his 

study, m ainly from  the fields of music and literature. 108 Butler argues that it can be 

concluded, from  an analysis of these examples, that music and literature are 

‘them selves seductive’.108 If  we also consider B audrillard’s later in terest in artists such 

as S ophie Calle and his attem pts to relate her work to them es developed in Seduction,

106. Nicolas B ourriaud, Relational Aesthetics (Esthelique relalionnelle [1998]), tr. by Sim on Pleasanee and 
Kronza W oods, Dijon: Presses du Reel, 2002.
107. Paul Virilio, A rt and Fear (La Procedure silence [2000]), Lr. b y  Julie ltose, London: Continuum , 2006.

108. Baudrillard, Seduction.

109. B audrillard, Fatal Steal egies, p. 107.
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one  m ay a rgue  th a t v isual a rts  can be  ad d ed  to the category o f  th ings seductive in 

them selves.

S e d u c tio n  m ay be a un iversal p rin c ip le . O b jects o f  sed u c tio n , how ever, a re  n o t 

un iversa l even  th o u g h  th e re  are  som e in s tances w h ere  certa in  ob jects, like the iP od  

o r  th e  M ona L isa, fo r exam ple, are  a w ide success in  re la tion  to th e  p rom ises m ade by 

its m ark e tin g  stra teg ies. T h e re  is a sexual asym m etry w hen  it com es to se d u c tio n 110 

an d  generally , those w ho iden tify  them selves as m en  do n o t like the sam e th ings as 

those  w ho iden tify  them selves as w om en. T he  sam e applies to the  choice o f ob jec t in  

re la tio n  to gen d er. G iven its subjective (but n o t personal) ap p roach , th is p ro jec t is 

specifically  g ro u n d e d  in  re la tio n  to fem in ine  sed u c tio n  an d  assum es a he te ro sexua l 

d im e n s io n .111 My a rg u m en t sides itse lf w ith  M ichael B iggs’ d iscussion  a ro u n d  

sub jec tive  ap p ro ach es  in  a r t an d  design  doc to ra tes , w hich , in  h is view, are  n o t only 

leg itim ate , b u t a p p ro p r ia te .112 B aud rilla rd  ded ica ted  the first o f  h is th ree  sec tions on  

sed u c tio n  to the  a rg u m en t th a t it is essentially  fem in ine , w hich  is n o t to say fem a le .113 

H e also acknow ledges th a t this is a re la tio n  in  n eed  o f fu r th e r  s tu d y .114

G iven th is, it m ay be  u n c lea r why th is study  will be ad o p tin g  L acan ian  psychoanalysis

-  co u p led  w ith  som e aspec ts o f  o b jec t re la tio n s, p h o to g rap h ic  theory  an d  a r t criticism

-  as its in te llec tu a l te rrito ry , especially  as L acan ’s ap p ro ach  has o ften  b e e n  seen  as 

p ro b lem atic  in  re la tio n  to fem in in ity .115

110. D arian  L ead er, W h y Do Women W rite More Letters Than They Post.?, L o n d o n : F ab e r, 1996.

1 11. T h e  fem in in e  an d  he te rosexua l d im en sio n s  p a rtic u la r to th is  p ro je c t a re  n o t the  only  ones, an d  the  
ch o ices  m ad e  are  c o n tin g e n t w ith  the  re sea rc h e r  an d  the  sub jective  ap p ro ach  taken. T h is  p rob lem atic , 
a lth o u g h  I ad d re ss  it in the  text, m an ifests  itse lf In various ways, one  o f  w hich  is the  re c u rre n t and  
u n co n sc io u s  g e n d e r in g  o f  the  rin g  in ch ap te r  th ree  as ‘h e ’. W h ile  care has been  taken to rep lace  all ol 
th e  re fe re n c es  w ith ‘it’, the  re c u rre n t slip  o f  the  keyboard  is in te re s tin g  a n d  ra ises issues a ro u n d  
sed u c tio n , w h ich  form  p a rt o f  the  g e n d e r q u estio n  ad d ressed  in Lhe c o nclusion  as fu r th e r  re sea rch . 
S in a tra ’s a rre s t and  the  1770 Act are  also exam ples o f  tins g en d erin g  in re la tion  to the  cho ice  o f  an 
o b ject.

112. M ichael Biggs, ‘O n M ethod: the  P i'oblem  o f O bjectiv ity ’, in D avid D urliug  and  K en F ried m an  (eds), 
Proceedings o f  the Conference D octoral Education in Design: Foundations fo r  the Future, La C lusaz, F rance , 8 -  
12 Ju ly  2000, S to k e -o n -T re n t: S ta ffo rd sh ire  U niversity  Press, 2000, pp. 209-214.

1.13. S ee  th e  secLion e n titled  ‘T h e  E clip tic  o f  S ex ’. B audrillard , Seduction, pp. 4-49.

114. L e v in , Baudrillard, p. 33. D aniel S ib o n y  specifically  exam ines the  re la tio n  betw een seduc tion  and  
the  fem in in e , from  a psychoanaly tic  p o in t o f  view (see his work, m en tio n ed  above, L efennntn) and  this 
s tudy  will d raw  p rim arily  o n  h is  w ork, B audrilla rd ’s and  th a t o f  Jacq u es  Lacan, fe m in in ity  will be 
a d o p ted  as a  po s itio n  in re la tio n  to the  cho ice  o f  an o b jec t and  the  ra p p o rt e stab lish ed  w ith it. The study 
will n o t be  c o n ce rn e d , how ever, w ith  fem inism  o r  fem in is t s tran d s  in psychoanalysis, as this is not its 
in te llec tu a l co n tex t. I will en d eav o u r, n o n e th e less , to p o in t o u t any theo re tical issues re la ted  to fem inism  
a ris in g  from  m y sub jec tive  ap p ro ach  to a rt m ak ing  and  seduction .

115. S ee , fo r  exam ple, M onique D av id -M enard , ‘L acan ians  A gainst L acan ’, tr. bv B rian M assum i, Social 
Text, no . 6, A u tu m n  1982, pp . 86-111.
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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 

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,116 
Lacan’s Four Discourses -  in particular the Discourse o f  the Analyst -  and his objet petit 

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

Thirdly, desire and lack are at the centre of the clinical practice of psychoanalysis. As 

I will show, seduction and desire -  in and through objet petit a -  arc 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).118

'116. In the clinical setting, transference refers to the relationship betw een patien t and analyst, as it 
develops du ring  treatm ent. In analysis, as som ething is transferred, from past to p resent, into the room 
w here the anatysand finds herself and  to the person of the analyst, situations are w orked through n o t by' 
rem em bering, but. by re-living and re-enacting  them . L isten to Adam Phillips in Lisa A ppignanesi, 
Freudian Slips, 4: Fragment o f  an Analysis o f  a Case o f  Hysteria, [Radio Programme] BBC, first aired on 
T hursday  17 M arch 2005 at 3.45pm, available from
< http://w ww '.bbc.co.uk/radio4/science/freudiansIips.shtm I> [accessed 22.08.09]. O f course, transference 
is evident in m ost relationships (friends, teaching situations, PhD  supervision) b u t the context of 
analysis, the privileged, enclosure, the rules o f engagem ent, and the analy tic hour -  the tool o f analysis, 
w hich allows unseen  things to be m ade visible -  heightens it (Susie O rbach in Lisa Appignanesi, 
Freudian Slips). T ransference has a transform ing effect. If  transference is love, as F reud asserted, that 
love is first and forem ost a love o f knowledge (ivissentrieb). Jacques Lacan, The Seminar o f Jacques Lacan, 
Book I: Freud's Papers on Technique, 1953-1954 (Le seminaire I: Les ecrits techniques de Freud [ 1975]), ed . by 
Jaeques-A lain Miller, tr. by Jo h n  Forrester, New' York: WAV. Norton, 1991, p .109; Freud, “O bservations 
on T ransference-L ove (F urther R ecom m endations on the T echnique of Psychoanalysis 111)
(Bemerkungen iiber Die iibertragimgsliebe [1915]), SE  12, pp. 157-174; Evans, Introductory Dictionary, p. 212.

117. Jo h n  Forrester, The Seductions o f’Psychoanalysis. Essays on Freud, Lacan and Derrida, Cambridge: 
C am bridge University Press, 1990.
I 18. My approach to psychoanalysis falls in betw een two schools: Lacanian - prom oting a return  to 
F reu d ’s texts -  and O bject R elations -  placing em phasis on F reud’s drive theory and the im portance of 
early relationship  form ations. W hereas the intellectual territory ol ibis research is firmly anchored 
within Lacan’s writings, O bject Relations will help me address som e of the relational issues around 
object and o u r choices. O bject R elations places especial em phasis on childhood and child 
psychoanalysis, which is why 1 do not go any' lurLher with it. Lacan, on the o ther hand , helps me to 
bridge betw een anthropology and philosophy' -  through phenomenology' -  as his leaching was

[F o o tn o te  co n tin u es]

4 8

http://www'.bbc.co.uk/radio4/science/freudiansIips.shtmI


CHAPTER ONE: THE SEDUCTION OF OBJECTS AND ITS PROBLEMS

T h u s  psychoanalysis will h e lp  to  exam ine the  crossing  b e tw een  the 

p h en o m en o lo g ica l th ing , th ro u g h  the psychoanalytic o b jec t -o b je tpe t.it a -  to the 

w ork  o f art, an d  the  po sitio n  ol the  o b jec t in  the  gallery space and  the  co n su ltin g  

room . C hance  en co u n te rs  an d  the find ing  and  re -fin d in g  o f  an  o b jec t w ill be  key to 

m y en g ag em en t w ith  a r t th ro u g h  practice.

L astly , se d u c tio n  has a pecu lia r p lace in  psychoanalysis. F re u d  devised  a theory  he  

ca lled  Neurotica, an d  w h ich  la te r  cam e to be know n as the sed u c tio n  theory , a 

m isn o m e r.11J In  h is  1896 le tte rs  to h is friend  W ilhe lm  F liess, F reud  explains h is 

d iscovery  o f in s tan ces o f ch ild h o o d  seduc tion  in  m ost o f the  hysteria  an d  obsessional 

n eu ro s is  cases h e  w as treating , th u s find ing  a possib le  causal link for the a fflic tions.120 

O n  th e  14 A ugust 1897, how ever, h e  w rites ‘I no  lo n g er believe in  my neurotica’, 

d e sc r ib in g  how  h e  h ad  u n d e rs to o d  th a t the  seduc tions reco u n ted  by h is p a tien ts  w ere 

fan tas ie s .121 T h is cam e to be  know n as the ab an d o n m e n t o f the sed u c tio n  theory. 122 

S ed u c tio n , as a c lin ical term  an d  as reco u n ted  by F re u d , is, acco rd ing  to B audrilla rd , 

the  ‘lo s t o b je c t’ o f psychoanalysis 123 an d  it is believed tha t this re jec tio n  allow ed the 

p rac tice  o f  psychoanalysis , as we know  it today, to em erge, as Jean  L ap lan ch e  and  

Je a n -B c r tra n d  P on ta lis  note:

It is trad itio n a l to look  u p o n  F re u d ’s d ro p p in g  o f the seduc tion  
theory  in  1897 as a decisive step  in  the fo u n d a tio n  o f p sy ch o ­
analy tic  theory , and  in  the  b rin g in g  to the  fore o f such

in flu en ced  by C laude  Levi-Sl:auss and  M aurice M erleau-P on ly , am ong  o thers. O b je c t R elations was 
fo rm ed  by B ritish  analysts  and  its m ain ex p o n en ts  inc lude  M elanie K lein, D. W . W in n ieo tl and  W illred  
Bion. L acan  crilic ises the  O b jec t R elations ap p ro ach  to psychoanalytic  trea tm en t in S em in a r II. The  
Sem inar o f  Jacques Lacan, Book 11: The Ego in Freud's Theory a n d  in the 7 echmque o f  Psychoanalysis, 1954- 
1955 {Le seminaire, Here hi: Le m oi dans la theone de F reud  et dans la technique de la psychanalyse 1954 1955 
[1978]), ed. by Jacq u es-A la in  M iller, tr. by Sylvana T om aselli. L ondon : W . \V. [Norton, 1991.

119. L ap lan ch e , Seduction a n d  the Problem o f the Other, p. 053; I* rend  and  M asson, Complete Letters, Cathy 
C aru th , A n  Interview  with Jean Laplanche, 2001, available from  < http ://w w w 3.ia th .v irg iu ia.edu /pm e/lex l- 
on ly /issue. 101/1 1 .2caru lh .lx l> [accessed 2 8 .0 1.07],

120. t  re n d , L e tte r 52, ‘E xtracts from  the  Fliess P apers’ (in Aits den Anfiingen dec Psychoanalyse, ed. by 
M arie B onaparte , A nna  F reu d  and  E rn st K ris [1950]), S E  I, pp. 173-280, pp . 238-239. In  Neurotica, 
F reud  ‘spec ified  the  c h ild h o o d  ero tic  experiences  w hich  w ere p recu rso rs  to the  ad u lt neu ro sis  . D oug 
D avis, ‘A 'th e o ry  fo r the  90s: F re u d ’s S ed u c tio n  th e o ry  in H istorical C o n te x t , Psychoanal) tic Review, 
81(4), 1994, pp . 627-640, p. 633.

121. F reu d , L e tte r 69, Fliess Papers, pp. 259-260.

122. M asson, Complete Letters. S ee  also, Jeffrey  M oussaiell M asson, 7 he Assault on 7 ruth: / 'r e n d s  
Suppression o f  the Seduction Theory, L ondon , Boston: F a b e r  and  F aber, 1984.

123. B audrilla rd , Seduction, p. 55.
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conceptions as unconscious phantasy, psychical reality, 
spontaneous infantile sexuality and so on.124

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 
ai’cas -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.

124. Jean Laplanehe and Jean Bertrand Pontalis, The Language o j Psycho-Analysis (Vocabaluire de la 
PsYchanaly.se [1967]), lr. by Donald Nicholson-Smith, London: I lie Hogarth Press and the institute ol 
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 ( t r e n d  and Fliess: Homophobia and 
Seduc tion’, in Seduction and Theory. Readings o j Gender, .Representation and Rhetoric, ed. by Dianne 
Hunter, l lrbana and Chicago: University of Illinois Press, pp. 86 109). 1 here, 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 t r e n d  fell with regards to this ears, nose and 
throat doctor.  Freud  worked through the transference in his self-analysis, which in 1900 gave rise to the 
publication of  his major work ‘ th e  Interpretation of Dreams’ (Die 1 rawndeutung [1900]), SE 4 and SE o.
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CHAPTER TW O

SCREEN AS METHOD 

FINDING A M ETHODOLOGY TO STUDY SEDUCTION

Given the problem s around  definition and pervasiveness outlined in the previous 

chapter, how  am 1 -  an artist, researcher, and w ould-be-doctor -  to investigate 

seduction? S tudies on the topic are in no agreem ent about the kinds of activities one 

could undertake to do so, making the search for an integrated methodology, finding 

an off-the-shelf answ er applicable to works of art, out of the question. The problem  

has to be addressed w ith a certain am ount of creative thinking, so perhaps I have 

already answ ered my own question, in part at least. Being an artist offers an array of 

m ethodologies one could use to investigate seduction (reflective journals, 

rep resen ta tion  or visualisation techniques, for example). Yet, on their own they 

w ould no t be able to su rm oun t the obstacles I have found in o ther studies. My 

starting  po in t is, therefore, Claude Levi-Strauss’s bricoleur approach, integrating 

d ifferent m ethods from  a variety of fields of study. I initially considered a num ber of 

possibilities ranging from purely theoretical ways of working, which would 

perpeLuate som e of the troubles Baudrillard had encountered  w hen w riting his text, 

to a phenom enological enquiry (particularly through the works of E dm und H usserl 

and M aurice M crleau-Ponty).125 A spects of the b lind  alleys through which seduction 

took m e (and w hich, o f course, I followed) rem ain with me even in die subm ission of 

the evidence here. In  my journey, I encountered  these b lind  paths in libraries, in the 

street, and, above all, the studio. There were elem ents o f recognition and sclf- 

reflcxivity in  this process, as it is no t dissim ilar to the approach to work an artist h as- 

thesc elem ents will, in a few pages take a forem ost position in the research.

T here were also, however, a num ber of productive paths: I recognised the workings 

o f seduction  in  S igm und F reu d ’s abandonm ent of his Neurotica, in w hat the texts told 

m e abou t transference and in Jacques L acan’s outline of a theory ol desire. 

Psychoanalysis seem ed suited  to provide me with the evidence I needed to build  my 

case. T he question  was how. My early investigations into the nature o f desire and of 

the experience of desire (mainly in phenom enology) left me w ondering il all I could 

do was to study seduction  from the safe distance of theoretical form ulations. In books 

and jou rnals my object of study was slipping away m ore that ever. Seduction was not

125. See, for exam ple, D erm ot M oran, Introduction to Phenomenology, London: Routledge, 2000, and 
Maurice M erleau-Ponly, Phenomenology o f Perception [Phenom'enologie de la Perception [1945j), lr. by Paul 
Kegau, London, New York: Roulledge. 2002.
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going  to com e to m e. F o r  th a t m atte r, psychoanalysis was n o t going to m ateria lise  in  

m y s tu d io  e ith e r. I t w as th en  th a t th ree  rea lisa tions, separa te , b u t in  h in d s ig h t 

in tim ate ly  re la ted , m anaged  to tu rn  a ro u n d  the  p ro b lem  o f  a m ethodo logy  to study  

sed u c tio n .

FIR ST  R E A L ISA T IO N

T h e  firs t rea lisa tio n  was tha t, w h en  it cam e to psychoanalysis, read in g  F re u d  and  

L acan  w as like le a rn in g  the  Flighway Code. F o r  this research , w hich  focuses on 

p h e n o m e n a , p rocesses, experience  and  prac tice , I n eed ed  to find  an  eq u iva len t to 

d riv ing  the  car. So from  A pril 2005 to Jan u ary  2008, I engaged  in  the  p rac tice  o f 

analysis, as an a ly san d .121’ E very  T hu rsday , I w ould  ring  the d o o rbe ll o f  a h o u se  and  

w ould  b e  sh o w n  in to  the co n su ltin g  room . It was deco ra ted  in  dark  g reen , w ith  

puzzling  p rin ts  on  the  wall, m any books and  jo u rn a ls  and  a c losed lap top  co m p u te r o f 

the  sam e m ake an d  m o d el as m ine  (and w hich h ad  to do w ith  m y transfe rence  as it 

in s tig a ted  an  in s ta n t affinity w ith  my analyst, th ough  the choice o f object). I was only 

allow ed a five-second  g lim pse o f th e se  su rro u n d in g s  befo re  I d id  w h a t I had  com e to 

do, lay dow n on  th e  co uch , w hile  s im ultaneously  I h ea rd  m y analyst take h is p lace in 

h is ch a ir , o u ts id e  o f  m y field  o f  vision. W h e n  ready, I w ould  s ta rt ta lk ing an d  fifty 

m in u te s  la te r  h e  w ou ld  say: ‘T h a t is all the  tim e we have fo r today’. My analyst an d  I 

s to p p e d  see in g  each  o th e r  as tim e an d  m oney  (the two m o st im p o rta n t co n stan ts  in 

th e  w ork  o f analysis)12' b ecam e difficult. H e w as the  one  w ho suggested  e n d in g  it, o r 

a t leas t tak ing  a b reak , so I cou ld  m ake w orks o f art. My analysis w as com plex and  

really  h a rd  w ork; a good  F re u d ia n  co u ch  is nev e r co m fo rtab le ,128 b u t it gave m e m uch  

m a teria l to fo rm u la te  a m ethodo logy  in  re la tion  to seduc tion .

E very  w eek  I took n o tes  o f  m y sessions, w h ich  I typed, like a good s tu d en t, keep ing

126. S h o s h a n a  I' elm an  a rg u es  tha t, acco rd in g  to L acan, psychoanalysis is, f irs t and  fo rem ost, a prac tice, 
a  p rac tica l e n g ag e m en t o f  p a tie n t a n d  analyst, th e  co n cre te  p rocess ol an analysis. I h is com es b efo re  the  
idea o f  psychoanaly sis  as a m e th o d , a  te c h n iq u e  o r  a theory . S h o sh a n a  Lei m an, Jacques Lacan a n d  the 
Adventure, o f Insight:Psychoanalysis in Contemporary Culture, C am bridge, MA.: H arvard L n iversily  Press, 
1987, p. 67. S ee  a lso  B ruce F in k , A  Clinical Introduction to Lacan ian Psychoanalysis: Theory a n d  Technique, 
C am b rid g e , MA.: H arvard  U niversity  P ress, 1999. A na/ysand  is an  eq u iv a len t term  fov p a tien t. It 
e s tab lish e s  a c le a r  re la tio n  b e tw een  d o c to r and  p a tien t, analyst and  analy sand , th ro u g h  the  ro o t of bo th  
w ords.

127. S ee  F reu d , ‘O n  B eg inn ing  th e  T rea tm e n t (F u rth e r  R eco m m en d a tio n s  on  the  T e c h n iq u e  o f  Psycho- 
A nalysis I)’ (Z urE in le ilung  D erB ehand lung  [1913]), S F  12, pp. 121-144.

128. I le rb e r l  M usch am p , ‘T h e  T alk : Icons; F reu d ian  S lip co v ers’, TheA 'ew  York Tunes, 8 O c to b e r  2006, 
available  from

11111) : A | uerv .i i vl i m es.co i i i gs 1 1 1 111 page . 111 m f  Ve v~9100 I 'll1)91630f  93BA 35>53ClA9609C8B63(!isec=& spo 
n=& pagew ante.d=all>  [accessed 05.02.09].
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m issp e llin g s , w ro n g  w ords, a n d  in se rtin g  th o u g h ts , in te r je c tio n s  a n d  im ages o f  th e  

w orks of a r t  I ta lked  a b o u t in  th e  session . I in d ex ed  every  en try  w ith  keyw ords, k e p t a 

d a ta b a se  o f  to p ics , h o p in g  to  find  a p a tte rn , so m eth in g . I e n d e d  u p  w ith  a tex t s im ila r 

to th is  o n e , o f  a ro u n d  40,000 w o rd s. W h a t co u ld  I do  w ith  it? I co u ld  u se  q u o ta tio n s  

in  m y th es is  b u t  th a t m ay  b r in g  th e  ex p e rien ce  b ack  in to  th e  rea lm  o f  th eo re tic a l 

c o n c e rn s , a n d  m y analysis h a d  b e e n , above all, a pe rfo rm ativ e  ac tio n , so m e th in g  

m o re  ak in  to p rac tic e  (artis tic  p ra c tic e , I  m ean) th a n  theo ry . My c lin ica l d iary  b ecam e 

a w ork , p ro v id in g  m a te ria l fo r vario u s m an ife s ta tio n s . T h e  w ork is a b o o k  b a sed  on  

S a n d o r  F e re n c z i’s d ia ry '20 a n d  th e  E n ig m a  co d eb o o k . I d e s ig n ed  the  lay o u t an d  the 

ty p o g rap h y , w ith  occasio n a l advice from  experts . I co u ld  n o t le t an y o n e  re a d  it. T h e  

pages a re  sk in  p in k  a n d  so is the  m a in  tex t co lo u r. In  o rd e r  to re ad  it, th e  v iew er 

w o u ld  have  to deface  it, p e rh a p s  c o lo u rin g  the  pages w ith  a p e n c il so the  p r in te d  

le tte rs  ap p e a r . A fte r  all, they  a re  th e re , available; like the  u n co n sc io u s , they  speak , 

b u t  n o t  read ily  u n d e rs ta n d a b le . K eyw ords an d  sec tio n  h ead in g s , p r in te d  in  re d  ink , 

a re  leg ib le ; th a t  is all th e  re a d e r  n e e d s  to know  a b o u t m y u n co n sc io u s . W h y  w o u ld  

an y o n e  w a n t to kn o w  m ore?  W ith o u t the  de ta ils , it is ev id en t w h a t o n e  will find  th e re  

-  th e  H ighw ay  C ode. I m ad e  im ages v is ib le , a n d  I in c lu d e d  le tte rs  a n d  invo ices fo r m y 

sess io n s , m a rk in g  m o n ey  a n d  tim e, g e ttin g  in to  th e  ro u tin e  o f  th e  sess io n s  a n d  the  

p ro c e s s  o f  exch an g e . T h e se  w ere  th e  en ig m atic  traces o f  the  in te n se  e n g a g e m e n t o f  

m y analysis.

T h is  jo u rn e y  h e lp e d  m e  to u n d e rs ta n d  how  m u c h  o f  a sed u c tiv e  p rac tice  

p sy ch o an a ly s is  is -  m a in ly  d u e  to tra n sfe re n c e  an d  a llow ed  m e to e s tab lish  a 

n u m b e r  o f  p a ra lle ls  b e tw e e n  a r t  a n d  analysis. A s p rac tices , they  a re  especia lly  w ell 

su ite d  to e ach  o th e r ; they  a re  b o th  rea lm s in  w h ich  q u e s tio n s  a n d  an sw ers  c ircu la te . 

T h e re  a re  a  n u m b e r  o f  e le m e n ts  w ith  eq u iv a len ce  in  b o th . A c co rd in g  to V in cen t 

D achy , th is  an a lo g y  b e tw e e n  a r t a n d  analysis is o n e  o f  the  m any  th a t co u ld  be  deriv ed  

from  p ro b lc m a tis in g  a n d  re la tin g  two th ree fo ld  in te rac tio n s : A rt, w ith  the  a rtis t, th e  

w ork , a n d  th e  v iew er; a n d  p sy ch o an a ly sis , w ith  th e  analyst, sp eech  a n d  the 

a n a ly s a n d .lil) A lth o u g h  o n e  co u ld  also a rg u e  fo r d iss im ila r e lem en ts  in  b o th  p rac tices ,

129. S a n d o r  F e re n c z i , T he C linical D iary  o f  S a n d o r  Fe.re.nczi (Journal Cliiiit/ite (.huw ier-O ctobre 1932) [1990)), 
ed . by J u d i th  D u p o n t,  It . by M ichael J3alinl a n d  N icola Z arday  Jack so n , C am b rid g e , MA.: h a rv a rd  
U n ive rs ity  P re s s , 1995. H e ad in g  F e re n c z i’s d iary  in sp ire d  m e to w o rk  w ith  m y text as it. was w ritten , 
w ith o u t e d it in g  it (a lth o u g h  th e  te x t co lo u r  w ou ld  p e rfo rm  a k ind  of e d itin g , o r  e rasing) an d  w ith o u t 
p ic k in g  p a rts  o f  it to c re a te  o th e r  w ork . F e re n c z i’s w riting , a lth o u g h  e d ite d , con se rv es  a raw  q ua lity  an d  a 
c o n tra d ic tio n  p e rh a p s  a c o n se q u e n c e  o f  w o rk in g  th ro u g h  -  re la ted  to th e  p rac tice  ol psychoanalysis. 
T h is  I fo u n d  im p o r ta n t to th e  in teg rity  o f  my ow n clin ical diary.

130. V in c en t D achy , ‘O n e  o r  T w o T ilings?  A  Few  R em ark s  a b o u t P sychoanalysis  an d  A r t , in S h a ro n  
K ivland an d  M arc d u  Ry, In  the Place o f an Object, Journa l o f  the Centre fo r  I  reudian Analysts a n d  Research , 
vol. 12, S p ec ia l Issu e  2000, p p . 17-23 , p . 18.
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looking al the similarities will enlighLen the m otivations beh ind  my m ethodological 
choice.

A rt and analysis are practices, whose aim can be pu t in relation to the im possible, 

w hich, in turn , relates to the F reud ian  Thing, the inaccessible object of desire, called 

objetpetit a by Jacques Lacan. 1">1 This is, arguably, his m ajor con tribu tion  to the field 

o f psychoanalytic practice and theory. Objet petit a is a complex concept, in flux 

th roughou t L acan’s work. This algebraic form ula, norm ally left untranslated , refers to 

the little o ther [autre, in French), w hich in Lacanian theory relates to rcllexivity, 

identification and the Ego, as opposed to the big O ther, the radical alterity of 

language and the law. Objet petit a is the cause of desire: no t the object to which is 

desire is d irected, b u t that which provokes desire .1"2 It is unspecularizable, it resists 

sym bolisation and has no represen tation  or alterity. Objet petit a evolves from earlier 

form ations such as P lato ’s again la , which I m entioned  in chap ter one. D esire is 

p aram oun t to L acan’s thought: in its unconscious form, it is ‘at the heart of hum an 

existence and [is] the central concern  of psychoanalysis’;133 objet petit a. m obilises this 

force. Paradoxically, the objet petit a is also the object of anxiety. It is a lack, a void, 

a round  w hich the drives (to w hich I will return) circle. As such, obtaining it and 

satisfying desire is im possible. A ttem pts, however, are m ade through partial objects, 

w hich stand in for objet pe tit a.

W hereas the link betw een the im possible, objet petit a and psychoanalysis is m ade 

evident in the consulting  room  (it is an active part in transference), the link to art may 

seem  m ore tenuous. Yet, a rt can also be p u t in relation to the im possibility of 

reach ing  objet,petit a. As Bice Benvenuto writes:

A rt and psychoanalysis are practices of the im possible on the 
paLh of in itiation  to the mystery, the beyond discourse. T heir 
search is for a pure language, ideally coinciding with the Thing 
itself; no t a fam iliar reflection of ourselves bu t a going towards

131. Lacan, Four Fundamental Concepts, pp. 65-119. D as Ding, The 'tiling , is a concept, t r e n d  separates 
from llial o f object,, staling  that tiie T h ing  is a lost: object, it is difficult to p inpo in t w here exactly b rend 
discusses the term , as it appears th roughout his work, first in his ‘Project lo r a Seienlihc Psychology' 
(EnlwurfEinerPs/c/tologie (1950 [1895]), SE I, pp. 281-397. Jacques Lacan, however, in his re tu rn  to 
t r e n d ’s texts, studies the concep t in Sem inar V i 1. Jacques Lacan, 7he Seminar of JaetpiesLacan book VII: 
The h'lhics o f  Psychoanalysis 1959 I960 (Le semmaire, here VII: L  ethu/ue de lapsychanalyse [ 1986]), ed. by 
Jacques-A lain Miller, tr. by D ennis Porter, London: Routledge, 1992, pp. 43-70.

132. Bruce Link, ‘O bject (a): Cause of D esire’, in The Lacanian Subject. Between Language and Jonissance, 
Princeton, ML: Princeton University Press, 1995, pp. 83-97, p. 91.

133. Evans, Introductory Dictionary, p. 36.
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the  m ost fo reign  an d  in tim ate  land . A nd  reach in g  i t ... is 
im possib le . 134

I t  is p rec ise ly  th is fall b e tw een  its u n co n sc io u s aim  -  objetpetit a -  an d  reach in g  it th a t 

is fu n d am en ta l to th e  p rac tice  o f  art; in  a sim ilar way an d  as a rg u ed  by  D any  N obus 

an d  M alcolm  Q u in n , know ledge an d  its fa ilu re  are  constitu tive  o f  the  p rac tice  o f 

p sychoana ly sis .155 D arian  L ead e r argues th a t a r t tries to re p re se n t w hat is im possib le  

to see becau se  it w as nev er th e re , w hile speak ing  ab o u t the  effects o f the  system  th a t 

c rea tes  it: it  has the  sam e fu n c tio n  as jokes. H e illu stra tes this by d iscussing  

D u c h a m p ’s unw illingness to b e in g  p in n e d  dow n by a signifier, a re jec tio n  of 

language th a t leads h im  n o t to p ro d u ce  w ork  tha t rep re sen ts  h im . T he  fact th a t the 

w ork  w ill be  inev itab ly  tied  dow n to the sign ifier once it is seen  by view ers, creates 

c o n trad ic tio n s  in  the  field  o f  ob jects: w orks are o ften  so m eth ing  and  th e ir o p p o s ite .l3G 

T h e  tr ip p in g  an d  trap p in g  in h e re n t to sed u c tio n  has m uch  in  com m on w ith  this fall 

on  the  p a th  tow ards th e  im possib le , as m y n ex t ch ap te rs  will show .

T h e re  are  a n u m b e r  o f received  id eas a ro u n d  these p ractices. T he  analyst does n o t 

beg in  the  session  by inv iting  the analysand  Lo talk ab o u t h e r  m o th e r, as one  sees in  

Films; success does n o t always d e p e n d  o n  th e  creative ‘g en iu s’ o f the  a rtis t as b iop ics 

o f  m o d e rn is t p a in te rs  show . T h ese  received  ideas are  fuelled  by a lexicon that, 

p e rm ea te s  o u r  cu ltu re . F ro m  P icasso  to O ed ip u s, a r t an d  psychoanalysis are  

re p re se n te d  a n d  d iscu ssed , even  by those  w ho do n o t engage in the en co u n te rs  

p ro p o se d  by these  p rac tices . As b o th  deal w ith  issues com m on  to m any view ers o r 

ana ly sands, som e o f  the  w ork re q u ire d  will involve d ism an tling  and  challeng ing  these 

a ssu m p tio n s , c o n te n d in g  w ith  the  analysand  an d  the v iew er’s resistance  Lo e n te r  in to  

th e  inL ersubjeclive tran sfe ren ce  offered . R eceived  ideas are n o t new  to seduc tion  

e ith e r, as I show ed  in th e  p rev ious ch ap te r. I t  constan tly  has Lo co n ten d  w ith  sexual 

an d  m ora l m a tte rs  th a t lim it its full w orkings.

B o th  p rac tices  take p lace  in  spec ific  co n tex ts , the  co n su ltin g  room  and  the  gallery 

space, fo r ex am p le .11' T h ese  con tex ts are o ften  governed  by in s titu tio n a l conven tions.

134. Bice B envenu to , ‘T h e  Im p o ss ib le ’, in Kivland an d  du  By (eds). In  the Place o j  an Object, J C f'A R , pp. 
45- 50, p. 59.

135. D any  N oltus am i M alcolm Q u in n , K now ing  Nothing, S ta y in g  Stupid. Elements f o r a  Psychoanalytic 
Epistemology, L on d o n : R outledgc, 2005.

136. D arian  L e a d e r, S tea ling  the Mona Lisa: What. A r t Slops us fro m  Seeing, W ash in g to n  D.C.: S h o em ak er 
& H o a rd , 2002.

137. W hile  the  co n su lt in g  room  is usually  ihe  co n s ta n t con tex t in w hich  analysis lakes place -  a lthough  1 
have know n som e sessio n s  to take the  lo rm  ol te lep h o n e  conversa tions  -  the  gallery space is one  of the  
m any  con tex ts  in w hich  an  e n c o u n te r  w ith a r t may hap p en . O th e rs  may he  fields, sh o p  w indow s,

[I’ool.nole continues]
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In  the case of the consulting room  these include time and fee of the sessions, carpets, 

cushions, chair, couch, prin ts, paintings, books, objects; in the gallery space, white 

walls, ceiling light, a discreet desk, a fire hose . . .158 Both M ignon Nixon and Brian 

O ’D oherty  coincide in nam ing these particular settings the ‘fram e’.149 These fram es 

provide the constants in w hich the process takes place.140 A ccording to D onald 

W innico tt, this environm ental provision, the arrangem ent o f place, is a condition to 

the work o f analysis, essential to the unb ind ing  that needs to be d o n e .141 The viewer 

and  the analysand are in the world of an other, since works of art and analysts will 

n o t easily come to o ne’s hom e. These spaces, the gallery and the consulting room  are, 

in the w ords of the psychoanalyst Chris Oakley, ‘privileged enclosures’.142

The issue of setting  raises very in teresting  and complex points and I want to 

acknow ledge again here my assum ption of the gallery as a ‘situation’ o f art, w hich is, 

o f course, reductive. T here are o ther defining frames, m ore im portantly the 

discursive fram e w hich houses the process and/or the object. In  the absence of a 

gallery this fram e is m ade even m ore m anifest. Likewise, in the absence of a chair 

and a couch, w hat are the essential elem ents that make an analysis it, and not 

som eth ing  else? This is a rhetorical question in the context of this study, b u t an 

in teresting  one for fu ture research. Seduction is dependan t on a context, bu t no t on a 

specific one; that is, the context will prom ote certain  behaviour b u t seduction can 

take place alm ost in any context. This is why it is closer to the setting in which art 

takes place than  that o f the analytic relation. Net, the setting of seduction, the place

stud ios, private dw ellings, books, alm ost everything and everyw here. Yet, 1 will use Lhe gallery space lor 
a rg u m en t’s sake, as it is a con tex t m ost view ers will recognize as having specific ru les ol engagem ent, as I 
describe. T he  gallery is, thus, to he understood  as a contextual Iram e, w hich could, and often is, 
som eth ing  o th e r  than a gallery.

138. Brian O ’D oherty , Inside the White Cube. The Ideology o f the Gallery Space, Berkeley, CA. and L ondon: 
U niversity o f  C alifornia P ress, 1999.

139. M ignon Nixon, ‘O n the C ouch ’, October 113, S um m er 2005, pp. 39-76, and Brian O ’D oherty, While 
Cube.

140. N ixon, Couch, p. 47.

141. D .W . W in n ico tt, PsYchoatud)tie. Explorations, London: Karnac Books: C am bridge, MA.: Harvard 
U niversity Press, 1989. I am conscious tha t I am assum ing  that the gallery is the Iram e for art, and  this is 
n o t en tirely  accurate. T he  co n su lting  room  is a c learer case as it consists no t o f decor hu t ol objects that 
can be rep licated  anyw here and also, im portantly , used lo r the practice, lh e  opposite is true of a gallery, 
there  are rarely  objects o th e r than  the art. Yet, w hat 1 am trying to p o in t o u t is tha t in the specificity ol 
these places the  en co u n te rs  happen .

142. ‘[W jhat is exem plified here  is the privileged enclosure. A t one level the analytic space, beh ind  
closed doors, the locus o f seduction , a place ol the w ildness ol intim acy, for believe it o r not, all this 
does exist, w hich is not. to say that, it h appens to all.’ C hris Oakley, A D istu rbance ol Memory on the 
A cropolis A R esp o n se ’, in K ivland and du lly  (eds), In the Place o j an Object, JCFAR, pp. 141-160, p.
149.
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in which il can and docs lake place is essenlial lo its working as is shown in the 

stories ol Casanova, Johannes and Y'aknonl.11' 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 

p a rticu la r rules of engagem ent, conventions and quasi-ritualislic behaviour. In a 

gallery, the distance betw een viewer and work is calculated, voices are lowered, 

behaviour is socially controlled, walking happens at a certain pace.144 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 no t 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 m iddle of analysis and look at the analyst in the eye; or, in a passage a Uacte, just 

leave. In a gallery, the light could turn itself on and off, as in Martin Creed’s Work No 

227,14a The whole space could be taken up by a nightm arish vision, as happens in 

Mike Nelson’s complex installations.146 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,U/ 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 engagem ent needed for each particular seductive encounter and setting.1'8

113. Casanova, History o f  M y Lifer, Kierkegaard, D iary o f  a Seducer, Laelos, Liaisons Dangereuses.

144. My th ink ing  of’ these parallels was very m uch inspired by Sharon Kivland’s A rt and Psychoanalysis 
sem inars lectures at Sheffield llallain University, which 1 attended between O ctober 2005 and February 
2006. In iheni, she m ade parallels between lovers, work and viewer, and analyst and patient.

145. Tate Britain, Turner Prize History. Artists: Martin Creed, 2003, available Irom
<h Up :/A vw w . ta te .org .uk/britain /turnerprize/h islon7creed.hlm > [accessed I 1.02.07],

146. Rebecca D uelos, Mike Nelson: Triple Bluff Canyon, Museum ol Modern Art, Oxford, 8 May--4 July 
2004, available from
< http ://w w w .surrealisn icen tre .ac .U k /pubH cal:ions/papers/jou rnal2 /acrobat._ files/iluclos_ rev iew .pd l>
[accessed 11.02.07].

147. Nixon, Couch, p. 50.
148. P articular rules o f engagem ent pertain, also, to a politics ol sexuation, lo the relation between men 
and w om en, and their own relation to loss and jouissauee, the beyond desire. A lthough 1 w ant to 
acknowledge and m ention this, it falls outside my rem it here; it is, as 1 explain in the conclusion, one ol 
my po inters for im m ediate future research. Yet, a good beginning lor this can be lound in Bruce k ink s 
exploration of Lacan’s sta tem ent ‘T here is no sexual relation’, in which he explores the phallic lunetion 
and W om an as O ther to herself, in Jean-C laude M ilner’s study on Man and W om an as inscribed in 
language, and in Colete S o ler’s exploration ol Lacan s perspective on women. lin k , 7 he Lacanian

[F o o tn o te  con tin u es]
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In  D arian  L e a d e r’s Stealing  the M ona Lisa: W ha t A r t  Stops Us From  Seeing ,m  one finds 

an  exam ple th a t illu s tra tes  a n o th e r  key ch aracteristic  sh a red  by a rt and  analysis: th e ir 

re la tio n  to d is ta n c e  an d  ab sen ce . T h is exam ple fu r th e r  links a rt an d  analysis as 

p rac tices  o f  the  im possib le . E xp lo ring  the theft o f  L e o n a rd o ’s M ona Lisa  from  the 

L ouvre , ca rried  o u t by V incenzo  P erugg ia  in  1911 and  the su b se q u e n t q ueues o f 

peo p le  w an tin g  to look at the  em pty  space left by the s to len  pa in ting , L ead e r explores 

w h a t a r t can  give peo p le , its re la tion  to desire , an d  the visual sed u c tio n  it rep resen ts . 

Pie p ro p o ses  tha t, ra th e r  th an  h u m an s be in g  im age-cap tu ring  devices, it is in  fact the 

o th e r  way ro u n d : im ages are h u m an  cap tu rin g  devices, especially  in  th e ir  ab se n c e .150 

P eo p le  see ing  the em pty  space o f  the M ona L isa d id  n o t qu eu e  for the s igh t o f the 

ac tua l pa in tin g . L e ad e r plays w ith  the idea  o f desiring  objects, o f  ob jects em body ing  

the  en igm atic , invasive an d  m alevo len t d im ension  o f the look o f the O ther, o u r 

in te rn a lised  im age o f language an d  the law .151 L u rin g  and  deceiving are, fo r L ead e r 

an d  fo r L acan , in tr in s ic  to the  im ag e .152 W h a t we c an n o t see, w h a t is lack ing  from  

visual reality  is w hat a ttrac ts  o u r  look. H e illu stra tes this w ith  exam ples from  F rancis 

B aco n ’s w ork, w h ich , fo r L eader, in c lu d e  so m eth in g  tha t resists b e in g  tu rn ed  in to  an 

im age (a scream , a b re a th  o f air). T h is ab sence  from  the field  o f  v ision is based  

a ro u n d  an  im possib ility  ra th e r  th an  a p ro h ib itio n . D esire  an d  sed u c tio n  rely on  a 

c e rta in  d is tance , even ab sen ce  as d escribed  in  L e ad e r’s exam ple; o r the  im possib ility  

to o b ta in  the  d es ired  o b je c t .153 D istance  to the analyst is necessary  fo r tran sference , 

an d  thus, fo r the  tre a tm en t to take place.

Subject., pp . 98-125 ; Jea n -C la u d e  M ilner, ‘E x tracts  from  F o r lhe Love o fL anguage ' (L A m o u r de la Langue  
[1978]), tr. by A n n  B anfield, in Jacques Lacan, Critical Evaluations in Cultural Theory , ed. by Slavoj Zizek, 
vol. II: P h ilo so p h y , L ondon : R ou tledge, 2003, pp . 319-341; C olette  So ler, W hat Lacan S a u l about Women: 
a Psychoanalytic S tu d y  [Ce que Lacan disait des fem m es: E tude de psychanalyse  [2003]), tr. by Jo h n  H olland , 
New York: O ilie r  P ress, 2006.

149. L ead er, S tea ling  the M ona Lisa.

150. In S e m in a r  XI, L acan  exp lains th is fu r th e r w ith  the  help  o f  C h o an g -tsn ’s dream  ol h im self as a 
bu tte rfly . ‘B u t th is  does  n o t m ean  th a t he is cap tivated  by the  bu tte rfly  h e  is a captive bu tterfly , b u t 
c ap tu re d  by n o th in g , for, in the  d ream , he is a b u tte rfly  lo r nobody . It is w hen he  is aw ake that h e  is 
C h o an g -tsu  fo r o th e rs , an d  is c au g h t in th e ir  bu tte rfly  n e t .’ Four hundam enta l Concepts, jr. 76.

151. T o  illu s tra te  th is, L e ad e r used  the  exam ple o f  m asks, especially  in the  w'ork of P ab lo  Picasso. See 
S tea ling  the M ona Lisa , p. 42.

152. S ee  L acan ’s p a rt two o fS e m in a r X I ,  en titled  ‘Of the  Gaze and  objet petit a , L our L undam ental 
Concepts, pp . 65 119.

153. S ee  S teve  D u tto n , Percy  Peacock and  S teve S w in d e lls ’ exh ib itio n  A a ya ko y  show n  in Pekao, 
T o ro n to , an d  C atalyst A rts  Belfast, in 2000 and  2001. l h e  w ork  took as its m otif an a b an d o n e d  gh o st 
village converted  in to  a to u ris t a ttrac tio n . T hey  show  th a t the  a ttrac tion  of absence  is not only  a d e fin in g  
c h a rac te ris tic  of a w ork  o f  art. In  ad d itio n , A n thony  V id ler a rgues th a t d is tance  and  proxim ity play an 
im p o r ta n t p a rt in d iffe ren t p h e n o m e n a  re la ted  to eng ag em en t, Irom  e s tran g em en t to n e ig h b o u rlin ess. 
A n th o n y  V idler, W arped  Space. Art, Architecture, a n d  A n x ie ty  m  Modern Culture, C am bridge, MA. and 
L o n d o n : M il’ P ress, 2000.
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In tlic analytic room and the gallery space, resistance and com m itm ent arc both 

present. W hereas the form er is inevitable, the second is required for the encounter to 

develop. Resistance is structural to the practice of analysis.154 A riddle-like resistance 

is also necessary to pu t works of art into play. A prime example of this is Marcel 

D ucham p’s Etant donnes. A lthough num erous attempts have taken place, everything 

about it resists interpretation: from its title, to its choice of materials and its 

imagery.10'' Sometimes, it even resists contem plation, as in the story of my first 

encounter with Lhe work, an encounter that led me directly to seduction and to this 
writing.

Gaze is present in analysis room and in the gallery space. Lacan separated the 

concept ol gaze from that of look, the latter being concerned with the organ of sight 

and with the subject.1’6 For Lacan, gaze is an object that cannot be assimilated or 

represented. It is fundam entally linked to objetpetit: a, the object cause of desire, as it 

is the partial object of the scopie drive, how objet;petit a manifests itself though the 

scopic drive.15’ W hen the analysand takes her place on the couch, the analyst 

normally sits at her h ead .1’8 In the presence of its absence, in its separation from the

154. Evans, Introductory Dictionary, p. 166.

155. See, for example, the following attem pts: Taylor, Etant donnes; Judovilz, Rendez-voiis w ithM atvei 
D uchamp ; d ’H arnoncourt and Hopps, E l ant donnes; Jean-Franyois Lyotard, Les transformateurs Duchamp, 
Paris: Editions Galilee, 1977; Juan  An tonio Ramirez, ‘In the O rbit of E tan t donnes’, in Duchamp: Love 
and Death, Even [Duchamp, el Am or y  la. Muerte, Incluso [1993]), tr. by Reaktion Books (translator’s name is 
no t given), London: Reaktion Books 1998, pp. 173-196 and ‘“Given in the darkness...” (Love and 
Death)’, in Duchamp: Love and Death, Even [Duchamp, el A m o ry  la Muerte, fnduso  [1993]), tr. by Reaktion 
Books (translator’s nam e is no t given), London: Reaktion Books, 1998, pp. 197-248; David Joselit. 
‘M odern Machines: From the Virgin to the W idow ’, in Infinite Regress: Marcel Duchamp, 1910-Wdl, 
Cam bridge, MA.: MIT Press, 1998, pp. 1 11-156; Octavio Paz, ""W ater W rites 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. 91-180; Penelope J laralam bidou,
‘The S tereoscopic Veil’, an/: Architectural Research Quarterly, vol. 11, issue 0 1, March 2007, pp. 36-52, 
and The Blossoming o f  Perspective: A Study, London: DonioBaal editions, 2006; and Marcel Duchamp, 
M anual o f  Instructions for Etant: donnes: 1" hi chute d ’eau, 2" le gaz d'eclairage, New Haven and London: 
Philadelphia M useum  of A rt and Vale University Press, 2009 (1987).

156. Evans, Introductory Dictionary, p. 72. The impossible alignm ent between them has been studied by 
Lorens llo lm  in his analysis of A lbrecht D iirer’s third woodcut. Lorens Holm, ‘Rejoinders 1. 1 he Scene 
of the C rim e’, Room 5: Arcade, issue 2, April, London: The L ondon Consortium , 2002.

157. A fuller explanation o f drives and the way they work is provided in chapter lour.

158. ‘W ithou t exerting any o ther kind of influence, he invites them  to lie down in a com fortable altitude 
on a sofa, while he h im self sits on a chair behind them outside their held ol 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 
m ight he rem in iscen t of hypnosis. The session thus proceeds like a conversation between two people 
equally awake, b u t one o f whom is spared every m uscular exertion anti every distracting sensory 
im pression which m ight divert his a ttention Irom liis own mental activity . tre n d , Freud s 
Psychoanalytic P rocedure’ [D ie F r e u d 's c h e  P s y c h o a n a ly tis c h e M e th o d e  [1904]), SE 7, pp. 247-254, p. 250.
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voice th a t speaks, gaze plays an  im p o rta n t p a rt in  tran sfe rence , th a t dual, challeng ing  

an d  com plex  re la tio n sh ip  b e tw een  analyst and  analysand . E lem en ts  o f a tran sfe ren tia l 

re la tio n  can  also be fo u n d  in  the gallery space, as w ill be seen  la ter, in ihe d iscussion  

a ro u n d  the Discourse o f  the A nalyst. F re u d ’s co n cep t o f sco p o p h ilia ,150 w here  the act o f 

looking , an d  the  experience  o f b e in g  looked  at are associated  w ith  p le a su re ,160 is 

particu la rly  re lev an t in the  con tex ts o f a rt an d  psychoanalysis. In  term s o f  seduc tion , 

B au d rilla rd  a rgued  th a t it is m ainly  a m a tte r  o f  appearances , m an ifested  v isually .161 

T h e  key sim ilarity  be tw een  a rt an d  psychoanalysis, the  one  th a t encom passes all 

o th e rs  is the  fact th a t b o th  are  re la tiona l p rac tices focusing  o n  an  ob ject, be  this the 

a r t o b jec t o r  th e  a n a ly s t.162 T h is  re la tio n , an d  in  p a rticu la r the  p lace the  o b jec t 

occup ies in  th e  gallery space  an d  the  co n su ltin g  room , con ce rn s sed u c tio n  

(rem em ber, sed u c tio n  b e longs to objects). T h is p lace is linked  to L acan ’s objet.petit a, 

the  o b jec t a t th e  c e n tre  o f  p sychoanaly tic  p rac tice , an d  it  is re la ted  to h is theory  o f 

th e  F o u r  D isco u rses a n d  the  p o sitio n  o f  th e  analyst in  the  Discourse o f  the Analyst.

T his d isco u rse  co m p lem en ts  o th e r  th ree: those  o f the  M aster, the  U niversity  and  the 

Flysteric an d  exam ine d iffe ren t re la tio n sh ip s  w ith in  s tru c tu re s  o f various social 

b o n d s , o r s itu a tio n s  o f  po w er.16’ T h e  d iscou rses con  lain the  sam e e lem en ts: a n u m b e r 

o f le tte rs  th a t c ircu la te  an d , n o t fixed, assum e a d iscourse . T hese  fo u r e lem en ts , 

always in  the  sam e o rd e r, are  th en  ro ta ted  to occupy  one  o f  fo u r d iffe ren t positions, 

each  w ith  a specific  role: tru th , th e  agen t, th e  o th e r  and  lo ss /p ro d u c t (Fig. 8):

• T h e  signify ing oLher, the p lace from  w hich  one speaks, o r  know ledge 
(rep re sen ted  by S2)

• objet p e ti t a
• T h e  b a rre d  sub jec t, o r  su b jec t o f speech  (■§■)

159. F reu d  d ev elo p ed  ib is c o n ce p t th ro u g h o u t h is w ork an d  it app ea rs  in m any o f  his texts, m ost 
no tab ly , in T h e  P sychoanaly tic  View o f  P sychogen ic  D is tu rbance  o f  V ision ’ {Die Psychogene Sehstonm g in 
Psyc/ioaiialflisc/ier A u jjdssung  [1910]), S E  11, pp. 209-218; 'T h re e  Essays on the  T heo ry  o f S exuality ’ (Drei 
A b/iand/ungen zu rS exu a h h eo rie  [1905]), S E  7, pp . 123-245; an d  ‘In s tin c ts  and  th e ir  V ic issitudes’ (J'riebe
uiid' Treibschicksale [1915]), S E  14, pp. 109-140.

160. L acan  also  links gaze to satisfac tion . In S e m in a r XI, he w ile s :  " 1 he gaze may con ta in  in itseli the 
o b je t a o f  the  L acan ian  a lg eb ra  w he re  the  sub jec t falls, and  w h a t specifies the  scopie  field and  en g en d e rs  
the  satisfac tion  p ro p e r  to it is th e  fact that, for s tru c tu ra l reasons, the  fall o f  the su b jec t always rem ains 
u n p erce iv ed , fo r it  is re d u c ed  to z ero ’. Four F undam ental Concepts, pp. 76-77.

161. S ee , for exam ple  B au d rilla rd ’s c h ap te r  on the  secret, horizon  o f  ap p earan ces  in Seduction , pp . 53-59.

162. R elationa l, in th is  con tex t, re fe r to re la ted n ess , so m eth in g  tha t enab les  o r  c o n stitu tes  a re la tion . It 
is, o f  co u rse , also  c o n n ec ted  to N icolas B o u rriau d ’s c o n cep t o f  R elational Art, o r R elational A esthetics, 
w h e re  h u m an  re la tio n s  and th e ir  social con tex ts  are  at the cen tre  of the  work. See my discussion  ol 
S ta lla b ra ss ’ A rt Incorporated, an d  also  o f  O b jec t R elations in c h ap te r  one.

163. S ee  Jaccpies L acan, Phe Sem inar  o j  Jacques Lacan, Book X VII: t  he Other S ide o j Psychoanalysis {Le 
seminatre de Jacques Lacan, livre X  1 II: /. 'cuvets de lapsychanalyse, 1969 -1970 [1991]), ed. by Jaccjues-A lain 
M iller, Ir. by R usse ll G rigg, New York: W .W . N orton , 2007.
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• T he M aster Signifier, or a signifier outside o f the chain o f signification (St)

In  the Discourse o fthe  Analyst (Fig. 9), Lacan places objet petit a as represen ting  the 

analyst in the com m anding position. This position is that of the subject-supposed-to- 

know (sujet suppose saooir): the analysand believes the analyst holds the key to her 

sym ptom , b u t the position is only illusory -  even though this illusion is w hat brings 

the analysand to the consulting  room  -  as knowledge cannot be found in any subject, 

but, instead, in the intersubjective re la tion .164 Thus, this is how analysis takes place: 

the analyst in terrogates the divided subject (■§•), the analysand. H er split shows 

through ‘slips of the tongue, bungled and un in tended  acts, slu rred  speech, 

d ream s’.165 These constitu te the m aster or single signifier (Sj), w hich also represents 

the end o f an association, som ething that stops the analysand’s speech, a signifier 

tha t is lost. T hrough  analysis, this lost signifier is first, isolated; secondly, questioned 

and connected  to o th e r signifiers in a dialectic relationship  (S2); and thirdly, got rid 

of.166

Agent Other

Knowledge //  Product [Loss] 

Fig. 8: S tructu re  of the F o u r D iscourses.1

-S '

i
S2 / /  S,

Fig. 9: 'The Discourse o f  the Analyst.

Follow ing on from the parallels betw een artistic and analytic practices, I w ant to 

outline here  the ItrsL of two propositions, key to this case. If  certain works of art can 

bring  objet petit, a, the cause of desire and anxiety into being and are its m anifestation, 

they therefore occupy, in the gallery space, Lhe position the analyst occupies in the 

consu lting  room . This idea is ne ith e r new  nor mine. A lthough Lacan did not 

explicitly form a D iscourse o f the W ork of Art, in his sem inars (especially VI, XI, 

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

sim ilar to tha t facilitated by analytic practice. T he work of art in the place of Lhe

164. livans, /'nt.roducloryDictionary, p. 197. Lacan fu rther links the intersubjective nature ol analysis to 
transference. In S em inar XI, he writes: ‘As soon as the subject supposed to know exists som ew here [...] 
there is transference’. I .acan, Four Fundamental Concepts, p. 232.

165. Fink, The Lacanian Subject, p. 135.
166. Slavoj Zizek, Jacques Lacan ’.v Four Discourses, available from <hltp://wv\vv.lacan.com /zizlour.litm > 
[accessed 07.07.06J.

167. Both Figs.7 and 8 are adapted  from Lacan, The Other Side o f Psycliouiuilysis,
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analyst is som ething no t thought about in many psychoanalytic studies of cultural 

objects, since the com m on position is to analyse the work. It also m eans that we, the 

viewers, in the righ t conditions and context, adopt the position of the analysand, w ith 

the object revealing ou r sym ptom , som ething o f ourselves we m ight n o t have known 

about.

Since Lacan, dais has been worked through by, am ong others, Parveen Adams, in her 

contextualisation o f Mary Kelly ’s Interim  show .168 It has been  considered by R obert 

Sam uels, in his exam ination o f Lacan’s in terest in art, especially A ragon’s poetry and 

H ans H olbein ’s pain ting  The Ambassadors } m The m echanics o f ‘work of art as analyst’ 

have been  displayed in the art exhibitions curated by Sharon Kivland and held  at the 

C entre for F reud ian  Analysis and Research, the talks accom panying them  and the 

subsequen t jou rnal pub lica tion .170 More recently, it has been discussed at 

psychoanalytic conferences, sem inars and exhibitions, m ost notably the 

Psychoanalysis And. The Creative/Performing Arts Sem inars at the Institu te of G erm anic 

and R om ance S tudies in L o n d o n .171

If objet petit: a is the object cause o f desire, w hat is its relation to seduction? In  chapter 

one, I in troduced  B audrillard’s conception of their link, w hich I then used to 

establish the th ird  rule of seduction, its doiaiain being that o f the object. If  we take a 

L acanian  position, however, we can see that seduction and desire relate to each o ther 

as if  the ir struc tu re  was tha t o f a M obius strip, a topological surface with one single 

side and  only one boundary  com ponent. As the two sides ai'c continuous, a crossover 

from  inside to outside and back is possible. However, w hen one passes a Unger round  

the surface o f the Mobius strip , it is im possible to say at w hich precise po in t the 

crossing takes place. To paraphrase Slavoj Zizek, seduction is no t a simple reverse of 

conten t, ‘we encoun te r it w hen we progress far enough on the side’ o f desire itself.172 

This is seduction’s reversibility, upon w hich B audrillard placed so m uch emphasis.

168. Parveen A dam s, ‘T he  A rt o f Analysis: Mary Kelly’s “In terim ” and lhe D iscourse o f lhe Analyst’, 
Rendering the Real, October, vol. 58, A utum n 1991, pp. 81-96.

169. R obert Sam uels, ‘Art and the Position o f  the Analyst’, in R ichard Feldstein , Bruce Fink and Maire 
Jaanus (eels), Reading Sem inar XI: Lacan's Four Fundamental Concepts ofPsychoanalysis, Albany, NY: Slate 
University o f  New York Press, 1995, pp. 183-186.

170. S haron  Kivland and Marc du  lly  (eds), In  the Place o f  an Object, Journal o f  the Centre fo r  Freudian 
Analysis and Research, vol. 12, Special Issue 2000.

171. In s titu te  o f  G erm anic and R om ance Stud ies, Psychoanalysis and The Creative/Performing Arts 
Seminars, 2007, available from < http://igr8.sas.ac.uk/events/seiTiinar/seiri_p8yeh_Arts.htm> [Accessed
19.02.10].
172. Slavoj Z izek, F or They Know Not I Vital They Do: Enjoyment as a Political Factor, London: Verso, 1991, 
p. 230.
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Seduction, in and through objet petit a, seduces desire and then moves on. Thus, I 

want to advance here the second proposition: the place the analyst and the work of 

art occupy, that of objetpetit a, is, within the relational context of a discourse, the 

place of the seducer. Beyond space, rituals and relations, seduction emerges from the 

object, w hether 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 lor the first time in 
2007 when I attended a work-related conference, taking place at the Hilton Hotel in 
Manhattan (1335 Avenue of the Americas). During the first night of my slay, heavy 
snow fell and I woke up to see the city covered with a metre of snow and 
temperatures reaching m inusllC . Going anywhere with my unsuitable footwear was 
impossible, so I 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. 54th St). As soon as I had the chance, I ventured over. Il 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. I 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 Lhe moment of my 
encounter, just as one marks encounters with famous landmarks, I took out the 
camera and snapped. I 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 coulcl, at 
least, get the memento ofI  was here that photography sometimes offers. What 1 got 
from that, however, was something more, as you can see in the page following- this 
chapter.

T h e  im age re s u ltin g  from  m y e n c o u n te r  is th e  k e rn e l o f  w hat I  h ad  b een  H ying to 

s tu d y  a n d  re p re se n ts  a tu rn in g  p o in t in  the  p ro cess . I t is ail u n se ttlin g  im age. I t  does 

n o t q u ite  fu llll th e  p u rp o s e  o f  th e  sn a p sh o t, as it seem s co m p o sed  o f  tw o  fused  

im ages, d ig ita lly  m erg ed . T h e  phoL ograph, w ith my ev id en t grin  o f  p leasu re  at hav ing
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e n c o u n lc re d  the ob jec t s tirring  m y desire, is the collision betw een  that desire and  the 

Breda  shoe (as it is called) in  the screen  o f the shop  w indow .1/3 T he bo u n d aries  o f the 

two e lem en ts — m e an d  the  shoe — are b lu rre d  and , one can n o t easily de te rm ine  w hat 

is in side  an d  w hat is out. M oreover, the im age cap tu res the contex t as the snow , the 

p a rticu la r New Y ork-style pavem en t w ires, a yellow  taxi and  the en trance  to the 

MoMA are  also reflected . T he  im age is p laced  th en  -  w in ter -  and  there  -  New Y ork 

City. W h e n  p rin te d , converted  in to  a ph o to g rap h  ra th e r  than  b inary  code o r pixels on 

a com pu ter, the im age satisfies som e of my desire, at least for a m om ent. C ould it be 

th a t the  ac tion  o f  p h o to g rap h in g  gives m e an  alternative way to have instead  of 

p u rch a s in g  the  ob jec t?1'"' Could I be  i t ,  in  a sense, as I am  abso rbed  in to  the ob ject 

an d  by it in  the Breda  pho tograph?

I initially  show ed  the im age to various peop le , b o th  form ally and  inform ally ,1' 5 to free 

associate -  to b rin g  it back  to psychoanalytic  techn ique -  abou t w hat m ay be going on 

in  the p ic tu re , w hat they saw rep re sen te d  th e re in .170 T he answ ers w ere very varied, 

w ith  m ost peop le  no tic ing , before  any th ing  else, my sm ile, a sm ile o f hav ing  found  

w h a t I was look ing  fo r .1"  W h a t those groups o f view ers po in ted  at, in  concep t cloud 

form , can be seen  in  Fig. 10.

173. T h e  ac t o f  n a m in g  th e  shoe  is, o f  co u rse , very sign ifican t. I t a ttem p ts  to b rid g e  the gap from  o b jec t 
to su b je c t an d , as L acan  d iscu ssed  in  S e m in a r 1, it is key to the  su b je c t’s position  -  also re la ted  to 
L acan ’s ex p e rim e n t o f  th e  in v e rted  b o u q u e t, w h ich  1 will explore la te r - and  to the ability  to m ake sense 
o f  th e  w orld . l i e  w rites: ‘in th e  co n s titu tio n  o f  the w orld  [...], every th ing  d ep en d s  on  the position  o f  the 
su b jec t. A nd  th e  p osition  o f  th e  su b jec t [...] is essen tia lly  ch a rac te rised  by its place in the sym bolic 
w orld , in o th e r  w o rd s in the  w orld  o f  speech . W h e th e r  he  has the r ig h t to, o r is p ro h ib ited  from , calling  
h im se lf  Pedro h an g s  on  th is p lace’ (p. 80). ‘E very th ing  beg in s w ith th e  possib ility  of nam ing , w hich is 
b o th  d e s tru c tiv e  o f  th e  th in g  and  allow s th e  passage o f the th in g  on to  the sym bolic p lane, thanks to 
w hich th e  tru ly  h u m an  re g is te r com es in to  its ow n’ (p. 219). L acan , F reud's Papers on Technupie.

174. I use th e  w ord  purchasing  because , o f  cou rse , p h o to g rap h in g  is also a form  o f co n su m p tio n .

175. T h e se  in c lu d ed  p o s tin g  the im age on various p e e r  m essage boards o n line , show ing  it lo my Glasgow 
S choo l o f  A rt M aster o f  R esearch  in C reative P ractices s tu d en t g roup , the co n feren ce  Arc/ulexlure: 
E xp loring  T ex tu a l a n d  A rchitectural Spaces (U niversity o f S tra thc lyde , 15-17 A pril 2008), w here  1 
p re sen ted  a p a p e r  en titled  ‘R eflec tions on S e d u c tio n ’, w hich  co n stitu te s  a very early  version  ol th is text, 
an d  a n u m b e r  o f  p re se n ta tio n s  a t  S heffie ld  Ha 11am U niversity , w ith varying deg rees of form ality.

176. T h is , S e rg e  T isse ro n  argues , is p a r t o f  the assim ila tion  and  sym bolisation  processes ch arac te ris tic  ol 
p h o to g ra p h s  and  a m e th o d  o f  w ork  that th e  p h o to g ra p h e r  D oisneau  used . S ee  S erge  lis s e ro n , Le 
M ystere de la cham bre daire. Pholographie et i.neonsaeut [The M ystery of the C am era L ucida. P h o tog raphy  
and  the  U nconscious], Paris: Les Belles L ettres, 1996, p. 29.

177. T h e  Bi ec/a p h o to g ra p h  also re fe rred  m e to issues ol narc issism , se lf-exp lo ration  and  self - 
c o n s tru c tio n , as we will see la ter, b u t m ore as in th e  w ork of 1< rancesca  W o o d m an  th an  in th a t of C indy 
S h e rm a n , th a t is, m ore  ex p lo rin g  issues a ro u n d  se lf-p e rcep tio n s of iden tity  an d  w om anhood  than  
co n s tru c te d  iden tity  an d  social roles o f  w om en; fem ininity , b u t n o t fem inism .
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desire and the fetish
the impossible, the unattainable

the difference between art and design readings and interpretations,
a K u liiu c v  °  th ings that can’t  be articulateda5CU,m,C> « « « .inHr̂ ra-h.Vk

O b je ct (a )

desire and the cure
screens and layers and windows - and!ĥ 'h,chC3“p“'“SUIBC

womanhood and a woman’s construction
 ̂ seduction and anxiety

theatricality and fashion t e f l e X l V l t V
flesh *  the hysteric p|ay

gaze, the fall of gaze, tripping and not quite seeing the d e vil and the Bible

systems

surplus and commocftticatiorineed and survival use value and exchange valuesurplus and commodmcatior
whips and submissionthe subject and the object

ransform ation a t t r a c t i o n  d u ality  n o t reco gnizing m y tc lf  o r scing m yself as other
m e a nd n ot-m c

status

strategies mptery things and wanting to  posess them

power sexuall£y chcvuoi enjoyment
F UWC1 * J definition

objecthood and artefacts  ̂ ^ victim s and Frank Sinatra the smile
* historical context

Fig. 10: C oncep t c lo u d  o f  in fo rm al re sp o n ses to [he Breda p h o tog raph .

I m en tio n e d  in  m y first ch a p te r  that seduction  is a m aile r o f two. Yet, re la ting  this 

p h o to g ra p h  (and the view ers’ com m ents) to L acan ’s S chem a L (Fig. 11) h in ts  at the 

fact th a t this is, in stead , a th ree  o r four-fo ld  rela tion . T he sam e, accord ing  to Bruce 

F ink , h a p p e n s  in  analysis. In  h is d iscussion  on L acan ’s p a p e r ‘T he D irec tion  o f the 

T re a tm e n t’, he  iden tifies  a t least four parts to the relation: ‘th e  analyst as ego and  as 

dum m y (or dead  m an , th a t is, essentially  as the O th e r w ith  a capital 0)  and  the 

analysand  as ego and  as su b jec t o f the u n co n sc io u s’.1/8 In  S chem a L, the im aginary 

re la tio n  is e s tab lish ed  be tw een  the subjecl-ego  (a) and  its im age-the o th e r (a’). Any 

re la tio n  be tw een  the sub jec t o f the unconscious (S) and  the b ig  O th er (O), the agency 

o f the law, is in te r ru p te d  by the im aginary. T he rap p o rt betw een  S and a ’ is fictional 

and  failed, fo r it is always m ed ia ted  by the axis a-a’. T he only possib le rela tion  in  the 

schem a, a -a ’, is im aginary  and  phan tasm atic , and  obstructs any sym bolic relation. A is 

on the o th e r  side o f the o b stru c tio n , on the side o f language. T he aim  ol analysis, the 

lalking cu re , w ou ld  thus  be to traverse this im aginary barrier.

178. B ruce F ink , Lacan  to lhe Leiier. Reading L’cnls Closely, M inneapolis: U niversity  ol M inneso ta  P ress, 
2001, p. 5.

6 9



CHAPTER TW O: SCREEN AS METHOD

Fig. 11: Jacq u e s  L acan ’s S ch em a  L .ly9

A  p ara lle l can  be  es tab lish ed  b e tw een  a -a ’ an d  the subject-objecL  in  the Breda  

p h o to g ra p h , w ith  the  sc reen  as an  im aginary  c o n stru c tio n  o f w ho leness an d  unity, 

w here  the  o b jec t is m ine  an d  I am  th e  o b jec t’s. As I w ill show , th is refers to L acan ’s 

m irro r  stage.

T h e  effect th is h ad  o n  the  p ro jec t le t itse lf be felt quickly. I t  shook  the p rac tice  

c lem en t o f m y study  to the  p o in t o f  ab an d o n in g  the  q u es t to crea te  ob jects o f 

sed u c tio n  (w hich can  b e  seen  be tw een  the  prev ious c h a p te r  an d  this one). I t  m ade m e 

rea lise  th a t w hat I w an ted  to crea te , the ob jects o f my sed u c tio n , already  existed  and  

in  o rd e r  to study  su ch  a slippery  topic, I h ad  to look first fo r rea l in s tances in  w h ich  iL 

m an ifests  itse lf ra th e r  th an  try to c rea te  the  con tex ts fo r it. I f  I d id  n o t know  w h a t 

m ad e  so m eth in g  seductive , how  was I to crea te  the  context? I w as go ing  ab o u t it the 

w ro n g  way an d  w hat the p h o to g ra p h  show ed  is tha t cap tu rin g  sed u c tio n  w as possib le  

u n d e r  ce rta in  c ircum stances. My artistic  p rac tice  ch an g ed , from  o b jec t-b ased  to lens- 

b ased , a te ch n iq u e  w ith  w h ich  I h ad  to get to g rips quickly  (although  also 

acknow ledg ing  th a t my aim  w as n o t to b ecom e an ex p ert in  pho tography). T h e  resu lts  

o f m y strugg le  an d  m y ex p erim en ta tio n  form  m u ch  o f  the  c o n te n t o f  this docto ra l 

case. T h is  sh ift from  o b jec t to lens is crucial, as it suggests th a t the lens is already 

seductive , and  th a t it h as p ro p e r tie s  w h ich  ob jec ts lack (and also vice versa, o f 

course). T h is, as I will exp lore  in  ch ap te rs  th ree  and  five, re la tes to the crcaLion o f the 

im age o f an  im age, the  im age in  fanLasy.

T H IR D  R E ALISA TIO N

T h e  th ird  rea lisa tion  is the naLural conc lu s ion  s tem m ing  from  the two o th e r  

rea lisa tions , an d  as such , it seem s overly sim ple in  h in d sig h t: To study sed u c tio n  in

179. "Flie so u rce  to r 111 is schem a is Lacan, The Ego m Freud's Theory, |). 109. I lie legend in  lhe  book calls 
th is  s ch em a  ‘the  im aginary  func tion  o f  the  ego and the  d isco u rse  ol the  u n co n sc io u s’. Il is called 
S ch e m a  L becau se  its sh ap e  is rem in iscen t o lT he G reek  le tte r for T7.
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and through practice is not enough, rather it has to be presented in a way that elieits 
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,180 or works of art that have a strong textual 
com ponent (Sophie Calle, for example, or even Duchamp and his Green Box). The 
result of this area of practical investigation is this text.

METHODOLOGICAL ARGUM ENT

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 stage,181 his answer to 
F reud’s problem of how the ego is created, and the issue of narcissism. Seduction, as 
we saw before, is always a m atter of self-seduction. The m irror 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.182 The stage develops the child’s

180. For example, Laclos’s Liaisons Dangereuses, in ils epistolary form; Casanova’s diaries History o f  My 
life, together with Stefan Zweig and Francois Roustang’s studies. Stefan Zweig, Casanova: A  Sludy in S e /f  
Porlrailure. (DreiDidiler Hires Lebens: Casanova, Stendhal, Tolstoi [1928]), tr. by Eden and Cedar Paul, 
London: Pushkin Press, 1998; Rouslang, The Quadrille o f  Gender. See also Marquis de Sade’s dialogues 
in Philosophy in the Boudoir.
181. For a full exploration of the m irror stage, which will only he discussed in passing in this thesis, the 
reader may approach the primary literature: Lacan, ‘The Mirror Stage and Formative of the 1 Function 
as Revealed in Psychoanalytic Experience’ in Ecrits, pp. 75 8 1 and ‘Aggressiveness in Psychoanalysis’, 
Ecriis, pp. 82-101. An excellent exploration can he found in Dam Nobus, ‘Life and Death in lhe Glass: A 
New Look at the Min or Stage’, in Key Concepts o f  Laconian Psychoanalysis, ed. by Dauy Nobus, New York: 
O ther Press, 1999, pp. 101-138. Bice Benvenuto and Roger Kennedy write a short introduction in T h e  
Mirror Slage (1936)’, in The Works o f  Jacques Lacan, New York: S t M artin’s Press. 1986, pp. 47-62. The 
reader may also want to bear in mind that there are variations on the m irror stage throughout Lacan’s 
work.
182. Nobus explains this illusion of wholeness, and its relation to the child's sell-image, lurlher: ‘for the 
m irror image gives the child an impression of relative physical maturity long before il has readied that 
slage. In the mirror, the child is able to see itself as a unity before it is actually capable of acting in an 
independent m anner. For this reason, the child is eager to adopt its reflection in the m irror as an image 
of itself7. Mirror Stage, p. 108. The image offers the child a ‘coherent m e’.

71



CHAPTER TWO: SCREEN AS METHOD

im aginary , a rea lm  th a t fo r L acan  has ‘co n n o ta tio n s  o f  illu sion , fascination  and  

sed u c tio n , an d  re la tes  specifically  to th e  dual re la tio n  b e tw een  th e  ego an d  the 

sp ecu la r im age’. I8j T h e  im aginary  is roo ted  in  the  su b jec t’s re la tio n sh ip  to th e  body 

in  its im age, w h ich  is seductive , im p riso n in g  the  sub ject. T h is im age o f itse lf  is w hat 

fixes th e  su b jec t forever. L acan  fu r th e r  links the  im age and  im ag ination  to decep tio n  

an d  the lu re , so m eth in g  sed u c tio n  and  a rt know  ab o u t an d  w hich  is ev iden t in  the 

tr ip p in g  an d  tra p p in g  m an ifested  in  the Breda  p h o to g rap h . L ike the in fan t, the  

sed u cee  has, in  fro n t o f th e  o b jec t o f sed u c tio n , a m o m en t o f recogn ition . T his 

m o m en t m akes the  ch ild , an d  if I follow  the paralle l, the  seduced , su sp en d  the fact 

th a t th e ir  b o d ies  are  in ad eq u a te , in sh o rt, th e ir  fu n d am en ta l split. I t  also b rings ab o u t 

an  illu s ion  o f w h o leness , o f sim ilarity , and  o f au tonom y in re la tio n  to the im age.

T h u s , the  m irro r  an d  the  re la tio n  to Lhe o b jec t p rovide an  illu sion  o f con tro l. In  the 

m irro r  stage, the in fan t becom es a sub jec t. T he  ch ild  sees itse lf  in  space, and  in 

re la tio n  to oLhers, as w ell as ob jects. I t  recogn ises itse lf in  the im age and , at the sam e 

tim e, secs itse lf  as o th e rs  see it. A literal m irro r is n o t always necessary  fo r 

id en tif ica tio n  wiLh o n e ’s im age to take p lace, b u t L acan  co n cep tu a lised  a ‘m irro r  

ex p e rien ce ’ as a crucial p a rad ig m .18/1 T h is m o m en t o f  recogn ition  is n o t only 

narc issistic . I t  is n o t only  a fasc ina tion  w ith  the  ch ild ’s ow n im age, as th e  in fa n t also 

m akes a c o n n ec tio n , th ro u g h  the  reflec tion , to o th e rs , from  w here  a struggle  for 

d o m in an ce  ensues: th is is w hy L acan  sites it w ith in  h is theo ry  o f  aggression.

In d e e d , the  m irro r  stage is ‘decisive fo r the in s ta lla tion  and  m a in ten an ce  o f  self- 

c o n sc io u sn e ss ’, a fu n d am en ta l onto log ical experience  exp la in ing  h u m an  fascination  

w ith  im ages in  genera l. In  the  m irro r  stage, th e  im age constitu tes  the ch ild , ra th e r  

th an  th e  o th e r  way a ro u n d .185 T h e  m irro r stage sets up the scene o f p h an tasy  fo r all 

fu tu re  sed u c tio n s. I t  is Lhe b lu e p r in t fo r all scenes, forever, an d  s tru c tu res  all sexual 

p h an tas ie s . I t  fixes the  su b jec t an d  all fu tu re  re la tions -  inc lu d in g  those  o f sed u c tio n  

-  arc  c o n s titu te d  by an d  are  d e p e n d a n t 0 11  it. T he  im age the ch ild  sees in  the m irro r 

is an  id e a l / ,  an  idcal-ego , one  th a t can  never be rea lise d .186 S chem a L can, o f course,

183. Evans, Introductory D ictionary, p .82.

184. N obus, M irror S tage , p. 106. S ee  also R ussell Grigg, ‘F ro m  l he M echan ism  o f Psychosis to the  
U niversal C o n d itio n  o f  th e  S ym ptom : O n F o rec lo su re ’, in  K e y  Concepts o f  Lacanian Psychoanalysts, ed. by 
D auy N obus, New York: O th e r  P ress, 1999, pp. 48-74 , pp . 56-57.

185. N obus, M irror S tage, p. 103-104 and  I 14.

186. N obus, M irror S tage, p. 117. H ere, f w an t to m ake a p o in t, tangen tial to th is research  b u t im p o rtan t 
in re la tio n  to th e  m irro r  stage: th e  d e te rm in a tio n  o f  the  ch ild  occu rs  retrospectively . T h a t is, the  sell- 
irnage th e  ch ild  a d o p ts  d e p e n d s  on  even ts  p o s te r io r to the  m ir ro r  stage, in re lro ac lio n  (A'dc/itrag/ih/ieil). 
N obus, M irror S tage , p. 122. A  no te  on  th e  idea l-ego , an d  th e  d ifference  bet w een th is  a n d  the  Ego Ideal 
m ay a lso  b e  u sefu l h e re . O n th is  Zizek w rites: ' “ ideal ego” s tan d s  fo r  the  idealized  self-im age ol the  
sub jec t (the way I w ould  like to be, the  way 1 w ould  like o th e rs  to see me); E go-ideal is the  agency w hose
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also be linked Lo the m irro r stage. The relation betw een the subject o f the 

unconscious (S) and  the O ther (A) -  and  also that betw een S and  a -  is always 

m ediated  by the im aginary, the image of ourselves and  ou r body, and the image of 

o thers.

T he ego (the / ,  as the G erm an word Icli denotes) is an agency form ed by identification 

w ith the image in this stage. Yet, this process is also alienating in a s tructu re  sim ilar 

to paranoia: the ego has a paranoiac structure , the s tructu re  o f a symptom . The ego is 

the site o f resistance to psychoanalytic treatm ent. 18'A  relationship  is form ed betw een 

the ego and  the image, and  w hat Lacan calls the little o ther o f reflexivity (a) is 

c rea ted .188 But the visual field is also structu red  by symbolic laws189 that b ring  us back 

to m orality and in te rdependence, issues related to seduction, as S inatra  found out in 

1938. Giving conies w ith taking; boundaries and roles are fluid and contradictory in 

the m irro r stage in a sim ilar way Lhan in the seductive encounter:

Similarly, it is by identifying w ith the  o th er that he  experiences 
the whole range o f bearing  and  display reactions -  w hose 
structu ral am bivalence is clearly revealed in his behaviors, the 
slave identifying w ith the despot, the  actor w ith the spectator, 
the seduced  with the seducer.190

gaze I try to im press will) my ego image, the big Oilier who watches over me and impels me to give my 
best, the ideal I try to follow and actualize’, How to Read Lucan, p. 80. See also Juliet Flower MaeCannell, 
‘On the Inexplicable Persistence o f  Strangers’, Transmission Annual: Hospitality, London: Arlwords Press, 
2010, pp. 106-115.

187. Eva u s , /  ntroductory Dictionary, p. 51.

188. I realize my text brushes quickly over complex concepts that may require a little more explanation. I 
will briefly outline som e key aspects here in order lo help the psychoanalytically un-initialed to 
understand my m ethodological outline and to provide further sources o f reference. The ego (Das IcJi) 
corresponds to the Freudian triad developed in his second topological metaphor (trend , ‘Lecture XXXI: 
The D issection o f  the Psychical Personality’ (Acue I'olgeDer Vorlcsungen ZnrEinjuhrnngin Die Psychoanalyse [1933]), SE  22, pp. 57 80). The ego is an agency, which interacts and is related to the Id
{,DasEs) and the Super-ego {Das Uber-lch). The Ego is the mediator between the impulsive urges o f  the 
Id, ihe dem ands o f  the Super-ego and the external world. It is the agency that acts as a watchman 
between the unconscious and the conscious, pulling in play' defense mechanisms (such as repression), 
when required. See, for example, Michael Kahn, ‘The U nconscious’, in Basic Trend, 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 Beal, the Imaginary and the Symbolic. Although the comparison is somewhat 
reductive, som e parallels can be established between the Beal and the Id, the Imaginary and the Ego, 
the Sym bolic and the Super-ego.

18!). Lacan, Four Fundamental Concepts, pp. 91-92.

190. Lacan, Fcrils, p. 92.
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II may seem  th a t the m irro r  stage is a m a tte r  o f  two (as I w rote a b o u t seduction). Yet, 

th ere  are  re la tiona l issues to the  m o th e r  and  the  ch ild ’s phantasy , w hich  m ake it (and 

seduction) m ore  a m atte r  o f th ree  o r four, as I explained  w ith  the he lp  o f S chem a L. 

T he ob jec t in  the m irro r  stage, the image, is always on the side o f the sub jec t -  seen 

and  in te rn a lised  by the sub jec t -  and  does n o t speak at all.

A  self-reflexive m ethodo logy  is one  tha t re-enacts and  replays som e aspects o f the 

m irro r  s tag e .191 In  th e  sam e way as the m irro r  function  can be supp lied  by a variety o f 

e n c o u n te rs  (with a n o th e r  ch ild , a reflection , a real m irror), th is m ethodology can  be 

co m p rised  o f  d iffe ren t m e th o d s  and  techn iques, even crossing  d iscip lines, as I have 

d o n e  he re . B ut w h a t are the key characteristics o f a self-reflexive m ethodology? F irst, 

there  m u st be  recogn ition  in  the objecL, be  this an inan im ate  th ing, the analyst, the 

beloved , o r a text. O n e  needs to see oneself th ro u g h  an o th e r tha t has add ressed  one. 

O ften , th is is a maLter o f position  an d  rela tion . As B ernard  B urgoyne w rites: ‘In  any 

w ork o f a rt the eye o f the view er cuts in to  the im age o f the  body -  the line o f vision 

p ro p o ses  to cu t in to  the shell o f the o b jec t’s unity, it cuts in to  the v iew er’s body as 

“the recogn ition  o f the p leasu re  o f the p a in tin g ” has its way’.102 T he screen  regulates 

th is re la tio n sh ip  an d  th ro u g h  it, a new  space appears, in  w hich  the  ob jec t an d  I are 

p o s itio n ed  together, in  close proxim ity, desp ite  the d istance betw een  us ou tside  o f 

the im age.

T h is  is sim ilar to w h a t h a p p en s  in  L acan ’s experim en t o f  the inverted  bo u q u e t.

191. T he mirror stage is w here se lf-consciousn ess appears. Lacan took this elem en t from the philosophy  
o f  A lexandre Kojeve and, sin ce  my m ethodology involves self-reflexivity, it may he useful to outline its 
relation to self-con sciou sn ess. N obus relates se lf-consciou sness lo objects, l ie  writes: ‘ I his typically 
hum an quality differs from con sciou sn ess , insofar as the latter merely involves the passive awareness 
and contem plation  o f  material objects in lhe outside world. For self-consciousn ess to arise, a creaLure 
m ust express a desire (Begierde) to fill ils own em ptiness, by actively engaging with non-m aterial objecLs, 
se lf-con sciou sn ess also d istingu ishes itself from self-sentim ent (.Se/bst-gejiihtI), w hich  is typical o f  a 11011- 
hum an anim al state o f  m ind. Animal desire converges on beings and things, whereas human desire 
m oves beyond these given objects to act upon a non-being, w hich is n oth ing else Ilian another desire. 
T his u on-b iologieal, ‘hum an desire for another desire does n ot prevent a hum an being (rom trying to 
acquire a material object, but he or she will be m ore interested in gaining recognition (.Anerkenntmg) lor 
this act and being  given the righl to possess the object, than in the possession  as such. N obus, Mirror 
Stage, p. 111. Self-reflexivity includes self-consciousness (note the use o( recognition) but, added to it, is 
a preoccupation  with agency and social roles. S p eech  -  speaking ol itsell is param ount for the 
attainm ent o f  se lf-con sciou sn ess (N obus, Mirror Stage, p. 112) and, 1 would argue, gaze -  see in g  oneself 
see in g  -  is key lo  self-reflexivily. Later 011, with Paul Growl her’s m ethodology, 1 will further explore self- 
con sciou sn ess . H e defines se lf-con sciou sn ess as the ability to ascribe experiences to oneself, which 
correlates w ith N obus and Kojeve s view. Paul Growl her, Art and Embodiment: f rorn Aesthetics to Self- 
consciousness, Oxford: C larendon Press, 1993, p. 150.

192. Bernard Burgoyne, ‘T he Line o f  V ision’, in Kivland and du By (eds), In the Place of an Object, 
JCFAR, pp. 3 2 -37 , p. 33.



CHAPTER TW O: SCREEN AS METHOD

L acan ’s fasc ination  w ith th e  visual starLs from  h is firs t sem inar, in  w hich  lie d iscussed  

an  op tica l experim en t. A concave m irro r , a p lane  m irro r, a box, a vase, a b o u q u e t o f 

flow ers an d  a view er are a rran g ed  in  re la tio n  to each  o th e r  so th a t the b o u q u e t and  

the vase are m ad e  to ap p e a r together. T h is ‘togeL herness’, this recogn ition , is totally 

d e p e n d e n t o n  how  an d  w h ere  the  view er is p o sitio n ed  in re la tio n  to the  ob jec ts, and  

how  she  nam es th em  (rem em b er L acan ’s To call h im self Pedro'). T h is, in  h is w ords, is 

tes tim ony  to the  ‘s tr ic t in trica tio n  o f the  im aginary  w orld  and  the  rea l w orld  in  the 

psych ic  econom y .’19’ R ecogn ition , how ever, is n o t iden tif ica tion , stric tly  speaking . It 

is a m om en tary , sub jec tive  re so n an ce , re la ted  to the fu n d am en ta l lack th a t co n stitu tes  

the  sub jec t. As such , reco g n itio n  is on  the  side o f  the  sub jec t, n o t the object. I t  is a 

ca lling  in to  b e in g  o f  th a t lack, b rin g in g  it fo rth  from  the Real. A  re la tiona l s itua tion  

facilitates the m o m en t, b u t reco g n itio n  is a sub jective, ind iv idual experience.

Second ly , th is specific  re la tio n  be tw een  o b jec t an d  sub jec t, m u s t be  cap tu red . 

A nalysis, fo r exam ple, does th is th ro u g h  speech , a signifying cha in , w ith  all the  

p ro b lem s th is en tails . In  the  cap tu re , the trick ing  e lem en ts  o f sed u c tio n  (its 

reversib ility), the  e n tan g lem en t an d  the  re la tio n  be tw een  ob ject, su b jec t an d  h is o r 

h e r  free  will sh o u ld  be m ade  ev id en t w hile a t the  sam e tim e re ta in in g  its 

co n trad ic to ry  n a tu re  for the  view er. A fixed po sitio n  in  the Breda  im age is show n as 

im possib le ; it does n o t h ap p en , as it sh o u ld  in  p h o tog raphy . T h ere  is a m o v em en t 

tow ards an d  back  -  as I will w rite  ab o u t in  ch a p te r live -  like in  the e ig h teen th  

cen tu ry  c o u r t dan ces, a f ind ing  an d  d isap p earin g , a falling away o u t o f the p ic tu re . 

P ic tu re s  are  well p laced  for cap tu rin g . As I exp la ined  in  the  d iscussion  o f D arian  

L e a d e r’s Stea ling  the M ona L isa, they lead  the eye, they  are a lu re  to the eye. L acan  

takes th is fu r th e r  w ith  th e  co n cep t o f dompte regard , a c o u n te rp a rt to the  trompe I ’oed , 

a tam ing  o f  the  gaze, ‘th a t is to say, th a t h e  w ho looks is always led  by the p a in tin g  to 

lay dow n  h is gaze’. T h is is also re la ted  to the idea  ol'tour, a trick  {true, trucage), also a 

tu rn , w h ich  m akes the  drives trick /tu rn  a ro u n d  the o b jec t.1’4

T h ird ly , the  re su ltin g  im age sh o u ld  en ab le  th ink ing , in te rp re ta tio n s , com m entary , 

co n tex tu a lisa tio n , an d  furLher associations, m ainly  in  the  lo rm  o f the q u es tio n  w hat is 

happening?  Reflexivitv does n o t only d en o te  the op tical p ro p e rty  associated  w ith  

m irro rs , it also m ean s to th ink  in  a p a rticu la r way, to reflect. S erge l i s s e r o n  argues 

th a t the  activity o f  p h o to g ra p h in g  is particu la rly  ap t lo r  b rin g in g  ab o u t this so rt o f

193. L acan, F r e u d ’s Papers on Technique, p. 78. S ee  also S h a ro n  K ivland, ‘(Last 4 e a r \ , Angelaki, J o u rn a lo j  
Theoretical J lum anhies, vol. 9, no. I, L ondon: R ou tledge, A pril 2004, pp. 1.3-28.

194. L acan , F our F undam ental Concep/s, p. 109 and  168.
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m enial process. In  short, T isscron suggests that to photograph is to think, and a 

correlation is m ade betw een it and psychic structures. ‘To take a cam era to the face 

or chest, to frame, to press the shutter, are as m uch forms of encounter with oneself 

as w ith the w orld’. i9j W riting, and psychoanalytic practice can be equally reflective 

and efficient in revealing the self in the particular seductive act. Reflection also 

provides the fram ew ork for an analysis of seduction, em bedded in the process.

The tliree-step self-reflexive m ethodology (recognition, capture and reflection) is 

specifically developed to study visual seductions. This is no t only approjjriatc to art, 

the field of study of this research, b u t also to seduction as a m atter of appearances, as 

in my analysis of B audrillard’s text in chapter one. Il also relates to the Lacanian 

im aginary, w here illusion, fascination and the relationship to the image are located, 

and is roo ted  in the sub ject’s relation to his or h e r own body. Still, the m ethodology 

may be applicable Lo o ther disciplines if the three principles are followed.190

The self-reflexive m ethodology is this pro ject’s contribution  to the problem  of 

studying seduction  from w ithin. As such, it is far from being established. The 

approach may be considered, to a certain extent, as suboptim al, given the researcher 

becom es part o f the object o f study, subject and object at the same dine. However, 

with such an object o f study, pervasive and reversible, a study from w ithin is the only 

practical tool -  tha t is, deriving from the practice of seduction -  to examine 

psychodynam ics effectively. The self-reflexive m ethodology is needed to be able to 

capture w hat is requ ired  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 I will be very clear about them) will be taken into account and explored w hen the 

full case is p resen ted  for exam ination. O ne may then discover that flaws can have an 

unusually  high pow er of scducfion, as what is m issing and lacking is then filled in 

with phantasy.

T here are p recedents for aspects o f this methodology, in particular, Malcolm 

A shm ore’s thesis on rcflcxivity, and Paul C row lhcr’s m ethodology for self- 

consciousness.1'^ C row ther devises a theory aim ed at outlining the m inim um

195. T isseron , La Chambre clawe, p. 16. My translation. 1 lie original reads: len ir mi appareil (levant le 
visage on sue la poitrine, cadrer, appuyer stir le declencheur, son t des tonnes  de reneon lre  avec soi 
au lan t cpi’avec le n io n d e’.
19(5. It could he applicable, for exam ple, to the realm s of literature and consum ption  exploied by Rachel 
Bowlby in Shopping with Freud, London: ltoutledge, 1993.

197. A shm ore, The Reflexive Thesis', Crow ther, A n  and Embodiment.
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co n d itio n s  fo r b e in g  a p e rso n , fo r hav ing  self-consciousness. T h is com prises th ree  

capacities an d  th ree  specific  ways o f  u sin g  them . T h ere  is an  obvious para lle l h e re  

w ith  my th ree -s tep  m ethodo logy  an d  m y th ree  areas o f  p ractice. T he  capacities are, 

first, attention, o r the  capacity  to b e  recep tive  to senso ry  stim uli; secondly , 

comprehension, th e  ability  to o rgan ise  the stim uli, d iffe ren tia ting  be tw een  sam eness 

an d  d ifference; an d  th ird ly ,projection, the  ability  to posit s itua tions o th e r  than  those 

in  th e  im m ediacy . T h e  em p lo y m en t o f  these  capacities in  th ree  specific ways b rings 

th e  .ye// in to  consc iousness . F irs t, reversibility, the  aw areness o f o th e r  agents; secondly , 

species-identity, th e  ability  to  see a sh a red  existen tia l space an d  a basic  se t o f psychical 

c o n d itio n s  as oneself, th e  social context; an d  th ird ly , personal freedom , the 

in au g u ra tio n  o f ac tion  in  re la tio n  to cho ices and  d ec is io n s .198A lth o u g h  th is falls 

o u ts id e  the  rem it o f th is resea rch , it m ay be  in te re s tin g  to m ap  C ro w th c r’s theory  to 

L a c a n ’s m irro r  stage an d  B au d rilla rd ’s n o tio n  o f reversib ility . F o r  the  m om en t, I am 

c o n c e rn e d  w ith  the  ev id en t para lle ls  th a t can  be  e stab lished  w ith  the m ethodo logy  I 

have dev ised . In  the  sam e way th a t self-consciousness is a p recu rso r o f self-rcflexivity, 

so are these  capaci ties an d  ways o f using  them  a p riori req u irem en ts  fo r self- 

reflexivity. T h is , p articu la rly  in  re la tio n  to reversib ility  and  perso n a l freedom , re la tes 

to sed u c tio n  as a p rin c ip le  and , I co u ld  argue fu rth e r, th a t sed u c tio n  is a specific way 

o f in te rfe rin g  w ith  th e  ways o f  using  the  capacities th a t m ake som eone a p e rso n , self- 

consc ious.

In  h is  P h D  thes is , la te r  p u b lish e d  as a book , A shm ore  c rea tes a m e th o d , re flec ted  in 

h is  w ritin g  sty le, to study  a p ro b lem  in  the  sociology o f  scien tific  know ledge, a field 

w h ich  is p a r t o f  w h a t it is try ing  to criticise. T he  situ a tio n  an d  sta tu s  o f A sh m o re ’s 

o b jec t o f  stu d y  is sim ilar to th e  o n e  in w hich  I find  myself: to study  sed u c tio n  

th o ro u g h ly , b rid g in g  som e o f  the  p ro b lem s en co u n te red  by o th e r  researchers , 

p rac titio n e rs , an d  th in k e rs , I have to do  it from  w ith in . T h is m eans th a t I am  a t the 

m ercy o f  se d u c tio n , u n d e r  its in fluence . T h e  self-reflexive m ethodo logy  is the tool I 

have dev ised  to a p p ro a c h  the  p rob lem . T h is m ethodo logy  is, in  its essence  practice- 

led , fo cu s in g  0 1 1  im ages.

198. O o w lh e r ,  Art. an d  Em bodim ent, pp . 150-151.
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Fig . 12: S c h e m a  o f  m y p a rtic u la r ap p ro ach  to  m e th o d s  
w ith in  th e  self-reflexive m ethodology .

T h e  p a rticu la r app ro ach , th e  specific m ethods I have chosen  in  m y self-reflexive 

fram ew ork  are artistic  p rac tice , psychoanalysis, and  w riting . A t the  in te rsec tion  o f 

th ese  activities (see Fig. 12), is w here  th e  p a rticu la r outcom es can be found: w orks o f 

art, ob jects, s itua tions, o ccu rrences  an d  inc iden ts  th a t  appear th ro u g h o u t th is 

narra tive , w h e th e r  w ith  full in tro d u c tio n s  o r th ro u g h  th e  back door, qu ietly  sneaking  

in. T h e  p rac tices an d  ou tcom es lead to  th e  star, located  at th e  in te rsec tio n  o f m y 

strategy; th e  s ta r  is m y specific c o n trib u tio n  to  know ledge: th e  self-reflexive 

m ethodo logy  an d  w h a t it yields.

I have cha llenged  seduction  by m aking  a rt (and in  p a rticu la r pho tographs), going to 

analysis an d  d e tec tin g  th ro u g h  w riting  -  m ore  on w hich  will be d iscussed in  th e  next 

ch ap te r, w hen  w e m ee t o u r  detective, the  one w ho will he lp  to g a th e r and  m ake sense 

o f  th e  ev idence, as well as p re se n t it in fro n t o f  the  ju ry . F o r th e  tim e being, reader, 

stay a le r t fo r clues to  th e  m ystery.
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C H A PTER  TH R E E

T H E  SCENE OF A CRIME

INSTRUCTIONS FOR THE EXPERIENCE OF TI1E MATERIAL (A DEMAND)

This chap ter will adopt seduction’s way of working: that is, its reversible strategy.199 I 
will relate a specific case of seduction, an example of many encountered  as part of my 
research  b u t one that is, at the same time, pivotal for this enquiry. I t  contains the 

clues to the situation, and it is necessary to observe these before going into the 

analysis and  evaluation of w hat has been  found, and p resen t the case for exam ination. 

T he pu rpose  ol the chap ter is to show the work of seduction.

T he text has a coun terpart, in the form  o f ano ther book, one w ith photographs. T he 

c h ap te r and  the p lio to -book  are no t sequen tial b u t are in terlinked . This text will also 

unfold  itself in to  two parts, again, these are no t sequential, ra th e r, are in terlinked , an 

exegesis and  a dialogue. T he exegesis in troduces the no tions of voice, stills, and 

d ocum en ts  before  reflec ting  on  the exh ib ition  A  Case o f  Seduction, in  w hich  I 

p rese n ted  a set o f pho tog raph ic  im ages. I th en  discuss the concep ts o f scene and 

screen  in  re la tion  to a crim e and  fin ish  the section  w ith a no te  on  w riting. T he 

ch ap te r, in  the d ialogue, becom es w itness to a scene o f seduction .

T h e  p h o to -b o o k , sim ila r in  appearan ce  and  d im ensions to th is text, is the  visual 

c o u n te rp a r t  to the  d ialogue, w hich, for full effect, sh o u ld  b e  read  aloud , en ac ted .200 

T h e  two books sh o u ld  be  ex p erien ced  sim ultaneously , together. D isp layed  o n  the 

sam e tab le, o r sim ila r p ro p , the  gaze shou ld  m ove from  the  text to the  im ages. T h e

199. According to Baudrillard 'every structure can adapt Lo 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 anatom y, nor psychology’ (p. 10). The human geographer and 
Baudrillard scholar Richard G. Smith defines reversibility as ‘a vital concept, informing Baudrillard’s 
reassessment of linear notions of progress dial came to dominate the modern world. Reversibility is 
predicated on Baudrillard’s belief, and ins observation, that systems have within them a kind ol built-in 
ability to undermine themselves by their very functioning.’ T he B a u d rilla rd D ic lio n a r)\ Edinburgh:
lid inburgh 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 ol the 
material because this chapter exits the linear structure of reading by involving the photobook and 
different methods of writing. Although, necessarily, chapters three, lour and five relate to the previous 
chapters, the structure is not one of linearity but. could, perhaps, he described as a spiral or container, 
with multiple points of reference but which, at the same time, distances itsell somewhat Ironi the 
previous writing, and at tempts to undo it, to reverse it (with Baudrillard’s meaning).
200. I found inspiration for Lite layout of the pages ol the photo-book in Martin Parr and Gerry Badger s 
e x c e lle n t  anthology: T h e  P holobook: a H istory. V o lu m e /, Loudon: Phaidon, 2004; and 7 he P hotobook: a  

H istory. Volum e H , London: Phaidon, 2006.
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rcader-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 
unfolded in each.201

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 lm ic  of which 
Roland Barthes writes, can only be captured through its residue, its document, 
although, of course, one is o f  the o th er :

The still, then, is the fragment of a second text whose existence never  
exceeds the fra g m e n t;  Him and still find themselves in a palimpsest 
relationship without it being possible to say that one is on top o f  the 
other or that one is extracted, from the other.202

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 (WITHOUT THE ENCOUNTER)

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 
encoun ter are, paradoxically, an attempt to provoke that encounter and also an 
attempt 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, 1 have referred to as Lhe Lrap, modelled on the one 1 fell into 
when I went to New York City and found myself transfixed in front ol the shop window. Of course, I am 
being careful here, as one should not announce traps loo much in advance, and certainly not spell them 
out. I3ut. 1 have lo acknowledge the tone of the writing, because, perhaps, it may appear as loo 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 I f on a If inter s i\'iglit a Traveller -  but it could also 
be perceived as limiting in terms of a critical encounter. The next, two chapters will set this critical 
encounter.
202. Roland Barthes, Image Music Text, tr. by Stephen Heath, London: f onlana Press, 1977, p. 67.
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at Sheffield Hallam University’s End Gallery. The images constitute a scene o f  a scene, 
lor seducLion 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 I will explain. The exhibition, however, was a necessary step for 
me Lo 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, 
and as such, only fully intelligible to me, who was at the original scene.203

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 I 
Look (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 I had not yet fully 
understood the seductive possibilities of Lhc 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 aL Limes, I am convinced the rings have eyes and are looking at me, 
in the same way as Lacan felt the sardme tin in the w'ater was looking at him.20'1

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 ol the 
event, in its retroaction, aftenvardness or apres-coup, translations of the psychoanalytic A rtc/t/rag^c//^/, a 
concept 1 will explore later on. See Jean Laplanehe, Probleniatiques VI: L  ’apres-coup, Paris: Presses 
tiniversitaires 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 dial can:1 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 lo my experience in Argyll Arcade. In pages 96-97 ol Sem inar XI he writes: ‘the 
point of gaze always participates in the ambiguity of the jewel. And il 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 elem ent 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 docum entation of the big images (as can be seen 

from a quick com parison 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.205 

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 im portant in the 

exhibition, and the book takes that inLo account. Thirdly, the small images in the 

show were the only ones removed from direct conLact 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 tem poral elem ent of viewing associated wiLh it, reproduces the strangeness of 

\he Arcade photographs.

S T IL L S  A N D  V O IC E S

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

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

w hat happens in the images and the dialogue is not strictly against the law -  no t yet, 

anyway.206 The crim inal nature relates to the moral issues discussed in chapter one, 

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

herself to be the victim.20' I am writing of a scene, and if the reader is no t convinced

205. So ii ’here is the practice?, one may ask. M artha G raham , in her autobiography Mood Memory attem pts 
a definition o f practice, w hich is, I think, well suited to the practice o f seduction. She writes: ‘To 
practice m eans to perform , in the face o f all obstacles, som e act of vision, of faith, of desire. Practice is a 
m eans o f inviting the perfection desired .’ M artha Graham , BloodMemory: A n Autobiography, London: 
M acmillan, 1992, p. 4. T he practice is the perform ance in front o f the objects, the capturing through 
photography, the w riting  abou t them  and the collection, editing and decision making that goes into the 
creation o f a photo-hook, facing all the obstacles to deliver a vision on seduction. Som e ol the obstacles 
faced are, o f course, related to the exhibition I am reflecting on.

20(5. T he ‘yet’ refers to the am biguous nature of seduction, its reversibility, and photography. In I he 
Perfect Crime, baudrillard  wrote: ‘Photography, too, is the art of dissociating the object from any previous 
existence and cap turing  its probability of d isappearing in the m om ent that follows. [...] I his m achination 
o f the N othing, w hich m eans that things contradict their very reality, may be conceived as either poetic 
or as crim inal. All that is unintelligible is criminal in substance, and all thinking which luels this 
enigm atic m achination is the perpetuation  of this crim e.’ The Perfect Crime (Le crime p a t fa il  [1995]), tr. by 
Chris T urner, London: Verso, 199(5.
207. S eduction  assum es certain norm s, their transgression, and the ensuing shame. Crimes also require 
norm s and their transgression. This may help us to pose an in teresting  question in relation to

[.Footnote co n tin u es]
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o f its c rim ina l n a tu re  (in th a t w ider sense), I w ill call u p o n  P e te r  W o lle n ’s d esc rip tio n  

w hich  h e  fo rm u la ted  in  the co n tex t o f an  exh ib ition  th a t took place at the U C L A ’s 

A rm an d  H am m er M useum  o f A rt an d  C u ltu ra l C en te r in  1997. T h is show , called  

Scene o f  the Crime, b rings us back  to con tem p o rary  w orks o f art. W o llen  w rites:

C rim e scenes p re s e n t us w ith  b o th  a su rp lu s an d  a d ea rth  o f  m ean ing .
T hey  are full o f  re so n an ces  o f inexplicab le  d read  and  destru c tio n . A t the 
sam e tim e they can ap p e a r stup id ly  bana l an d  vacuous. As w e e n te r  the 
te rra in  o f  the  crim e scene  we e n te r  a w orld  in  w h ich  m ean in g  seem s 
overw helm ing  in  its p resen ce  ye t strangely  in su b stan tia l. S o m eth in g  
h a p p e n e d  w hich  we ca n n o t q u ite  g rasp  o r u n d e rs ta n d . In  o u r m inds 
su ch  a space seem s a k in d  o f an ti-space , a space o f negativity  w h ich  is 
ex tran eo u s to the  o rd e re d  space o f  everyday life. T he an ti-space  is 
h a u n te d . I t  is as if  an  alien  has lan d ed  there  an d  left a w eird  m essage fo r 
us to decode , ch a llen g in g  us to m ake sense  o f th ings th a t seem  odd  and  
o u t o f  p lace , th a t u sh e r  us in to  a w orld  in w h ich  evil has b u b b le d  up to 
the  su rface  an d  p u n is h m e n t has fallen  inexplicably  upon  the in n o c e n t.2*5

Is n o t th is re flec ted  in  the Breda  p h o tog raph?  I adm it th a t there  is less ‘d read  and  

d e s tru c tio n ’ (unless one  app lies th is to the visual p lane , the b ro k en  perspective),

‘ev il’, ‘p u n is h m e n t’ an d  certa in ly  ‘in n o c e n t’ th an  in  a m u rd e r  scene, fo r exam ple. In  

fact, th e re  is m u ch  p leasu re  in  m y sm ile an d  in  the  p in k  rh in e s to n es  o f the sh o e ’s 

heel; yet, th e re  is also banality , vacuousness, an d  re fe rences to everyday life w h ich  are 

re n d e re d  ex tran eo u s, overw helm ing  m ean in g  [what, is going on here?, asked  th a Breda  

p h o to g ra p h ’s very firs t aud ience), in co n g ru o u sn ess , an ti-space  (w hat is in  an d  w hat 

out? Is th e re  an y th in g  in  o r ouL?), coded  m essages. Is n o t also w h a t W o llen  reco u n ted  

ap p licab le  to the  scene  in  E ta n t donnes? Jean -M ichel R abate  in  h is b ook  on  a rt and  

crim e, d ed ica ted  a w ho le  ch a p te r to a rgu ing  th a t w h a t one can  see th ro u g h  the 

p eep h o le s  is n o t a buco lic  scene, a w om an lying dow n an d  p e rh ap s  sleep ing , b u t 

ra th e r  she  is a victim , a co rp se .209 T he  crim e in  R ab a te ’s case is, ol course, m uch  

m ore  tang ib le  th an  sed u c tio n . S till, Lhe scenes share  aspects ol the incong ru ity  ol the 

space in  w h ich  they  are set, an d  Lhe ridd le  they p re se n t to the view er. T he  app ro ach  I 

have taken  w ith  th e  p h o to -b o o k  an d  the  d ialogue aim s to reco n s tru c t, to rep lica te , 

the  c o n d itio n s  o f  the  Breda, p h o to g rap h , for, if  these arc iso lated , re p ro d u ced , and

co n su m p tio n . Is it a sham efu l activity, and , if so, why? T h is  will rem ain  u n an sw ered  lo r  the  p u rp o se s  ol 
th is  re sea rc h , h u t the  q u e s tio n  is one  tha t, u ltim ately , re la tes  to the  sed u c tio n  ob jec ts  ol c o n su m p tio n  
ex ert in us.

208. P e te r W o llen , ‘V ectors o f  M elancholy’, in Scene o j the Crime, ed. bv R alph  R ugoll, C am bridge  MA. 
an d  L ondon : M IT Press, 1997, pp . 2 3 -3 6 , pp. 25 -26 .

209. T h e  c h a p te r  is called ‘D u c h am p ’s (ait-divers: m u rd e r  as “ready -m ade  in lta b a le , A rt a n d  Crime, pp. 
33 77.
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analysed wilh the help of the sell-reflexive m ethodology the process of distillation 
will lead to knowledge about seduction. This is w hat the next two chapters will 
undertake.

1 lie space o f the scene in  the Breda pho tograph  and in  the photo-book is no t the city, 
the high street, or the shop. T he scene of the crim e is the screen of the shop w indow, 

where object and  sub jec t conflate and where the seduction  is m ade visible.210 T he 
screen, as I will show  th rough  the analysis developed in  the nex t chap ter, fulfils the 

doub le  f unction  o f m aking the en co u n te r possible and  visible (if one stands in  the 

r ig h t position , as in  L acan ’s experim ent of the inverted  b o u q u e t I  in troduced  earlier). 

T he glass o f the  screen  in  my exam ples is only one  o f m any possib ilities. Kaja 

S ilverm an  speaks o f pho tography  as screen , for exam ple.211 T he  le tte rs  in  Les Liaisons 

Dangereuses and  the billets doux  o f co u rtsh ip  are also exam ples o f screens, w here  

seducers  and  seducees can h id e , reveal o r expose them selves. S creens are , in  my 

im ages, the  locus fo r p leasu re , an d  for anxiety.212 T h e re  is a d an g er w ith  sc reens, and , 

o f  cou rse , sc reen s also p ro te c t from  danger. H ow ever, as L acan  w arns us in  th e  

e x p e rim e n t o f  the  in v erted  b o u q u e t, the  im age th a t appears  is im aginary , an d , th u s, 

d ecep tiv e .213 S c ree n s  re la te  to fan tasy , sc lf-scd u c tio n  an d  narc issism . T h ey  are 

m o m e n ts  o f e n c o u n te r , so m etim es im possib le , b e tw e en  the  o b jec t an d  th e  su b jec t, as 

they  a p p e a r  to g e th e r, a n d  the  su b je c t gets a  little  b i t  c lo se r to objet pe tit a. N o t in  vain, 

L a c a n ’s fo rm u la  fo r fan tasy  is S < > a , re a d  ‘th e  b a re d  su b je c t in  re la tio n  to the  

o b je c t’.214

210. My description of shop windows located in the city, may quite rigidly remind the reader of Walter 
Benjamin’s Arcades Project, where the city takes an anxious dimension, and later studies on the work, 
sucli as that of Susan Buck Morss, and Esther Leslie. Waller Benjamin, The Arcades Project {Das 
Passagen-Werk [1972]), tr. by Howard Eiland and Kevin McLaughlin. Cambridge, MA. and London:
Harvard University Press, 2002; Susan Buek-Morss, The Dialectics o f Seeing: Water Benjamin and the 
Arcades Project, Cambridge, MA.: M IT Press, 1989; ‘The City as Dreamworld and Catastrophe’, October, 
vol. 73, Cambridge, MA.; MIT Press, Summer, 1995, pp. 3-2G; Esther Leslie, The Benjamin Papers, 
available from <l)Ll.p://www. mililantesthetix.co.uk/wallbcnj/ben) p.him [accessed 05.09.10].
211. Photography as screen is a concept I will develop in the next two chapters. Kaja Silverman, The 
Threshold of the Visible World, New York; London: iloutledge, 1996.
212. For a discussion on architectural and social spaces, material culture and the pursuit ol pleasure, 
especially in relation to femininity, see Jane Rendell, The Pursuit o f Pleasure. Gender, Space and 
Architecture in Regency London, London: The Alhlone Press, 2002. For an exposition ol urban 
environments as spaces for anxiety, including psychopathologies, estrangement, spaces ol distraction 
and, more importantly, crime scenes, see Anthony Y idler, Warped Space-, and Victor Burgin,Jn/DiJferent 
Spaces: Place and Memory in Visual Culture, Berkeley, Loudon: University ol California Press, 1996, 
especially the chapters ‘Seihurealism’ (pp. 109 116) and ‘ I he City in Pieces (pp. 119 -158).

213. Lacan, L'rend's Papers on 'Technique, p. 78.

214. Evans, Introductory Dictionary, p. 60. Lacan developed this malheme in the context ol the Graph ol 
Desire, appearing in Le.• sent in a ire de Jacques Lacan, here V: Lesformations de I tnconscie.nl, Paris: Seuil, 
1998, and in ‘The Subversion of the Subject and the Dialectic ol Desire , Lents, pp. 671 702.
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CHAPTER THRJiii: THE SCEAE OF A CRIME

A nd then  there are scenes, w hich have a bearing in a clinical situation, from  the 

traum atic im pact of the ‘prim al scene’ to the scene of fantasy,215 a fram ing that is 

closely linked to seduction. Screens and scenes feature in the psychoanalytic 

lilerature , m ainly in F re u d ’s Screen Memories™  and L acan’s theory of the gaze, w hich 

he considered  to be one o f the four fundam ental concepts of psychoanalysis. H ere, I 

will go m ore in dep th  into its relation to a psychoanalytic fram ew ork of visual art and 

seduction. In  Seminar X I, he presents two diagrannncs, distinguishing the look and 

the eye from  the function  of the gaze (Fig. 13).

Object Geometral Point 
(Eyo) Point of light Picture

Fig. 13: T he line and the light. 217

I in troduced  the concep t o f gaze in the previous chapter, as one o f the parallels 

betw een art and  psychoanalysis b u t wliaL concerns us here is the significance of the 

screen as a regu lato r of the function of gaze in the field of vision, w hich, in lurn , is 

in tegrated  in the held  of desire.218 F o r this, we need  to re tu rn  briefly, visually, to the 

experim ent o f the inverLed bouquet, and the issue of position arising from  it (Fig. 14).

215. Dylan Kvans writes: ‘L acan also uses lhe term 'scen e ’ to designate the im aginary and  sym bolic 
thea tre  in w hich lhe sub jec t plays o u t his Fantasy, w hich is bu ilt on the edifice ol the real (the world).
T he  scene o f Fantasy is a v irtual space w hich is Framed, in the sam e way tha t the scene ol a play is (rained 
by the p ro scen ium  arch  in a theatre , w hereas the w orld is a real space w hich lies beyond the fram e (...) 
T his no tio n  o f  scene  is used by Lacan to d is tinguish  betw een acting out and  passage lo the acl. I he form er 
still rem ains inside the  scene, For it is still inscribed  in the sym bolic o rder. 1 he passage Lo the act, 
how ever, is an exit from the scene, is a crossing  over from the  sym bolic to the real; there  is a total 
identification  with the  ob jec t (objet petit a), and hence  an abolition  ol the sub jec t.’ Introductory Dictionary, 
p. 168. 1 will w rite m ore on fantasy, and its re la tion  lo scenes anti traum a in chap te r live.

216. S creen  m em ories are usually ch ildhood  m em ories appearing  in later years and used to shield a 
rep ressed  event. T hese  m em ories, idealising, unusually  clear and  apparen tly  insignificant are 
com prom ise  Form ations, sc reen ing  a traum atic event from consciousness. F reud , "Screen M em ories 
(UberDeckerinnerungen [1899]), SI5 3, pp. 303-322.

217. T he  d iagram m e is a rep roduc tion  From L acan , Cour kundatnenlal Concepts, p. 91.

218. Lacan, Four Fundam ental Concepts, p. 85. In the held  o f vision, objet petit a is the gaze, p. 1.05.
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T he experim ent o f the  inverted  bouquet, and its positionality, com plem ents o ther 

two accounts by Lacan, w hich I briefly m entioned  earlier, b u t I th ink  will be useful to 

b ring  here , so I can lay dow n all the elem ents o f his theory  of gaze. F irst, the idea of 

th e  dompte regard , th e  tam ing the  eye, as m uch as the  tricking o f it, w hich is 

fundam ental to the  act o f seduction  (a seducer does n o t w ant a struggling subject, o f 

course). Secondly, the  account, in Sem inar XI, o f the  his encoun ter w ith a sardine 

tin , w hile in  a row ing boat, and his feeling th a t it was looking at him . This inc iden t 

illustrates the  trapp ing  in  and of the  gaze.

W ith  these elem ents in  m ind  -  position, tam ing and trapp ing  - 1 can now  explore 

L acan’s schem as for the  scopic register. T he first o f these two schem as (which Lacan 

did  n o t deem  topological enough  and are therefore to be understood  as vehicles for 

th inking)220 rep resen ts the classic perspectival space, in  w hich light enters the 

geom etral p o in t -  located in the  view er’s eye -  p roducing an image. In  the second, 

w hich he associates w ith the phenom enon  of anam orphosis, the po in t of light, 

L acan argues, em anates from  the  object and is the  place w here everything that looks 

at m e is situated .222 This light, in  its brightness, b linds the view er w ho has to pro tect 

h e r  eyes w ith a screen (think o f a hand  in a b righ t sunny day). T he screen, w ith its

219. T he  diagram m e is taken  from  L acan’s S em inar I , F reud’s Papers on Technique, p. 78.

220. M alcolm Bowie, Lacan, C am bridge, MA.: Harvard University Press, 1991, p. 190.

221. Lacan, Four Fundam ental Concepts, pp. 79-90.

222. Lacan, Four Fundam ental Concepts, p. 95.
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rupture of space, is thus what protects and also what allows for the image to be 
mapped, to be seen.22' Lacan then joined the two diagrammes (Fig. 15).

Object + Point of 
Light = Gaze

Geometral Point (Eye) + 
Picture = Subject of 
Representation

7ig. 15: W hat is a picture? The functioning of the scopic register.224

In the dialectic of the eye and the gaze, Lacan warns that ‘there is no coincidence, 
but, on the contrary, a lure’.225 As a viewer, I am turned into a picture, ‘the function 
in which the subject has to map himself as such’.22(i If looked at closely, this third 
diagramme seems to represent perfectly the structure of the images of this research, 
from l\\e Breda photograph to those in the photo-book.

The conceptualisation of photography -  another screen, of course -  as a crime scene 
has a history too. Ralph Rugoff attempts to draw together an aesthetic of the forensic 
in his exhibition Scene o f  the Crime. More recently Henry Rond’s PhD thesis, 
published later as a book in which he imagines Jacques Lacan as a forensic 
investigator, develops a methodology of rephotographing apparently negligible details 
of real crime scene photographs and reads them in the context of the three clinical 
structures (neurosis, psychosis and perversion), which follow three mechanisms 
found in Freud’s work, and which Lacan revisits (repression, or Verdrcuigung-, 
foreclosure, or Verwerfung and denial, or Verleugnung, respectively).22'' It is difficult

223. Lacan, Four Fundamental Concepts, pp. 93-94.
224. The diagramme is adapted from Lacan, Four Fundamental Concepts, p. 106.
225. Lacan, Four Fundamental Concepts, p. 102. Moreover, Lacan establishes the pre-existence ol lhe gaze 
anti its lure with the phenomenological argument: ‘I see only from one point, but in my existence I am 
looked at from all sides’ (p. 72), which is vvliat the subject in the dialogue and the photographs is about 
to find.
226. Lacan, Four Fundamental Concepts, p. 100.
227. Henry Bond, Doubly Inscribed Objects and Privileged Stgnijicrs: an Exploration oj the Optical 
Unconscious’ of the Crime Scene Photograph, Unpublished PhD thesis, Cheltenham: University of 
Gloucestershire, 2007, published as Lacan at the Scene, Cambridge, MA. and London: M il Press, 2009.
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to deny a seduction for detection and forensics in art, as Bond demonstrates in his 
analysis of Sophie Callc’s L 'Hotel and Mike Mandel and Larry Sultan’s Evidence. 
Rugoff, however, also warns against the different aims of real-life criminology (or 
forensic photography) and art:

our search for meaning engages us in a goalless activity of speculation
and interpretation, of tracing the links between our emotional
responses and the ideas that arise alongside them [the works of art] or
that may in fact be triggered by them. The study of these
relationships, not the solution of a puzzle, is the pleasure we may 

•mpursue as viewers.

In his essay ‘Open Letter to Detectives and Psychoanalysts: Analysis and Reading’, 
Patrick French admits that truth, in the form of the revelation of the crime or the 
criminal, is disappointm ent because our engagement with the exposition of the 
crime, with the scene, is not passive, does not conform to a pre-existing meaning; 
rather, meaning is produced ‘through a transferential play with the text and with 
other texts’.229 His open letter refers mainly to the practice of analysis, and to texts 
and our engagement with them, but his assertion also applies to the visual, and 
therefore is pertinent to the self-reflexive methodology and the three modes of 
practice I develop here (art, analysis, and writing).

Before this text changes direction -  through a pivot, a slight swivel, a graceful twirl, 
rather than a u-lurn -  I want to make a comment on the practice of writing in relation 
to revealing, to making a phenom enon visible. Lacan’s writings, often criticised for 
their obtuseness, function, literally, like an example of a proposition.230 Madan Sarup 
writes that ‘Lacan’s writings are a rebus because his style mimics the subject matter. 
He not only explicates the unconscious but strives to imitate it’.231 At the same time,

228. Ralph llugoft, ‘In troduction’, in Scene o f  the Crime, Cambridge MA. and London: MIT Press, 1997, 
pp. 17-22, p. 18.
229. Patrick French, ‘Open Letter to Detectives and Psychoanalysis: Analysis and Reading’, in The Art o f  
Detective Fiction, ed. by W arren Chernaik, Martin Swales and Robert Vilain, New York: St. Marlins 
Press, 2000, pp. 222-232, p. 222.
230. Bond, Doubly Inscribed Objects, p. 32.
231. Madan Sarup, Jaajues Lacan, He me I Hempstead: Harvester W heatsheal, 1992, p. 80. .lane Gallop 
equates the experience of reading Lacan lo that of undergoing analysis, ‘complete with passion, pain, 
desire lo know, transference’. Reading Lacan, Ithaca: Cornell University Press, 1985, p. 53. Susan David 
Bernstein lakes it further and asks w hether readers ol Lacan sutler from hysteric symptoms. ‘Confessing 
Lacan’, in Seduction and Theory. Readings o f  Gender, Representation and Rhetoric, ed. by Dianne Hunter, 
U rbana and Chicago: University of Illinois Press, pp. 195-213.
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his syntax, liis euphonies and composition arc also seductive,“J“ in the precise sense 

of the word used in this research and explained in chapter one. It leads astray. 

According to Bond, reading his texts produces a similar effect to the analysis session 

itself, as the subject’s dem ands are frustrated.21> This is because, as Baudrillard did 

with seduction, Lacan makes the Thing itself, the object cause of desire and, 

consequently, the unconscious -  his and our unconscious, an unconscious in which 

one can find recognition -  speak in his text, provoking discomfort.234 Thus, like 

Lacan and Baudrillard, my text aims to let seduction speak -  perhaps also causing 

some discom fort -  rather than to speak about it, which would ju st drive it away. It will 

do so, however, in a way that it will also allow for its analysis, its critique, which I will 

develop in the next chapter. There, a num ber of new voices will be heard.23;> An artist, 

a detective, and a doctoral candidate will make appearances. So will a seducer and a 

seducee. Som etimes these voices will be separate; sometimes they will be merged 

into one (the reader will notice I have had to adopt a num ber of disguises in order to 

carry out my work). Most of the time, they will appear unannounced.236

232. Nobus and Q uinn, Knowing Nothing, p. 70.

233. Bond, Doubly Inscribed'Objects, p. 33.

234. Bond, Doubly Inscribed Objects, p. 32. And we know, lrom Baudrillard, that the unconscious seduces: 
‘F o r w hat is m ost dam aging to psychoanalysis is the realisation that the unconscious seduces: il seduces 
by its dream s and by its concept; it seduces as soon as the id speaks and even as the id wishes to speak.’ 
Seduction, p. 55.

235. In ‘W riting  in the place o f listening’ (in Sharon Kivland and Lesley Sanderson (eds), Transmission: 
Speaking and Listening, vol. I, Sheffield: Site Gallery, 2002, pp. 15-28), Jane Rendeli explores the relation 
betw een autobiographical w riting, critical distance, voice and the T  who speaks and writes, all of which 
will be problem atised in the rem ainder o f this text. Rendeli, together with o ther authors, continues to 
explore som e of these concerns and their links to space in ‘A rchitecture-W riting’, the second section of 
the collected volum e Critical Architecture, ed. by .lane llendell, Jonathan Hill, Murray Fraser and Mark 
D orrian, L ondon: lloulledge, 2007, pp. 85-162.

236. T his chap te r found inspiration in Marx’s statement, at the end ol his Commodity b  elishism section in 
Capital (‘If  com m odities could speak...’ see note 243 below). The main sources for the w riting can be 
found in A shm ore, The Reflexive Thesis: Marquis de S ade’s works, in particular his Priest and Dying Man 
and Philosophy in the Boudoir, Jean G enet’s balcon [1956], Paris: Gallimard, 2002; O scar W ilde’s ‘ lh e  
Critic As A rtist’, in Complete Works o f Oscar Wilde, Glasgow: I larperC ollins, 1994 [1948], pp. 1108-1155; 
Gregory Bateson’s ‘M etalogues’, in Steps to an Ecology o f Mind: Collected kssays in Anthropology, Psychiatry, 
Evolution and Epistemology, London: G ranada, 1973; and .Mary Ann 1 raneis’ editorial piece lo r the 
Journal o f  Visual Arts Practice, vol. 7, issue 3, 2008, pp. 199 204. All ol these texts are w ritten, lully or 
partially, as dialogue and all have a didactic, moral or critical undertone, which I tried Lo reproduce in 
my piece. T he capture of knowledge and a critique ol seduction (from within) is what. 1 aim to achieve by 
using this type of w riting.
Vladim ir Nabokov’s Pale Jure, T heodor A dorno’s ‘Subject-O bject (in Aesthetic J heory (Aesthelische 
Theorie [1970]), tr. by R obert I lu llot-K entor, London: C ontinuum , 2004, pp. 215-231) and Jean Michel 
lla bale’s discussion on why crim e and detective novels are seductive (in Art and Crime) have influenced 
the th inking and structure  o f the narrative. A rthur Conan Doyle’s "A Case ol Identity [1891] (in The 
Adventures o f  Sherlock Holmes, London: Penguin, 1981, pp. 33-50) and F reud  s Fragm ent of an Analysis 
of a Case of H ysteria’ (JJrttchsliickEinerHystene-Anal)se [1905]), SL, 7, pp. 1-122 provide the background

[F o o tn o te  co n tin u es]
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CH APTER TH R EE : TH E SCEN E O F A CRIME

I IIi: SC EN E  O F A  CREME

I follow ed h e r  from  the d oo r of h e r  flat, n o t far away.2j2 S he  caugh t my a tten tio n  a 

few days ago, as h e r  w alking p a tte rn  was strangely  repetitive  in  its staccatos. W h a t I 

m ean  to say is tha t she sto p p ed  and  sta rted  fo r no u n d ers tan d ab le  reason , seem ing  to 

daydream , taking refuge in  a w orld o f fantasies238. T he face was relaxed, m o u th  open , 

eyes w atering , ye t it was in tense . I had  seen  tha t look before, /  h ad  last been  struck  

w ith it in  New Y ork City. I su spec ted  she was experiencing  w hat I did then . I was in 

luck: observ ing  som eone  else go th ro u g h  the d iffe ren t stages was going to be crucial 

fo r m y investigation . W h e n  I saw h er, im m obile in  the m idd le  o f a busy  street, 

cap tivated , trap p ed  in  herself, I w an ted  to catch  seduction  m ore than  ever. W hy, the 

re a d e r  m ay ask. W hy  the n eed  to ap p re h e n d  a norm ally  harm less (although 

p o ten tia lly  deadly)2'9... w hat was it anyway? No crim e or pathology fits like it shou ld . 

W h a t I am  after is m ore  like a m u ta n t virus, a fractal, an act d ifficult to w itness yet all 

a ro u n d  us.249 \  os, it h ad  taken over, so my shaking, in  an tic ipation  at the oppo rtun ity

fo r m y play w ith th e  w ord ‘c a se ’ h isto ry , story, s tu d y  ... J o h a n n e s  an d  C ordelia, from  K ierkegaard’s 
D ia ry  o f  a Seducer  h e lp ed  Lo b u ild  the charac te rs .

My psychoanalysis , as re c o u n te d  in the  last ch ap te r, also had a bearing ' in the type o f exchange n a rra ted  
he re , even  th o u g h  it is c lea r th a t th e  analyst and  analysand  do  n o t o pera te  like th is su b jec t and  this 
ob jec t. S till, th e  w ork  ofarL  can  som etim es occupy  th e  p lace o f  th e  analyst in the co n su ltin g  room  
(K ivland a n d  d u  Ry (eds), In the Place o f  an Object), an d  som etim es, so do ob jec ts  b e h in d  the glass o f  a 
sh o p  w indow . T h e  first season  o f  th e  11 HO television series In  Treatment., h e lp ed  to c o n s tru c t som e o f 
th e  d ia logue , especially  in re la tio n  to the con fig u ra tio n  o f  con flic t a n d  how  the o b jec t tries to d raw  o u t o f 
th e  su b je c t w h a t she  does n o t w an t to h e a r (In Treatment, S eason  1 [DVD], H BO  H om e V ideo, 2009).

237. W h o  th is  m yste rious T  is will be fully exp la ined  in the re m a in d e r  o f  th e  text. W h ile  the p re se n t 
c h a p te r  is c o n c e rn e d  w ith  sh o w in g  ev idence , th e  n ex t will focus on its analysis, the  tak ing  a p a rt o f  each  
o f  its c o n s titu e n t e lem en ts . F o r now , 1 re fe r th e  re a d e r  to L ydia M arinelli an d  A n d reas M ayer’s work 
D ream ing  b y  the Book: A  H istory o f  Freud's ‘the Interpretation o f  D ream s ' a n d  the Psychoanalytic M ovem ent 
(Traume nach Freud, D ie ‘T raum deulung’u n d d ie  Geschichte derpsychoanalytischen Bewegurtg [2002]), tr. by 
S u san  F airfie ld , N ew  Y ork: O th e r  P ress , 2003. In  th is book, they exam ine F re u d ’s w ork  and  its re la tion  
Lo th e  p rac tic e s  o f  w ritin g  an d  d ream in g , and  his ow n self-analysis, as well as th e  tex t’s p lace as the 
fo u n d in g  w ork  o f  th e  d isc ip line .

238. ‘I ex p la in ed  th a t 1 had  begun  to s top  still in  the s tree t, un ab le  Lo m ove a t all, e ith e r  backw ards or 
fo rw ards. R ecen tly , 1 had  sto o d  in  the  sam e p lace fo r an h o u r  -  su sp en d ed , para lysed , dead  -  reading  
an d  re - re a d in g  an  ad v e rtise m en t, unable to get to w ork  on  tim e’. Han if Kureshi, Som ething to I  ell You, 
L o n d o n : F a b e r  a n d  F ab er, 2008, p. 89.

239. T h e film  Tony Takitan i, d ire c ted  by J u n  Ich ikaw a an d  based  on a sh o r t sto ry  by H aruk i M urakam i, 
p rov ides a good  exam ple o f  a po ten tia lly  dead ly  sed u c tio n . T o n y ’s w ile, E iko K onum a, has an all- 
c o n su m in g  o b sess io n  fo r d e s ig n e r c lo thes. W h e n  h e r  h u sb an d  asks h e r  to dow nsize, she  agrees -  as the 
a rg u m e n t is logical - b u t, on h e r  way to th e  shop  to  take back  h e r  expensive g arm en ts , sh e realises she  
c a n n o t live w ith o u t th em  a n d  com m its su ic ide  in a m oving, y e t shocking, scene  (Tony Takitani, d irec ted  
by J im  Ich ikaw a [DVD], A xiom  F ilm s In te rn a tio n a l, 2006).

240. ‘W e seem  to have beco m e  co n d u its  for a fractal form  ol sed u c tio n , w here  we th eo rise  aim lessly, as 
th is is th e  only  w ay an y th in g  can be thought: w ith o u t a d d in g  to sim ula tion . A nd yet, th ere  is a positive 
th o u g h t o f  th eo ry  em erg ing : th eo ry  as res is tance , as o d d n ess , as co n tin u a l m otion , as rep lica tion  ol 
s im u la tion  w ith o u t b e in g  it, and  as the playful po lem ic  B au d rilla rd ’s ow n th o u g h t takes. Ih eo ry , for 
B aud rilla rd , is also  su b je c t to qualita tive  ju d g m en t: it m u s t n o t be critical, it m u s t be sed u c tio n , a 
paradox , o r a s tran g e  a ttra c to r .’ Paul Hegarty, Jean B audrillard:L ive Iheory , L o n d o n : C o n tin u u m , 2004,
p. 8.
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for u n d e rs ta n d in g  th a t ju s t  o p en ed  in  fro n t o f m y eyes, was justifiab le . A nd  th a t is 

w hy I follow ed her. It certain ly  paid  off. W h a t is reco u n ted  nex t is a tran sc rip t o f a 

rec o rd in g  I m ade. I d id  n o t h e a r  it at the tim e, as the s tree t was buzzing w ith the 

m o rn in g  ru sh  an d  the voices w ere barely  audib le . I t  was the only tim e o u t o f m any 

long  w atches th a t I h a p p e n ed  u p o n  som eth in g  like this. I do n o t w ant the  rea d e r  to 

th in k  a d ialogue like th is is a com m on c ircum stance , as o therw ise  I w ould  be accused  

o f  in co m p e ten ce  fo r n o t b e ing  able to conclude  a case. Still, I n eed  to show  the 

m ateria l so  the  re a d e r  does n o t th ink  I  am  involved in  a wild goose chase. C om ing 

across su ch  clear ev idence o f  th is crim e is a ra re  occurrence , and  it b ro u g h t a new  

lease o f  life to the inqu iry , m aking  the e n d  p o in t tangible again. I was able to reco rd  

the  d ialogue thanks to my bo rrow ed  D PA  4060 -  a professional m in ia tu re  condenser, 

p rep o la rised , o m n id irec tiona l m icrophone. I was sceptical o f gadgets, b u t  a b lind  

alley o f th o u g h t an d  action  m ade m e take the p lunge  and  try a new  approach .

A rgyll A rcade, Glasgow, S co tland  -  8.32am  on  a w in ter T uesday  in  2009.241 

Hey, you! ... m  Yes, you! C ould you  com e here , pleaseP

S u b je c t [With, uncertainty, talking to herself, although both sensitive to the unfamiliar 
address, but also with a sense o f  ''here we go again ’. In short, in contradiction 
and conflict] W h y  w ou ld  an  ob jec t so beau tifu l, so aloof, add ress me? I am 

re tice n t to reply , b u t I am  also curious. I t  is so sh iny  and  en tic ing  ... 

but resolved] I am  going to look.

She turns and instead o f  being converted into a pillar ofsalt, the bright diamond eyes have 
the effect o f  weakening the subject, rendering her a. little more helpless. I t  is compelling and 

10 she gets closer. Her mouth is open; no sound is uttered.

O b jec t H ere  I am . I am  offering  m yself lo you , b latan tly , openly  ... [to itself] W ell, 

n o t so blatanLly o r openly , since I can n o t talk.“IJ Anyway, I was m ade to

241. Argyll Arcade is a n ineteen th -cen tury  sh opp in g  arcade in Glasgow, w here m ost o f  the outlets in the 
covered street are jew ellers’ shops.

242. T h e notion  o f  interpellation, o f  being  called out by an object -  as I d iscussed  in the section  on 'not 
sed u ction ’ in chapter on e -  is linked lo  the developm ent ol subjectivity in the child  in the context ol
Lacan’s mirror stage.

243. In a note on pages 176 177 o f  Capital, Marx writes: ‘11 com m odities could speak, they would say 
this: our use-value may interest m en, but it does not b elong  to us as objects. W hat does belong to us as 
objects, how ever, is our value. Our ow n intercourse as com m odities proves it. W e relate to each other  
m erely as exchange-values.’ W hat the object is for, its use-value, is brought Lo it by makers and users. 
Yet, w hat m akes an object seductive, is its exchange-value, the way it relates to other similar objects. I

[foo tno te  continues]
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be looked al in this way by you, it is my destiny and I hope we will soon 
reach an agreem ent by which you will do everything I tell you.

15 This is like a clream fo r  her, both in the oniric and the aspirational sense; a disturbing, a.
traumatic dream, though, because the ring’s voice is uncanny. She relates it to the unease and 

the fr ig h t she might get if, one morning, her own reflection in the mirror started talking to 
her, in her own voice. An inanimate thing speaks and she. cannot take this fo r  granted. The 

ring should have been dead, and it suddenly started to move. I t  is comical too, as when, a table 
20 starts to dance, animated. She snaps out o f  it.

Subject [Defiant, suddenly alert, not powerless anymore, still curious] W hy would I do 

that? I mean ... there seem s to be nothing in it for me; I have my life, 

things to attend to, places to go. W hereas you ... well ... you are behind  

glass.

25 Object O f course I am, it is evident and I do not bide it. You will do as 1 tell you  

because you will not be able to resist. 1 am too m uch for you. Besides, you 

will also get som ething out of this engagement: you will find knowledge  

about yourself that you cannot quite understand now. You will only be 

able to get there, though, if you follow exactly vvhat I say. To the letter. It 

30 will be a matter o f listening. W hat you will find at the end may be

pleasurable (and then again, it may not be. It is different with everyone). 

But I can assure you that the risk w ill be worth it.

Subject [Slightly offended] You know  how  many others before you have asked me

for the sam e thing? They have all offered me a paradise o f self-know ledge, 

35 a m ore em b odied  presence in the world, a kind o f m agnanim ity, a

m ind fu lness. Yet, I am cautious. My heart has b een  broken Loo many 

Limes and all I am left w ith is a late journey to work, anxiety, and se lf­

doubt. I have read enough  about it Loo. I know that, in m ost cases, the 

story Lends to end badly. W hy shou ld  I listen  to you? 01  course I w ill not 

40 be able to resist. E verything looks w onderful w h en  if is out o f reach,

am also relating here Marx’s passage to freu d ’s uncanny. Commodities, in general, cannot speak but 
jewels have been know to talk in certain fictional stories, mainly related lo the seductive practices ol the 
libertines (see, for example, Diderot’s Indiscreet Jewels, although, ol course, the jewels in our ease and 
those in Diderot’s story are not of the same kind. Or are they? llis reler to women s genitals). A jewel 
case also features in one of Dora’s dreams, as something she wants to save Irom a lire, b rend, k ragmen! 
oj an Analysis o f a Case of Hysteria,
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behind a screen. Everything looks possible too. What makes you  different 
from the 3-carat, white gold ring next to you?

Object Good point. I know I have competition, for Marx branded us with fetish 
qualities that make us mysterious,M all equally mysterious until 

45 purchased, had or worn.2'5 I, however, have something to say for myself, I
am distinct, unique, already yours, even if you do not know it. There are 
qualities on ly /can  offer, for my shape, my weight, my shine, my clusters, 
my symbolic status, my material and my own hopes already have a place 
within you, a place that needs to be filled. I can see in your eyes that it 

50 already hurts when you think of that void that has never been touched. Is
this particular parad ise  o f  self-know ledge, as you put it, not tempting 
enough? [Shiveringslightly) Think of the gratification, the deligh t... oh ... 
the enjoyment!

Subject You are trying to sell yourself to me but you forget that I am experienced
55 in these matters. Besides, I already have you ... [.Deviously] You must have

realised that, in previous days, I have come here with a camera and have 
taken photographs of you ... I am not going to deny it. I like you, I think 
you are pretty and interesting, but no more than that. There are other 
ways of satisfying whatever it is that I am feeling, other ways than having  

60 you ... These screens - the glass in the shop, and the one of the camera
lens, both separating us are important, vital even. They keep us apart, 
but also bring us together visually, if we both adopt the right position.21 y

Object in te rru p tin g  her f lo w  before she launches into an exegesis o fL a c a n ’s

experim en t o f  the inverted  bouquet] I am no philosopher, no wise object. I 
65 am a simple platinum and diamond ring. But even/know  that images,

however well thought through, constructed, and executed, never fill the

244. In I lie section on commodityfetishism of the first volume of Capital, Marx writes: ‘I  lie mysterious 
character of the commodity-form consists therefore simply in the fact Lhat the commodity reflects the 
social characteristics of men’s own labour as objective characteristics o( the products ol labour 
themselves, as the socio-natural properties of these things.’ (p. 164). in my work, the commodity named 
Object, also adopts another socio-natural characteristic of men, namely speech. Object: speaks like a 
person, a seducer, with a certain reference to the character of Valmont in Les Liaisons Dangereuses.

245. Because if purchased, had, worn, they are no longer commodities.
246. There is a third screen in this relationship, which neither Lhe object nor the subject identifies: the 
screen of  the gaze, as explained by I .acan in Seminar XI, and as explored in the previous section of this 
chapter. Lacan, Four Fundamental Concepts, pp. 91-119.
247. Willi the attention back on Lacan’s optics and his experiment ol the inverted bouquet, we return to 
the first step of the self-reflexive methodology -  recognition.
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p lace  o f  lhe m odel, o f  lhe th in g  they are  d ep ic tin g .248 T h e  satisfac tion  they 

p rovide, if  any, is always tem porary  an d  vacuous. H ave you ever know n 

any fu lfilled  co llec to rs  o r artists?249 W h e th e r  the  im ages you  Look o f m e 

70 live in  y o u r p ocke l, sc rapbook , w all o f  y o u r h o m e  o r the  a r t gallery, they

w ill n e v e r  assuage y o u r d esire , fo r th is is w hat all th is is about.

Subject Not all images are representation, you are being reductive there. Consider 
Marcel Duchamp. However much you want to think of E ta n t donnes as 
representation, it provides the viewer with much more, most of which is 

75 unutterable, and has no place in language. Some of the experience of
e n c o u n te r in g  it  is in effab le  ... W h a t y o u  a re  p ro p o s in g  to m e, th a t I follow  

every  w ord  y o u  say, h a p p e n e d  to m e once . I t  w as in  an  a r t gallery. I t  w as 

in te n se , an d  w o n d e rfu l, an d  an  eye o p e n e r  (literally, o f  course). B u t also 

h e a r t  w ren ch in g . I was im p o te n t, I co u ld  n o t do  an y lh in g  a b o u t it  o th e r  

80 th a n  see  m y se lf fall. P a r t  o f  th e  p lea su re  w as taken  in  th e  fall, b u t  it  is still

a  fall, a n d  it still h u r ts . I tu rn e d  to p h o to g ra p h y  to b e  ab le  to look  a t w h a t 

h a p p e n e d  Lo m e .2j0 I n e e d e d  to u n d e rs ta n d . I know  I m ay b e  tak ing  o u t 

so m e  o f  th e  th r ill o f  th e  ac tua l e n c o u n te r  b u t, a fte r la s t tim e, I n e e d  som e 

k in d  o f  p a ra c h u te  -  th e  p a ra c h u te  o f kn o w led g e , o f re se a rc h , o f  an  

85 in v e s tig a tio n . I am  n o t  say ing  th is  is safer. F a r  from  it. I t  is ju s t  a little

m o re  c o n tro lle d . I am  still ju m p in g , a n d  ju m p in g  fro m  a g re a t h e ig h t. 

M o reo v er, w a lk in g  a ro u n d  w ith  m y  cam era , I h o p e  to re p lic a te  so m e  o f 

th e  e x p e rie n c e ; firs l, fo r  m yself, m ain ly  th ro u g h  d o in g , a n d  th e n , fo r 

o th e r s , th ro u g h  see in g . In  th e  im ages I have  tak en  o f  y o u , in  th e  sam e w ay

248. Could lhe object be talking about Freud’s Dew Ding and Lacan’s a gal mat'objetperil a, which 1 
examined in the previous chapter?
249. For an analysis of the [dissatisfied] desire of collectors, see Jean Baudrillard, ‘A Marginal System: 
Collecting’, in The System o f  Objects (Le systeme ties objets [1968]), tr. by James Benedict, London: Verso, 
1996, pp. 91114 .  Me wonders whether collections are ever meant to be finished and whether the last 
object in a collection is not lhe collector him/herself, lie qualifies collecting as a ‘discourse addressed to 
oneself’’ (pp. 113-114). l ie also links it to perversion. 1 will explore the position of the pervert in relation 
to objects of seduction in chapter five. Waller Benjamin also considered collecting, notably in 
‘Unpacking my Library: A talk about Book Collecting’ (ll.luininaUons: Essays and Reflections (Illnnunationen 
[1955]), tr. by Harry' Zohn, New York: Schocken Books, 2007 [1969], pp. 59-67). In her paper " 1 he 
Politics of  Friends’, lislher Leslie linked this activity to a German proverb, which fascinated Benjamin 
who tilled so one of his essays, Einnuilis Keinmul (Once is as good as never). She mentioned that 
Benjamin thought of  collecting as a Sisyphus task, stripping things of their commodity character by 
possessing them, a kind of lover’s value, she said. Transmission: Hospitality [conlerence], Sheffield l lallam 
University, 1- 3 July 2010.
250. Serge Tisseron argues that photography has made discourse possible, especially in relation to 
illnesses, by liberating the look from horror and shame through constructing a protective screen 
between the illness and oneself and, thus, facilitating its ‘introjection’ first in medicine, then in society. 
Tisseron, Ln Chantbre c/a ire, p. 24.
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90 as with Ducham p, I have included m yself in the picture plane.251 Our

encounter is also a matter o f narcissism, not only desire. And there is also 

the matter o f the fetish object to consid er...252

Object II you want me to know about Ducham p, I will, I can be pliable, as m uch

as you want, in fact. I’d do and be anything you want me to, so long as you 

95 surrender your will to m e.M I’ll be your fetish if  that is what you want.

That is the deal I want to propose to you. After all, it is your void I am 

reaching towards. You are right in thinking this is about narcissism: it is 

all about you, as you say, but in order for this to be realised, in order for 

this to be a matter o f getting rid o f that itch, o f filling out that lack at your 

100 core, o f touching you,2o<1 you need to give up representation, all my rivals,

everything else, and fall for me.

Subject I suppose you are right in asking me Lhat. [.Pitifully} You have a displayed

price, so I could impulsively open that door and have you, buy you. The 

fact that I can do just that is the downside o f your situation. E ta n t donnes 

105 never dem anded o f me what you are because it was not even within the

realm o f possibility. I could never have it. It could not talk to me until I 

got there, w hen I finally travelled to Philadelphia -  remem ber it took me a 

few years betw een the first call, in a generic library book on m odern art, 

and my encounter -  it addressed me with the voice o f a siren, or a snake

2 5 1. As seen  in my introduction, one can only access the scene in D ucham p's Elant:donnes through the 
peepholes in the Spanish  door. T his has the effecL o f  making the viewer se lf conscious to the point Lhat 
one sees o n e se lf  look ing through the peepholes and, by extension, becom ing part o f  the work o f  art. 
Lacan argued that the anam orphosis in flans H olbein’s painting The Ambassadors (the use o f  the 
geom etral d im en sion  o f  vision) also captures the view er within the painting, as if il was a trap. Lacan, 
Four F undam en ta l Concepts, p. 92.

252. T he matter o f  the fetish object is explained in chapter one, in the d iscussion  around Marx and 
Freud’s different conception  o f  the term. T he subject here relers mainly to Marx’s view' but, in the 
nature o f  the dialogue, there is scope for the pathological, as described by Freud, in Feiislusm. I his, 
how ever, would only com e about after the m om ent ol seduction , and after the recording ol the dialogue, 
an apres coup.

253. T he ring keeps telling the subject it w'ill be whatever she wants, but what does the ring really want:’ 
W. J. T. M itchell asked ib is question . His answ er was to be looked at, desired. ‘W hat do Pictures 
‘‘R eally” W ant?’, October, vol. 77, Sum m er 1996, pp. 71-82 . I return to this question  and M itchell s view  
in note 43d.

254. In his ‘Preface to the Translation o f  B ernheim ’s Su ggestion ’ (in IT Bernheim , Die Suggestion und  
dire H edw irkung  [1888]), SE  1, pp. 73- 87, Freud wi'ole: ‘W hat distinguishes a suggestion from other  
kinds o f  psychical in fluence, such as a com m and or the giving ol a piece ol inform ation or instruction, is 
that in the case o f  a suggestion  an idea is aroused in another person ’s brain w hich is not exam ined in 
regard to its origin b ill is accepted just as though it had arisen spontaneously in that brain, (p. 82) Is this 
not whaL the object is trying to do?
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110 charmer.2'’'’ I did not understand the work (in space, construction or
meaning) and wanted to know. I did not realise that, through the process I 
was going through, I was being elevated to be dropped, brutally, as soon 

as I tore my eyes away from the peepholes. I kept going back Lo the room, 
until closing time. Just one more time, I said to myself. The promises the 

115 work made me ... But I am being led astray by my thoughts and we arc
mixing art and consumption, although I know that, occasionally, they may 

be parL of the same phenomenon. The reason why I chose you, as a 

subject for my photographs, is simple: walking through the arcade every 
day, I realise you operate a little like a work of art, a paradigmatic one, at 

120 that. Just Y\kcEtant donnes. The power you have over me is scopic. With
you, it is all about seeing, and not seeing. You blind me, you call me and 

you make me look at you. Yet, you are distant, unattainable, impossible 

for me to obtain fully, even if I purchased you. My experience o f you is 

purely aesthetic, visual. I contemplate you. Perhaps Duchamp was also 

125 drawn in that way to the woman’s body,2’6 or the cow’s skin, or the whole
scene. You have meaning, which, of course, with the help of my cultural 

determination, I assign. You make me think of bad things, of touching 

you, of stealing you. And I know that most of it is due to the fact that you 

are displayed in a particular way, with special lighting, with distinct 
130 surroundings. You are curated, in a way.2-’’’ [Surprised, as i f  realising it fo r

the first time] And that is exactly what I aim to do, with my images.

255. S i re n s  and  c h a rm e rs  are two o f  the s tereotypical seductive  characters ,  a cco rd ing  to R o b e r t  G reene  
(Art o f  Seduction , pp.  5 16 and  79-93). O th e rs  include  tiie rake, the ideal lover, the dandy, the natural,  
the  co q u e t te ,  the  char ism at ic  a n d  the star. G reen e  also develops a typology lor the an ti -seducer ,  and 
e igh teen  d if fe ren t  s te reo types  o f  s e d u c e r ’s victims. As m en t io n ed  above, he has also genera ted  a 24-step 
sed u c tio n  process ,  wh ich  1 will look at in c h a p te r  live.

256. Jean -M iche l  R aba te ,  a m o n g  o thers ,  m akes a c onnec tion  be tw een  the body m  S la n t donnes and  the 
m u rd e re d  b ody  o f  the  Black Dahlia  (Rabate, A r t a n d  Crime, pp. 33-77), which  is d ism issed  by Michael R. 
Taylor  in favour o f  a link to the  [live] body  o f  Maria Martins, D u c h a m p ’s lover (Slant donnes, pp. 194- 
197). By ch an c e  -  as the link has n e v e r  been  es tab lished  -  1 found  a p h o to g rap h  by H e n r i  Cartier- 
B resson, Ita ly , 1933, w h ich  D u c h a m p  m u s t  have seen, d ep ic t ing  a fem in ine  body  in a similar  position 
(a llbough su b m e rg e d  u n d e r  water) and w hose  head  has also been left o u t  ol the p ic ture  plane. P e rh a p s  it 
is th a t  precise  posi t ion  o f  the  body  th a t  h a u n te d  D ucham p:’

257. T h e  subject, h e re  is m ere ly  ob se rv in g  tha t  w h o e v e r  d isplayed the object,  took som e  decisions as Lo 
the  aes the t ic s ,  the  narra tive ,  th e  s u r r o u n d in g  objects, the  lighting, the  d ressing ,  and  the care ol it. 1 he 
su b jec t  is no t  p ro p o s in g  tha t  w in d o w  d ress ing  is co m parab le  to curating.
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O bject A rt never satisfies,2'18 you know that. It does no t even prom ise to do so. It 

may give pleasure, som etim es, b u t you also spoke of a certain pain  and 

loss. I, on the o ther hand , I can deliver on w hat I am prom ising you ...23u

135 S ub ject Resisting, taking a step back as i f  the floor separating her and the object was

hot] You are no t the only precious thing, you know? You are 

underestim ating  my pow er to create -  and fram e -  images and objects ... I 

could have you, if  I w anted to ... In  fact, how do you know I do no t 

already have a b e tte r  object than you, fully m ine and ju s t no t

140 conspicuously displayed? [Changing her position completely, walking towards

the object again, slowly, inviting] How do you know I am n o t replacing you 

for an o ther? You have no t seen my images of you; maybe you will fall for 

them  too, for the perfect illusion they create of a universe in w hich you 

and I are suspended  in that eternal world o f love at first sight ...

145 O bject \With confidence, as if, fo r  a long time, it had been waiting fo r  the opportunity to

say these words] W hen  I hailed you, you looked, as if you had  been 

expecting this encounter. I have been  observing you for some time and, 

every m orning, on your way to work, you come through this arcade even 

though  it lengthens your journey. I have noticed the way you look at me.

150 You do it covertly, w ith the co rner o f your eye, or w ith an excuse. You

have pho tographed  me a few times, draw n me m any others. ’You want me. 

You may have jew els at hom e; sentim entally or financially valuable, no 

doubt. Still, there is a specific quality in m e you desire. [Glinting more than 

ever] You w onder w hat it w ould be like to have me, to possess me, to wear

155 m e, to show me to o ther people.'200 How will it make you feel? You will

walk taller, appear m ore beautiful, m ore elegant, m ore sophisticated, 

m ore appealing. You have visualised what it will be like to touch me for 

the first time, a touch of recognition, no doubt; you have an idea of my 

weight, of my shape in your hand , and the tem perature ol my metallic

258. Sharon Kivland, A rt and  Psychoanalysis [seminar lectures], Shelheld  1 lallam University, October 
2005--February 2006.
259. Fulfilling prom ises made in relation to espousing value or connections to personal goals is, 
according to Julie Khaslavsky and Nathan Shedroff one of eight characteristics ol seductive objects.
They stuily these in the context o f cap to logy (computers as persuasive technolog}') and Philippe Starek s 
lemon squeezer Juicy S a / i f  Khaslavsky and Shedroll, Seductive Experience. 1 examined Juicy S a /ij as a 
seductive object in relation to Lacan’s objet. petit a in ‘Juicy Sal if .
260. l h e  object is appealing to the subject’s fantasy, and in turn, to the scene, fantasies and scenes have 
fixed visual qualities (bringing us back to the still), as scenarios to stage desire. As such, they also lullill a 
protective quality. Evans, Introductory Dictionary, p. 60.
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160 body. You have though t of me in relation to your clothes, your shoes,

your bags, those o ther jewels. A nd the difference with those o ther things 

is that I am no t one m ore item  on that list. I am the pivotal piece around 

which everything else circles.

S ub ject [A different, shade o f  red from  that o f  winter’s cold on the cheeks... Blushing, as

165 i f  she had suddenly discovered the object could access her innermost thoughts]

O bject W ho knows w hat could happen  for you if those thoughts becam e a

reality. W ho could you be, who could you m eet, where could you go? In 

w hich ways could you th ink of yourself? But to know what lies ahead, to 

m ake it a reality, you know w hat you need to do ...

170 S ub ject [Groan. Sigh. Moan. Lament. Still speechless. She produces a. symptom, akin to

the hysteric ’s loss o f  speech or a little object, such as a bone, stuck in her throat}161

hhhhhHHhHHHliHhhhhimhhHHHhhhh
H H H H HhHH W hH W hW hHHH hwW www whWWhhhWWHWhhhWHHWhhwhvvh

M i
HHHhgHEgegGGGGgggGGHHEgJAIA.l\-eggeggheggeg

G„

W H W H H  W WWWhwhwhwhHWhWh W hW  W H  WhW h Ww whh

zRRRe

z wGhgZhZhWwlxxz M — U  ▼ ▼ Tgzzz

Hh„
261. In The Plague ojFantasies, Zizek writes:  ‘O r  w ith  r e s p e c t  to t ru th :  the  Real qua t r au m a  is n o t  lhe  
u l t im a te  ‘u n s p e a k a b l e ’ t r u th  w h ich  the  su b je c t  can a p p r o a c h  only  asym ptotica lly ,  b u t  th a t  w h ic h  m akes  
every  a r t i c u la te d  sy m b o l ic  t r u th  fo reve r  “no t-aU ”, failed, a b o n e  s tu c k  in the  t h ro a t  ol the  sp e a k in g  b e in g  
w h ic h  m ak e s  it im p o s s ib le  to “ tell e v e ry th in g ”’. The Plague o j Fantasies, L o n d o n :  V erso ,  2008 (1997), p. 
277. Zizek f u r t h e r  e la b o ra te s  th is  in “ G rim ac es  o f  th e  Real, o r  W h e n  th e  P h a l lu s  A p p e a rs  {Rendering llie 
Real, October, Vol. 58, A u t u m n  1991, pp . 44- 68). H e  analyzes sc rea m s  in film, with p a r t icu la r  r e fe re n ce  to 
Se rge i  E i s e n s te i n ’s Battleship Potemkin, Alfred  H i tc h c o c k ’s lh e  Birds arid lh e  Alan Who Knew lo o  Much, 
a n d  E d w a rd  jVlunch’s p a in t in g  The Scream . He writes: "what is “s tu ck  in the  th ro a t  is precisely  the  voice 
q u a  o b jec t ,  th e  vo ice  lh a t  c a n n o t  h u r s t  ou t ,  u n c h a in  itsell a n d  th u s  e n t e r  th e  d im e n s io n  ol subjectivity .  
[...] th e  e x em p la ry  case  o f  the  voice  q u a  o b je c t  is a voice lh a t  re m a in s  si lent ,  a voice  th a t  we do not. hear 
(p. 49). I le classif ies s c re a m s  in th e se  w o rk s  a n d  re la tes  o n e  k ind ,  a s c rea m  vocalised with deferral 
e v id e n t  in F ra n c is  f o r d  C o p p o l a ’s The Godfather Par!'.Ill -  to sell-re liexivily ,  as th e  sc ream  is on ly  heard  
w h e n  th e  v iew er  p e rce iv ed  ils s i len ce  (p. 50).
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O bjec t [Excited\ I w ould sh ine  so m uch , I w ould  b lin d  you, like Elant. donnes, w ilh

lhe d ifference  tha t you  w ould  be able lo carry m e w ith you, look at m e 

w henever you w an t.262

175 S u b jec t [She returns, transform.ed\ Yes.

O b jec t [More quietly} You know  how  p recarious this s itua tion  is; you know  from

experience , I w ould  ven tu re  to say, how  quickly it can all change. W h a t 

we have is special. T h is k ind  o f fit is d ifficult to find. I am w h a t you  are 

look ing  for, y o u r com pletion . I am  w hat will give you  streng th  w hile still 

180 puzzle you. I am  w hat will m ake you m ove and  act (if n o t act out). I am

w hat you  fear, and  w hat you w ant, w hat you  fear-you-w ant.

A t  the trigger o f  the sound o f  the word f e a r ’ she regains some o f  the ground, as i f  her 

revealed weakness and  the object’s confusing words had  given her a strength she d id  not 

know she had, an understanding o f  the pow er she holds. She composes herself breaths deeply 

185 and  looks straight into the je w e l’s eye. She arranges the position o f  her fe e t  to show the fu l l

effect she knows she has, fro m  previous charm offensives she had  undertaken.

S u b je c t A re you  n o t speak ing  y o u rse lf from  a position  o f desire? O h ... Excuse my 

in te llec tualis ing . W h a t I m ean  to say is tha t I also sense fear and  w anting  

in  you. I can tell by the way you look at m y h ands w hen  I m ove them  to 

190 m ake m y p o in t ... T hey  possess fealu res tha t captivate you; perh ap s, the

possib ilities they con ta in , the skins and  textures they touch, the places 

they go to. I th ink  you  w ould do any th ing  to com e w ith m e ... Is it n o t you  

w ho desires m e, ra th e r  than  the o th e r  way round? F o r you  to leave the 

w indow  w ould  he to transgress. You d ream  o f th ings and  sensations you 

195 have only h ea rd  ab o u t thus far. [Excited about her realisation] W arm  flesh

262. In his novel Hopscotch, Julio Corlazar recounts a similar slory -  also one o f seduction -  involving a 
screw: ‘In one o f  his books Morelli talks about a Neapolitan w ho spend years sitting in the doorway ol 
his house look ing at a screw  on the ground. At night he would pick it up and put it under his mattress. 
T he screw  was at first a laugh, a jest, a com m unal irritation, a neighbourhood council, a mark ol civil 
duties unfulfilled , finally a shrugging o f  shoulders, peace, the screw was peace, no one could go along  
the street w ithout looking out o f  the corner o f  his eye at the screw and leeling  that it was peace. I he 
fellow  drop dead o f  a stroke and the screw disappeared as soon as the neighbours got there. One ol 
them has it; perhaps lie takes it out secretly and looks at it, puts it awav again and goes oil Lo the factory 
feeling som eth in g  that lie does not understand, an obscure reproval. I le only calms down w hen he Lakes 
out the screw and looks at it, stays looking at it until he hears footsteps and has to put it away quickly. 
Morelli thought that the screw must have been som eth ing else, a god or som eth ing like that. I oo easy a 
solution . Perhaps lhe error was in accepting the Iact that the object was a screw sim ply because it was 
shaped like a screw. Picasso takes a toy car and turns it into the chin ol a baboon. 1 he Neapolitan was 
m ost likely an idiot, hut he also m ight have been the inventor ol a world. I1 rom the screw to an eye, from  
an eve to a star . . . ’ Julio Corlazar, Hopscotch (Rayueltt [1963]), tr. by Gregory ltabassa, London: Harvill 
Press, 1998, p. 376.
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you will su rround  in your circle, the touch of ha ir ... oh ... hair! And 

sweat! No, no, it is you. that wants me.

O bject Maybe it is no t so simple, maybe it is no t a m atter of position, as you

m entioned  before, b u t of flow of som ething ineffable -  call it energy,

200 sparkle, desire ... T hat is w hat makes us a perfect m atch. I adm it that you

are attractive. A lluring things like me tend to pick bew itching peop ...

Sub jec t [Cutting right in, sarcastic and in control, pretending to hare had enough]

Bewitching, nonetheless! Sorry, I am no t convinced by your com plim ent.

‘You wdl do everything I  tell you ’ Well,  it seems that she is thinking it will be exactly the 

205 opposite way round. She begins to walk away, sure that the tide is changing and the object

will soon be imploring her. She wants it.

ObjecL Y ou’ll come back.

She comes back.

Subject [Perplexedat the insolence] Excuse me?

210 O bject Sorry for being p resum ptuous buL I did think you would come back. If 

n o t now, you would have calm ed dow n while at work, and realised going 

away was a m istake because you need  me. You have always done so, since 

you were a child and used to play w ith your m other’s jewellery, 

p re tend ing  to be a diva, an operatic Grande Dame, a Prima Ballerina. D on ’t 

215 you th ink I know?

The subject is paralysed again but, this time, she does not have the rosy cheeks induced by her 

firs t arrest, or the redness o f  shame o f  the second. She is white, colourless. Still, there is fire  in 

her, a pale fire. She is also beginning to weep. A s her defences seem to crumble at the mention 

o f  her childhood and her fantasies -  a combination that represents her Achilles tendon -  the 

220 object takes its chance. I t  is experienced in the art o f lures and, like in. the last stage o f  a.

bullfight, it goes fo r  the fin a l thrust. For both o f them, this could, be a. matter o f  life and death.

O bject [Compassionately] Come, come. Get closer, crouch down. D espite the

screen that separates us, or perhaps because of iL, you can see w hat it will 

be like for me to be yours [thinking to itself: and you, mine ...]. I prom ise you 

225 relief, and pleasure. Do it, now or never.

Subject [Surprised at her sudden decisiveness, confident o f her step, as i f  it was her who 

was in control, not. reluctant a t all, remorseless. Still, a little tired and defeated, 

powerless. She does not like to be seen crying mpublic.] You arc right; I give
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230

in. I w an t you; I have w an ted  you  since I first saw you  in  one  o f m y idle 

walks. S ince  th en  ... I t was a m a tte r  o f  Lime ... Ju s t m ake m e yours.

O b jec t No, no . M ake me yours.

Very close by, a bell is audible and, as the shop door opens, a, bright light blinds the 

detective’s eyes.
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CHAPTER FOUR

THE A RTIST, THE ANALYST AND THE DETECTIVE

I love you, but, because inexplicably I love in you som ething 

more than you -  the objetpetit, a -  I mutilate you.203

T H E  FO R E N SIC  G A ZE O F T H E  A R T IST , T H E  ANALYST AND T H E  D ETE C T IV E  

I am an artist of detection, an analyst of clues. I double up, threefold, alternating 

betw een the positions of the artist, the analyst, and the detective.264 They are not all 

that different, anyway.263 They share characteristics in relation to training,266

263. Lacan, Four Fundamental Concepts, p. 263.

264. T hese positions are, o f course, rem iniscent of W aiter B enjam in’s figures o f the city in The Arcades 
Project:, the flaneur, the man with a sandwich board, the rag-picker; and also Susan Buck-Morss’ 
arcliaeological-detectivesque reconstruction  of B enjam in’s work. Benjam in, The Arcades Project; Buck- 
Morss, The Dialectics o f Seeing. The similarity betw een W alter B enjam in’s figures and the artist, the 
analyst and the detective comes from the fact that these are no t characters, bu t positions with specific 
roles and characteristics, w ith agency w hich, in this way, en ter the social realm. This is, of course, 
related to Lacan’s theory of the fo u r  D iscourses, as 1 introduced in chapter two and revisit in chapter 
five.

265. D espite the lack o f lite ia tu re  exploring this three-way analogy (apart from H enrv Bond’s PhD  thesis 
and its ensu ing  book -  D oubly I  ascribed. Objects and Lacan at the Scene -  and Sharon Kivland’s work A 
Case o f  Hysteria, L ondon: Book W orks, 1999) I have explored correspondences betw een each of the three 
paii's. Parallels betw een analysts and detectives have been examined by Michael Shepherd , Patrick 
F rench , Slavoj Zizek in his study on film detection, Bruce F ink and Lacan himself, with an analysis of 
Poe’s story ‘T he Purlo ined L etter’ (Michael S hepherd , Sherlock Holmes and the Case o f  Dr. Freud,
London: Tavistock, 1985; French, Open Letter; Slavoj Zizek, Looking Awry: A n  Introduction, to Jacques 
Lacan through Popular Culture, Cam bridge MA., London: MIT Press, 1991; Bruce Fink, The Psychoanalytic 
Adventures o f Inspector Canal, London: Karnac Books, 2010; Jacques Lacan, ‘The Purlo ined L etter’, in 
Seminar IT, pp. 191-205; Jacques Lacan, ‘Sem inar on the Purloined L etter’, in F ails, pp. 6-48. The 
sim ilarities betw een a rt and analysis, which. I explored in the previous chapter, have been looked at by 
many au thors, including Kivland and du By [In the Place o f  an Object), and Parveen Adams [Mary Kelly). 
A rt and detection  is (he central object o f study in, am ong others, Ralph Rugofl’s work on the scene of 
the crim e (Scene o f  the Crime), and llaba te ’s study on art and crime (Art and Crime). Slightly peripheral but 
still related to the links between detection and psychoanalysis, through its case studies, is the work of 
Georges D idi-H uberm an, Patrick Mahony and Anthony Sladlen. D idi-M uberm an presents photographic 
evidence and a convincing case around the perform ative elem ents of hysteria in Invention of Hysteria: 
Charcot and the Photographic Iconography ofthe. Salpelriere (Invention de TT/yslene [1982]), tr. by Alisa llarlz, 
Cam bridge, MA. and London: MIT Press, 2003. S ladlen and Mahony both work on F reud’s case 
histories, especially Dora. S tad leu ’s work focuses on an investigation of the people behind the 
pseudonym s, w hereas Mahony’s argum ent centres on F reud ’s practice and his translereneial relation to 
Dora (Patrick Mahony, Freud's Dora: a Psychoanalytic, Historical, and 'TextualStudy, New Haven, CT., 
London: Yale University Press, 1996; A nthony S ladlen, 'D ora’s illness’, The Tunes Higher education 
Supplement, 14 June  1985. S ladlen has mainly conducted his research through his Existent ltd. 
Psychotherapy & Timer Circle Seminars, available front < http://antlionystadlen.blogsitot.com /> [accessed 
25.09.10] and recently participated in a radio program m e exam ining Dora’s case: Marya Burgess, Dora: 
The Girl Who W alked Out On Freud [Radio Programme], first aired on W ednesday 1 Septem ber 2010 at
11:00 on BBC Ratlio 4, available from < http://w ww .bbe.co.uk/program m es/b00tjl56 > [accessed 25.09.10]).

266. T he question of training to be an analyst has been long debated in the field, starting with F reud and 
Lacan. T he latter set up the controversial pass, a system by which a panel would decide on the 
com petency o f the analyst.. Sim ilarly, one could ask the question, w hat makes an artist, or a detective:’
All three professions need a level o f training -  in drawing, perhaps, or the use ol equipm ent, or

[F o o tn o te  con t inues]

http://antlionystadlen.blogsitot.com/
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tran sfe rence  and  the acqu isition  o f know ledge,267 the task I have at h a n d  and  m ust 

n o t forget. L e t m e recap  on  w here  I am: there  is a su spec ted  crim e, seduction , and  I 

m u st g a th e r en ough  m ateria l to p u t forw ard a case tha t will show  its fu n c tion ing  

th ro u g h  w orks o f art. f  o r that, I have set up  a n u m b er o f visual and  aud ito ry  traps, 

o b ta in in g  evidence. 1 will now  p ro ceed  to de tec t the w orkings o f seduction , 

co n d u c tin g  m y analysis by b reak ing  the d ialogue and  the p h o to -b o o k  -  the evidence -  

in to  constitu tive  parts  w ith  the he lp  o f m y tool, the self-reflexive m ethodology. This 

will req u ire  m e to take an  inqu isitive  a ttitude , to tu rn  a forensic  gaze268 to w hat I have 

in  fro n t o f m e.

Before this, I w an t to o u tline  the context, to give you general lines o f w ho m y peers 

are, an d  how  they w ork, so I can estab lish  my creden tia ls. I will show  you I am  the 

r ig h t p e rso n  fo r th is task. My w ork com es from  a long line o f m etaphysical 

p ro fessionals since o u r activity was recogn ised  after the m u rd ers  o f the R ue M orgue 

w ere solved:260 from  C. A uguste  D u p in , S herlock  H olm es and  F a th e r  Brow n, to

h is to rica l issues in th e  lield  -  b u t also re q u ire  th e  exercise o f  a fresh  perspec tive  in  p rac tice  an d  thus 
fo rg e ttin g  a lo t o f  w h a t has b een  lea rn ed  in o rd e r  to be ab le  to a tta in  a p o sitio n  o f ‘n o n -k n o w led g e’, o r  to 
be  o rig inal, o r  to th in k  o u ts id e  o f  a given fram ew ork . See, fo r exam ple, F re u d ’s n o tion  o f evenly hovering  
all.enl.ion, w h ich  I in tro d u ce  la ter. T h e  tra in in g  o f  th e  detec tive  m ay seem  a t o dds w ith  th a t o f  th e  analyst 
an d  the  a rtis t, as th e re  is no  fram ew ork  for ‘de tec tive  s tu d ie s ’ cu rren tly  b e in g  offered  -  a lth o u g h , 
arguab ly , fo rensic  sc ience  co u ld  be a valid  ro u te  fo r th is p ro fession  -  and  m o s t detec tives lea rn  on the jo b . 
Yet, a paralle l cou ld  be e s tab lish ed  be tw een  first, k now ing  -  the use  o f  the eq u ip m en t, how  to d e tec t if 
so m eo n e  is fo llow ing , h ow  to h id e , the w e ig h t o f  a ch a rg ed  firearm , w h o ’s w ho in a case -  an d  th en , 
fo rge tting , in  o rd e r  to see w ith o u t m ak ing  a ssu m p tio n s  o r  b r in g in g  p erso n a l h is to ries  an d , thus , find  the 
c lues to solve the  case.

267. W h a t does o n e  do w ith  the know ledge acq u ired  th ro u g h  analysis, the  exercise  o f  d e tec tio n  and  
in s ig h ts  g a th e red  in  the e n c o u n te r  w ith  a w ork  o f art? D any N obus and  M alcolm  Q u in n  a rgue  th a t 
k now ledge  itse lf is n o t co n stitu tiv e  o f  psychoanaly tic  pracLice, bu t, ra th e r, its failure [KnowingNothing).
In In  the Place o f  an Object, D any  N obus w rites: ‘T rad itio n a l p sychoanaly tic  f ish in g  involves th ro w in g  ou t 
a huge  n e t w ith  th e  sm allest o f  m esh es  in o rd e r  to ca tch  as m any an im als as possib le . A  d iffe ren t style ol 
p sychoanaly tic  fish ing  involves re leas in g  all the an im als in o n e ’s n e ts  and  investiga ting  th e  re s id u es. File 
d iffe ren ce  is th a t in th e  first case, o n e  is d esp era te ly  try ing  to catch  the an im als , w hereas in  the second  
case o n e  is m erely  try ing  to catch  d ir t.’ (p. 109). In th is investiga tion , 1 am try ing  to ca tch  d irt, no t 
an im als; th e  c lues a re  in  th e  re s id u es  o f  sed u c tio n . ‘T h e  U ncanny  D isp lacem en t of P ro tec tion  A nalytic 
R eflec tio n s on “O rn a m e n t in  the field o f  v is ion’” , in K ivland and  d u  Ry (eds), In  the Place o f an. Object, 
JC F A R , pp. 97 -109.

268. M ariana  V alverde iden tif ies  th e  key fea tu re  o f th e  fo rensic  gaze as ‘the close a tten tio n  to the 
physical traces left n o t only  by crim inal activity b u t by everyday activity on  p eo p le ’s b od ies  and  c lo thes, 
on  floors, w alls, g a rd e n s  and  o b je c ts ’ (‘T h e  A uthority  o f  the D etective an d  the B irth  ol the fo re n s ic  
G aze’, in L aw  a n d  Order: linages, Meanings, Myths, L o n d o n : R o u tled g e , 2006, pp. 77-89, p. 83). 1 lie term  
‘fo ren sic  gaze’ has been  used  in re la tion  to a rt by, am o n g  o th e rs  C arlo G in zb u rg  in his study  ol G iovanni 
M orelli’s critical m e th o d , Jean  M ichel R aba le  in h is analysis ol A tg e t’s p h o to g rap h s  ol Paris , an d  R alph  
R u g o ff in th e  co n cep tu a lisa tio n  o f  h is exh ib itio n  Scene o f the Crime (Carlo G inzburg , ‘M orelli, f  reud  and  
S h e rlo ck  H olm es: G lues and  S c ien tif ic  M eth o d ’, tr. by A nna Daviu, H istory W orkshop, No. 9, S p ring ,
1980, pp . 5 -36 ; R aba te , A rt a n d  Crime, pp . 78-110; R ugofl, Scene o f  the Crime).

269. F d g a r A llan P o e’s D u p in  trilogy (‘T h e  M urders ol the R ue M orgue’, 1841; ‘ 1 he M ystery ol M arie 
R o g e t’, 1842 and  ‘T h e  P u rlo in ed  L e tte r ’, 1844) is seen  as th e  b ir th  ol th e  analy tic  detec tive story, m ore 
on  w hich  later, f  o r  analyses o f  P o e ’s narra tives, see P atric ia  M erivale an d  S u san  E lizab e th  Sw eeney

[Fout note con li n ues)
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P h ilip  M arlow e, L ie u te n a n t C o lum bo , H ercu les  P o iro t an d  m any o th e rs  . . .2'° h u t  I am  

ju m p in g  th e  g u n , h e re , how ever. L e t m e exp lain  to you w hat th is te rm  -  m etaphysica l 

d e te c tio n  -  m eans .

T h e  n a m in g  con ics from  s tu d ie s  c o n d u c te d  by P a tric ia  M erivalc an d  S u sa n  E lizab e th  

S w eeney  w ho w rite:

A  m e tap h y sica l de tec tiv e  sto ry  is a tex t th a t p a ro d ie s  o r  subverts  
tra d it io n a l d e tec tiv e  sto ry  co n v en tio n s  - s u c h  as n a rra tiv e  c lo su re  an d  th e  
d e te c tiv e ’s ro le  as su rro g a te  r e a d e r -  w ith  th e  in te n tio n , o r  a t le a s t th e  
effec t, o f  a sk in g  q u e s tio n s  a b o u t m yste ries o f b e in g  an d  k n o w in g  w h ich  
tr a n sc e n d  th e  m ere  m a c h in a tio n s  o f th e  m yste ry  p lo t. M etaphysica l 
d e tec tiv e  s to rie s  o ften  e m p h a s ise  th is tr a n sc e n d e n c e , m o reo v er, by 
b e c o m in g  sclf-reflcx ive  (th a t is, by re p re se n tin g  allegorica lly  th e  tex t’s 
o w n  p ro c e s se s  o f  c o m p o s itio n ).2/1

T h u s , th is  is th e  s t ru c tu re  o f  m y n a rra tiv e : a self-reflex ive  p ro cess  (a lth o u g h  in  a m o re  

c o n c re te  way th a n  th ro u g h  a n  a llegory , fo r th is  n e e d s  to a ffo rd  m e  a d eg ree) th a t 

n a rra te s  sc lf-rc flcx iv ity . I t  is in  th is  gam e o f  m irro rs , b e tw e e n  th e  o b je c t a n d  th e  

su b je c t, th a t  I  h o p e  to trap  se d u c tio n , to d e te c t a n d  c a p tu re  it in fla g ra n te  delicto , th a t  

is, s e d u c in g .

P a tr ic k  F re n c h  h as a r t ic u la te d  th e  w o rk  w e do  (th a t o f  d e te c tio n )  as a play b e tw e e n  

tr a n s fe r e n c e  a n d  in te rp re ta t io n  -  w h ic h , g o in g  b ack  to th e  p a ra lle l c h a ra c te r is tic s  o f  

a r t  a n d  a n a ly s is  .1 d is c u s se d  in c h a p te r  tw o is very a p t in d e e d . H is sca le  f in d s , a t th e

(('(Is), D etec tin g  'Texts: T h e  M etaphysica l D etective S to r y  fr o m  Poe to P ostm odernism , P h i l a d e lp h ia :  Univers ity  
o f  P e n n s y lv a n i a  P res s ,  11)1)1); a n d  J o l m  T .  Irw in ,  T he M ystery  to a Solu tion: Poe, Borges a n d  the A n a ly tic a l 
D etective S to ry , B a l t im o re :  J o h n s  H o p k in s  H n ive rs i ly  P res s ,  11)1)1.

270. A p a r l  f ro m  llie o n e s  li s lcd  in m v lexl.  l e s s e r  k n o w n  m e ta p h y s ic a l  de te c t iv e s  a lso  i n c lu d e  ll io se  
c r e a t e d  by J o r g e  h o i s  B orges .  Pau l  A u s l e r ,  W i to ld  Lom brovv ic / . .  V la d im i r  N ab o k o v ,  a n d  L e o r g e s  
S i m e n o n .  F o r  a full c h a r t  e x p l o r i n g  th e  g e n ea lo g y  a n d  th e m a t i c  l inks  o f  all th e s e  de te c t iv e s ,  see  M erivalc  
a n d  S w e e n e y  (eds),  D e/ee li/tg  T ex ts , p. 18.

271. M er iva lc  a n d  S w e e n e y .  D etec tin g  T e x ts , p. 2. J o h n  T .  I rw in  s ee s  th e  analy tic d e te c t iv e  story as o n e  ol 
th e  b r a n c h e s  o f  t h e  m e ta p h y s i c a l  d e te c t iv e  story . F d g a r  Allan  P o e  d e d i c a t e d  th e  lirsl p a g es  ol ‘ I h e  
M u r d e r s  o f  t h e  R u e  M o r g u e ’ to  a n  ex eg es is  o f  th e  q u a l i t i e s  r e q u i r e d  fo r  o b t a i n i n g  ana ly t ica l  know  ledge ,  
w h i c h  M a r i a n a  V a lv e r d e  sum m arises: ‘t h e  a n a ly t ica l  m i n d  c o m b i n e s  s t r o n g  logical p o w e r s  w i th  tw o  o t h e r  
t h in g s :  a q u a s i - i n l u i l i v c  s ix th  s e n s e  a b o u t  h u m a n  f ra i l t ies  a n d  a c o m p u t e r - l i k e  vast  s t o r e h o u s e  ol 
a s s o r t e d ,  n o n - s p e c i a l i s e d  i n f o r m a t i o n '  {The A u th o r ity  o f  the  D etective , p p .  71) 80). W i t h  P o e  s a c c o u n t s  ol 
D u p i n ’s d e t e c t i o n s  as  t h e i r  p a r a d i g m ,  a n a ly t ic  d e t e c t iv e  s to r ie s  t o e u s  ol  d e d u c t i o n  a n d  a n a ly s is  r a t h e r  
t h a n  a d v e n t u r e  a n d  d r a m a .  T h i s  e n s u e s  in  e a r i e a t u r e s q u e  d e p i c t i o n s  ol c h a r a c t e r  a n d ,  s o m e t i m e s ,  r a t h e r  
p o o r  s o l u t i o n s .  As  B o rg e s  p u t  it in ‘I b n  l l a k k a n  al B o k h a r i .  D e a d  in  l lis  L a b y r i n t h  : h is  c h a r a c t e r ,
' s t e e p e d  in  d e t e c t i v e  s to r i e s ,  t h o u g h t  th a t  th e  s o l u t i o n  of a m y s te ry  is a lw ays  le ss  im p r e s s i v e  t h a n  th e  
m y s t e r y  i t s e l f  ( q u o t e d  by  J o h n  T .  I r w in ,  'M y s te r ie s  w e  R e r e a d ,  M y ste r ie s  ol R e r e a d i n g :  P o e ,  B o rg e s  a n d  
t h e  A n a ly t ic  D e t e c t iv e  S t o r y ’, in P a t r i c ia  M er iva lc  a n d  S u s a n  h l i / . a b e th  S w e e n e y  (eds),  D e tec tin g  7 exts:
T he M e ta p h y s ica l D e tec tive  S to r y  fr o m  Poe to P o stm o d ern ism , P h i l a d e l p h i a :  U n iv e r s i ty  ol P e n n s y l v a n i a  P r e s s ,  

11)111), p p .  27  54 ,  p. 28).
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bottom , the preternatural detectives (for example, Holmes, Poirot, Columbo), who 

in terp ret Lhe material with a m inimum  of transferential engagement. At the top, he 

places the postm odcrns2'2 (among whom we can find Raymond Chandler and Paul 

A uster’s detectives), situating psychotic Tom Ripley, an anti-hero but sharp observer 

created by Patricia Ilighsm ith, as fallen off this map.2/3 As for me, I would say I fall 

somewhere in between: I interpret; yet, I engage with the material in a transferential 

relationship, ju st as the analyst makes a diagnosis before any diagnosis is possible to 

see what the diagnosis might be.2''5 It is a wild diagnosis, lhal of seduction as crime, 

bu t one that will help to see it for what it is.2/5 My position in this case,2/6 and also my 

role, is one tliaL falls between an artist, an analyst and a dctecfive, whose attitude is a 

m ixture of:

1. A Soeralie position, or position of ignorance (‘I only know I know nothing’): 

a Socratic philosopher does not use knowledge gained through the object to 

confirm  his own knowledge. Despite the (“act that they might have spent years 

learning concepts and techniques, being trained to Lake up their roles within

272. T he definition and characteristics ol’vvhal constitu te a postm odern detective story are contentious, 
and their discussion falls outside the rem it o f this research. As an in troduction, McMale, cited in 
Merivale and Sweeney, defines il as a shift from the herm eneutical to the ontological, a w arning against 
the quest: for knowledge (Merivale and Sweeney, Detecting Texts, p. 15). Comm on characteristics of 
postm odern  detective fiction are self-reflexive writing, self-awareness, a questioning of the text (and of 
fiction in general) through its form.

273. Tom Ripley may seem out of place in a discussion around detectives, as the main plot in the five 
novels in which he features is not to solve cases, but to deal with Lhe consequences of his m urder of 
Dickie G reen leaf in The Talented Mr. Ripley (the first novel), which brings about twelve additional 
m urders. Yet, his engagem ent with the context, his observation of clues, and his a ttention rem ind one of 
the work o f detection. T he reader, consequently , identifies with him. F rench writes: The problem  for 
Patricia I lighsm ith’s psychotic hero Ripley is how to negotiate a series o f shifts in identity and avoid a 
confrontation  with himself, hi this case, the detective, as narrator, becomes the criminal: this is 
transference gone wild to the extent of the destruction of identity and the annihilation ol the middle 
man, a transgression of the rules of the genre.’ French, Open Letter, p. 225. Thus, with Tom  Ripley, our 
transference (as readers) with this dubious detective is m anipulated, done and undone, as if it had gone 
wild.

274. Private record of a tutorial w ith Sharon Kivland, 29 Novem ber 2008.

275. ‘W ild diagnosis’ refers to F reu d ’s ‘W ild Analysis’ a text in which he narrates a treatm ent given to a 
patien t by an uninitiated  doctor, disregarding psychoanalytic theory. It is, therefore, a methodological 
deviation. T he term ‘w ild’, however, does not necessarily hold a negative connotation in psychoanalytic 
terms. As Roy S chafer shows, ‘today recourse to the concept wild analysis plunges us into theoretical 
debate’ [about m ethodological approaches], Roy Schafer, ‘W ild Analysis’, Journaloj the American 
Psychoanalytic Association, vol. 33, 1985, pp. 275-299, p. 276. lie  argues that the in terpenetration  and 
m utual influence of d ifferent m ethodological strategies does not denote wildness, bu t is at. the core of 
the creation o f psychoanalytic m eaning (p. 280). In my a ttem pt to diagnose seduction as crime, I aim to 
show that., with the help o f this kind ol'psychoanalytic, methodological wildness, Lhe object of study can 
be seen in a d ifferen t way, from a d ifferent poin t of view, even il one is at the centre ol it hence my 
detective. I*’reud, ‘“W ild” Psycho-Analysis’ {fiber “Wilde''Psychoanalyse [1910]), S li 11, pp. 219-227.

276. Tliis position was described as that of the artist and the analyst by Dany Nobus in a lecture 
delivered at W im bledon School of A rt on 1 February 2005. Session on Psychoanalytic Method.
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llic social structures, artists and analysts need  to shed som e o f this knowledge 

in o rder to undertake the ir work. They start from this atopia, this paradoxical 

position w here knowledge is m ysterious.

2. A Zen M aster, o r paradoxieal position: the Zen m aster produces enigm atic 

statem ents, ra th er than m asterful, to facilitate dynamics (for example those of 

the object). It n e ith e r gratifies no r frustrates the dem ands b u t brings the 

process fu rth e r by denying total rationality and challenging knowledge.

3. A D etective, o r the inquisitive and fallible position: when confronted w ith a 

D ivine D etail (that w hich defies explanation, challenges and resists being 

fitted to any given model), the detective form ulates a hypothesis. He is no t 

scared of d iscarding it if the Divine D etail is no t able to verify it. Instead, he 

form ulates a new one, even if this contradicts the first one.

T here are m any Divine D etails in this case, w hich will be unveiled w ith the help of 

the self-reflexive m ethodology. My hypothesis -  as a detective would have it -  is my 

diagnosis -  as I take the position of analyst: seduction  is a crim e difficult to 

apprehend , in the face of w hich I m ust show  inventiveness and some lateral thinking.

Before I launch  in to  my analysis o f the evidence, I m ust make clear w hat the self- 

rellcxive m ethodology is for and w hat is its historical background. In  the sum m er of 

1897, S igm und F reu d  began h is m ost heroic feat: a psychoanalysis o f his own 

unconscious. F re u d ’s self-analysis, w hich mostly Look the form  o f thirty-m inute 

sessions each day, had  a beg inn ing  b u t no t an end dale.2"  D espite being incom plete, 

it bore  fru it in  the form  o f key thoughts (the in terpre tation  o f dream s, infantile 

sexuality) and  a m ethodology: the constan t analytic hour. F reu d ’s self-analysis is no t 

far away from  the self-reflexive m ethodology I am proposing to use. Like his, my tool 

is an in s tru m en t for research, one tha t will b ring  abouL the conditions under w hich it 

is possible to study seduction  ju s t like m icrobes un d er a m icroscope are visible, bu t 

rarely outside it. So, following from  my description of the m ethodology in chapter 

two, I will now show you how  to look at it.

277. Lrnesl; Jones , ‘Self-Analysis (1897 — •—) in Sigm und b  reudlife and Work, Volume One: the J oung 
Freud 1856-1900, London: The  tlogarlh Press, 195T pp. 351-360, p. 360.
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S E D U C T IO N  A T  T H E  S C E N E

W h a t I fo und  in  the reco rd in g  -  w hich I tran sc ribed  w ord for w ord  fo r you -  and  the 

im ages as to u n d ed  m e. T hus iar, I had  n o t been  able to find  such  a good confirm ation  

of m y susp ic ions. It goes w ith o u t saying th a t there  are o th e r  sim ilar and  p e rtin e n t 

exam ples th a t I will re la te  to you  in  due course. T hese how ever, a lthough  instructive, 

are n o t as useful as the even t I have analysed because  they are fa its  accomplis. W h a t 

sets this case a p a rt is that, to u n d e rs tan d , I was able to see its w orkings in  action, 

ra th e r  th an  the resu lt -  the havoc -  c reated . T he fact that it all h a p p e n ed  a ro u n d  a 

shop  was a su rp ris in g  rea lisa tion  b u t, com e to th ink  o f it, co n sum ption  was a perfec t 

cover. My o b jec t o f study  cou ld  disguise itse lf at ease in  the m ost obvious o f places 

(beh ind  shop  w indow s, for exam ple, o r in  the texts, explanations and  cu ltu ral 

m ean ings o f th e  gallery). Ju s t as in  The Purloined Letter, I m u st learn  from  the 

detective D u p in , m ove to h is position  from  the one I find  m yself in, w hich is c loser to 

th a t o f th e  F re n c h  P o lice .2/8 A nd , like the a rtist S oph ie  Calle, I m u st e n te r  a gam e o f 

follow ing, w here  the act, reco rd ed  th ro u g h  pho lo g rap h s, enab les the follow er and  

follow ed to gain know ledge a b o u t th e ir ro les and , eventually , reverse them .2'9

L e t m e sum m arise  the con tex t fo r the two scenes (the one seen  and  the one heard), 

a d d in g  a few techn ica l details to w hat I have w itnessed . A  w om an iden tified  as subject, 
displays strange  b eh av io u r on  h e r  way to w ork: desp ite  having  to ru sh  to a tten d  to 

h e r  du tie s  on  tim e, sh e  finds h e rse lf  unab le  to m ove. S he  is in  d istress, even if  this is 

n o t a hyste ric  fit. T h e  traum atic  e n c o u n te r  is uncanny , an d  genera tes im m ense 

tension . T h is  is the  in ju rio u s  effect o f  seduction , the crim e. T he  cause o f this c o n d u c t 

seem s to be  re la ted  to a d iam o n d  an d  p la tin u m  ring , w hich  speaks to her. T he 

d iam ond , a n a tu ra l one  w hose size is 1.00 cara t an d  its c u t is ro u n d  b rillian t, is very

278. In  E d g a r  A llan P o e ’s sh o r t  d e tec tiv e  story , M. G —, th e  P re fec t o f  th e  P a ris ian  po lice  co n su lts  D up in  
on a case h e  fin d s baffling . T h e  Q u een  rece ived  a co m p ro m is in g  le tte r  an d  w as in te rru p te d  in h e r  
re a d in g  by th e  K ing  a n d  th e  M in iste r D  —. S h e  covered  th e  le tte r , h id in g  its sign ificance. T h e  K ing did 
n o t no tice  a n y th in g  b u t  M in iste r D —, k now ing  th e  Q u een  cou ld  n o t p ro tes t, s to le  the  co m p ro m isin g  
le tte r. K now ing  th e  le t te r  co u ld  on ly  b e  h id d e n  in th e  M in ister’s a p a rtm e n t, th e  P aris ian  Police d id  th e  
m ore  th o ro u g h  o f  sea rch es  to  no  avail. D u p in , how ever, d ed u ced  th a t th e  le tte r  co u ld  on ly  be  h id d en  in 
th e  m o s t obv ious o f  p laces: in full view  o n  th e  m an te lp iece , so p ro ceed ed  to reco v er it an d  exchange it 
fo r o n e  o f  h is ow n w riting . In h is se m in a r  on  th e  P u rlo in ed  L etter, L acan  exam ines th e  e flec t th e  le tte r  
has o n  c h a rac te rs  as it ch an g es  h an d s . Its  ro u te s  an d  d isp lacem en ts  d e te rm in e  th e  ac tions an d  destin ie s  
o f  th e  ch a rac te rs , l i e  d iv ides th e  c ircu it o f th e  le t te r  in to  two scen es , each w ith  th ree  positions 
(m irro rin g  th e  R eal, th e  Im aginary  an d  th e  Sym bolic) as lollow s: S cen e  1: the  b lin d  (King), the 
co m p lacen t s e e r  (Q ueen) an d  th e  ro b b e r  (M inister); S cen e  2: i  he b lind  (Q ueen); the  co m p lacen t see r 
(M inister), Lhe ro b b e r  (D upin). T h e  p a tte rn  o f  th ese  tw o scen es leads h im  to c rea te  a th ird  scene , the  one  
tak ing  p lace  a t  th e  tim e o f  re a d in g  w h ere  th e  b lind  is th e  M inister, th e  co m p lacen t see r is re p re se n te d  by 
D up in  an d  L acan  him self takes th e  p osition  o f  th e  ro b b e r . B envenu to  a n d  K ennedy , ‘1 he  P u rlo ined  
L e tte r  (195(1)’, in  The W orks o f  Jacques Lacan , pp . 91-102 . E d g a r A llan Poe, T h e  P u rlo in ed  L e tte r ’, in 
Tales o f  M ystery a n d  Im agina tion , L ondon : C R W  P ub lish ing , 2003 [1839-1850], pp . 220-244.

279. I w ill d iscuss S o p h ie  C alle’s detectives and follow ings in chapter five.
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spark ling . Its c larity  -  the  gauge o f how  clear an d  flawless the gem  is -  is defin ed  as 

in te rn a lly  flaw less (IF). V ery few stones are  perfectly  flaw less -  m o s t con ta in  at least 

m in o r m in era l in c lu s io n s  o r tiny cracks. T h e  m ore  visible those  Haws arc, the  less 

valuab le  the s tone  is co n sid e red . Its clarity  m akes this one o f the h ig h es t quality  

d iam o n d s and , co n seq u en tly , one o f the  m o s t expensive. T he  d iam o n d  is p laced  as a 

D -co lo u iie ss  (the top place) in  the  G IA  g rad ing  scale. T he  rin g  is m ade o f 950 

p la tin u m  (w hich m eans 95% o f  the  w eigh t o f the alloy is p la tin u m , w ith  5% m ade o f 

a n o th e r  m etal), h a llm arked  by the L o n d o n  A ssay Office. T he  m o u n t is a 6-claw, 

T iffany-sty le type. A ll o f  th is m akes the  c u rre n t value o f the  rin g  over £20,000, a t the 

tim e o f w riting  th is r e p o r t .28(1

T h e  sed u c tio n  o f  the  su b jec t by the o b jec t follow s the  tra jectory  o f the  d rive ,281 its 

p u rp o se  b e in g  to follow  its aim , ra th e r  th an  to o b ta in  its goal, to arrive a t its 

d e s tin a tio n  -  a lth o u g h  a goal is im p lic it in  the  aim , o f course . T h is is w hat m akes 

aim s c ircle  a ro u n d  tlic ir ob jec t, to follow  a repetitive  m ovem en t to ob ta in  en joym ent. 

L acan  s tru c tu re s  the  d riv e ’s c ircu it th rough  the  passive voice [to m ake oneself be seen) 

an d  id en tif ies  fo u r p artia l drives, two linked  to d em an d  (D) -  oral and  anal drives -  

an d  two lin k ed  to d esire  [cl] -  scopic an d  invocatory  drives.282 All drives are sexual b u t 

only  re p re se n t iLs en jo y m en t d im ension ; all drives are the d ea th  drive. A ll drives are 

‘excessive, rep e titiv e , an d  u ltim ately  d estru c tiv e ’.283 T hey  are  the partia l 

m an ifesta tio n s o f  desire  (so th is is w here  the  term  p a r tia l drives com es from ). T hey  

circle , incessan tly , a ro u n d  objetpetit a, by revolving a ro u n d  its m an ifesta tions, in this 

case, the d iam o n d  ring .

280. My invest igat  ion show ed  m e  that d ia m o n d s  can be na tura l o r  lab c reated  an d  are  classified 
a cco rd ing  lo the  4Cs: carat,  cut, clarity and  colour.  See  the  C em ologiea l Ins t i tu te  ol America ,  A  Guide lo 
Understanding D iam onds a n d  G IA Grading Reports, available Irom < http://gia4cs.g ia .edu/> [accessed 
24.08.09], In h e r  w ork  A uto  Portrait Pending, the  ar t is t  Jill Magitl displays an em pty  ring se t t ing  and  a 
con trac t  she  has s igned  with a com pany ,  in w hich  she makes  a r ra ngem e n ts  to becom e  a d iam o n d  when 
she dies. S h e  has used  d ia m o n d s  in at least two o th e r  works: Shirley s D iam ond  and  I  he Salem  Diamonds. 
S ee  A uto  Portrait Pending  [work], 2005, available from < http : / /ww w .j i l lm ag id .net /AutoPorlra i l .php> 
[accessed 2 0 . 1 1.10].

281. Drives are  the  forces s u p p o se d  lo lie b e h in d  the tensions  caused by the  needs  ol the Id. t r e n d ,  An 
O u t l in e  o f  Psycho-ana lys is ’ {Abriss D er Psychoanalyse [1940]), S E  23, pp. 139- 208.

282. Evans, Introductory D ictionary, p. 47 48.

283. Evans ,  Introductory D ictionary, p. 48.

http://gia4cs.gia.edu/
http://www.jillmagid.net/AutoPorlrail.php
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I fo llo w  lh e  s e lf-rc f lc x iv e  m e th o d o lo g y  -  a m e th o d  o f  d e te c t io n  -  a n d  th r o u g h  it, 1 

d e v e lo p  a n  u n d e r s ta n d in g  o f  c e r ta in  c o n c e p ts  in  r e la t io n  to s e d u c t io n .281 S o m e  a re  

p s y c h o a n a ly tic  a n d  so m e  o r ig in a te  in  p re v io u s  a n a ly s e s  o f  s e d u c t io n  (p re d o m in a n tly  

B a u d r i l la r d ’s, b u t  t h e r e  a re  o th e r s ) . T h u s ,  th is  is w h a t th e  a n a ly s is  th ro u g h  th e  se lf- 

rc l le x iv e  m e th o d o lo g y  (s c h e m a tic a lly  o u t l in e d  in  F ig . 16) w ill fo c u s  o n : th e  e v id e n c e  

o f  th e  in v o c a to ry  a n d  th e  s c o p ic  d r iv e s  o f  th e  s u b je c t;  th a t  is, th e  m a n ife s ta t io n  o f  h e r  

d e s i r e  as i t  c ir c le s  a r o u n d  th e  r in g  ( i ts e lf  a m a n ife s ta t io n  o f  s o m e th in g  m o re  th a n  th e  

r in g , o b je tp e ti t  a).

Recognition Capture Reflection

First haiiing of secuction Post-sec uct on

Capture that ; Capture of the 
takes place w te  process of
seduction seduction

SEDUCTION ; ITS STUDY 

Fig. 16: T h e  se l f - re f lex ive  m e th o d o lo g y .

T H E  IN V O C A T O R Y  D R IV E  IN S E D U C T IO N

I n  th e  e x a m in a t io n  o f  th e  d ia lo g u e  b e tw e e n  th e  s u b je c t  a n d  th e  o b je c t , a n d  th e  

in v o c a to ry  d r iv e , c e r ta in  s t r e e t  w o rk  is  r e q u i r e d  -  th e  c a p tu r e  o f  s e d u c t io n .  T h e  

m o m e n t  o f  r e c o g n i t io n  a n d  th e  c a p tu r e  b y  s e d u c t io n  c a n  b e  th e n  a n a ly s e d  in  th e  

fo r e n s ic  e v id e n c e  a c q u ir e d  -  th e  d ia lo g u e  -  a n d , th r o u g h  a r e f le c t io n , a n  in v e s tig a tio n  

o f  p u b l ic  a n d  p u b l i s h e d  r e c o r d s  o n  th e  c r im e , a c a se  is b r o u g h t  fo rw a rd . L e t  m e  starL 

a t  th e  b e g in n in g .

R ecogn ilio ti

T h e  p o w e r  o f  r in g s  is w e ll k n o w n .28’’ W h e n  th e  r in g  sp e a k s  to h e r ,  th e  s u b je c t  s to p s .

281.  In  its c i r c l i n g  a r o u n d  s e d u c t i o n ,  th is  c h a p t e r  a lso  t o u c h e s  o n  c o n c e p t s  t h a t  r e l a t e  to s e d u c t i o n .
T h o u g h  th e  i n v o c a to r y  d r iv e ,  l a n g u a g e  a n d  th e  b o d y ,  rev e r s ib i l i ty ,  a n d  th e  p s y c h o a n a ly t i c  c o n c e p t s  o l
e ve n ly  h o v e r in g  a tten tio n  a n d  r e s i s t a n c e  a r e  e x p lo r e d ;  t h r o u g h  th e  s c o p ic  d r iv e ,  t h e  f e m i n i n e  s u b j e c t ,  sel l -
p o r t r a i l u r e ,  p e r f o r m a t iv i ty ,  a c t i n g  o u t ,  Lrompe I ’oeil, t h e  lu re ,  a f t e r w a r d  n e ss ,  p o s i t i o n  a n d  a n a m o r p h o s i s .  

p a s sa g e  a  F a d e  a n d  th e  ael  o f  p h o t o g r a p h i n g  in r e la t io n  to s e d u c t i o n  a re  e x a m in e d .

285.  R e m e m b e r ,  f o r  e x a m p l e ,  F r o d o ’s a d v e n t u r e s  in  J.R . T o l k i e n ’s L o r d  o f  the  R in g s  a n d  h is  s t r u g g le  w i th  
t h e  jew el  t h a t  w a n t e d  to h e  w o r n ,  o r  t h e  r i n g  in  D i d e r o t ’s h u h sc re e t Jew els .
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T his  is w h a t I have to analyse to u n d e rs ta n d  how  sed u c tio n  is o p e ra tin g  in  A rgyll 

A rcade  an d  solve the  case; it is th ere fo re  a m a tte r  o f  link ing  th e  r in g ’s sp eech  to the 

su b je c t’s ha lting . T h e re  are two steps to the  p rocess o f sed u c tio n , first, in te rp e lla tio n , 

o r  ha ilin g  -  in  the  sen se  o u tlin ed  in  c h a p te r  one; then , the  m ore  so p h istica ted  

ope ra tio n : recogn ition .

T h e  in te rp e lla tio n  -  the  ‘H ey, you !’ -  is w ha t we are  w itnessing  in  the first lines o f the 

d ia logue  an d  re fe rs  to the  r in g ’s speech . B u t in te rp e lla tio n  is only  th e  first s tep  

tow ards sed u c tio n . M any rings m ay have spoken  to the  su b jec t w ith o u t h e r  s to p p in g  

o r  even  giv ing  th em  any a tten tio n . W h y  does she  stop  fo r th is one? F o r  reco g n itio n  -  

th e  sed u c tio n  p e r s e  -  to take p lace , the  su b jec t h as to identify , see an d  accep t h e rse lf  

w ith in  th e  ob jec t, o r  u n d e rs ta n d  the  o b jec t as a p a r t o f h e rse lf  th a t is beyond  herse lf, 

a su rp lu s  (objetpetit a, as L acan  s ta ted  in  the  text I q u o ted  a t the  b eg in n in g  o f  th is 

c h ap te r, is a su rp lu s  fo r w h ich  the  su b jec t is w illing  to go bey o n d  p leasu re , in to  

jo u issan ce , th e  m u tila tio n  it m en tions). T h e  ob ject, the  in itia l sed u ce r -  th e  re la tio n  is 

m ore  com plex , as we will see -  know s th is fo r it re fers to it in  its p lead ing : the 

p a rad ise  o f  se lf-know ledge (L. 27-28 , 51),286 the  lack (L. 99), the  vo id  (L. 50, 96), the  

d estin y  o f  co n fla tio n  o f  th is p a rticu la r su b jec t an d  o b jec t (L. 13) re la te  to th is m issing  

e lem en t in th e  su b jec t w h ich , th e  o b jec t claim s, has its exact shape .

I t is in  th is reco g n itio n  th a t the  p sychodynam ic  e lem en ts  o f sed u c tio n  take p lace an d  

the  im ag inary  aw akens to the  possib ilities sed u c tio n  offers. F o r  th is to h a p p e n  -  and , 

by ex tension , fo r reco g n itio n  to o ccu r -  the su b jec t has to p osition  h e rse lf  in  su ch  a 

way as to be able to sec h e rse lf  th ro u g h  the  o ther. R eal an d  im aginary  w orlds, ju s t 

like sed u c tio n  an d  desire , have to e n te r  in to  a reversib le  re la tion . F u rth e rm o re , they 

lose them selves in to  each  o th e r  -  sec how  the  su b jec t and  o b jec t voices b lu r. L acan , 

c iting  R oger C aillois in  S em in a r X I, explores the fu n c tio n  o f  m im icry  in  stick  insects 

an d  links it to th a t o f  the  p ic tu re  and  a rt.28/ In  b o th  there  is an  a ssu m p tio n  o f  an 

im age, a re co g n itio n  an d  a lack, w hich , o f course, re fe r us back  to the  m irro r stage 

an d  th e  fixity an d  c o n stitu tio n  o f  a self-im age th o u g h  a reflec tion  the  ch ild  recogn ises 

as h is , an d  is co n fro n ted  by it. Y et, as B ern a rd  B urgoync rem in d s  us, th is recogn ition  

in th e  m irro r  an d  th e  im age is a m isrecogn ition , one  th a t p ie rces  th e  su b jcc t.2S8

286. L ine  n u m b e r s  r e fe r r in g  to the  d ia logue  will be  used  th ro u g h o u t  the c h ap te r  to reveal an d  exemplify 
aspec ts  o f  s e d u c t io n ’s w ork ings  in the  con tex t  o f  the self-reflexive m e thodology.

287. Lacan ,  F o u r Fundamental'Concepts, p. 100. Lacan dis cusses  Caillois concep tua l isa t ion  of the  ocelli., 
a n d  the i r  re la tion  to eyes. 1 did m en t io n  in c h ap te r  th ree ,  my convic tion  that the  rings  were  eyes and  
they  w ere  look ing  a t  m e  ...

288. B nrgoyne ,  ‘T h e  L ine  o f  Vis ion’, In the Place of an Object., JCPAR , p. 33. O n  the  issue of 
m is recogn it ion ,  D a n y  i \ o b u s  writes: ‘/V h u m a n  be ing  can coup le  his  o r  h e r  image  to basically any object

[F o o tn o te  c o n  1 ill lies]
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Capture

C apture in this context refers to two processes: first, the literal capture of the subjecl 

by the ring (part ol the process o f seduction) and the recording of this operation  (part 

of the m ethod  of studying seduction). Capture, as Lacan writes, is a condition o f the 

field of vision and, I w ould venture to expand, also the dom ain of the voice.289 F or 

Lacan, vision captures the subject and his o r he r relation to desire. In  my case, my 

particu lar trap is set to capture  subject and object, in a relation o f seduction.

L et me start w ith a discussion on the m ethod for recording seduction, as, in the case 

o f the dialogue, it is the easier of the two. C apturing the dialogue was a patien t 

process, one that requ ired  a lo t of trial and error, a long time spen t following the 

subject. I had  to borrow  espionage equipm ent, wait, and  listen intently  for it to 

happen , trying out various settings and contexts. In  my stake out, I visited shoe 

shops, fabric outlets, lingerie boutiques, an assortm ent of departm ent stores and, of 

course, art galleries and m useum s. I had  to detect and record  w hatever w ould give a 

clue as to seduction’s ways of working, getting close enough to the sub ject’s thoughts 

and  reactions, as well as h e r  words. W hat I w itnessed could have happened  anywhere 

if any of the coveted objects had spoken.

W hen  it happened , the subject stopped, and saw herse lf in and through the ring for 

two reasons: the look of the ring  and the sound of the ring w hen it speaks.290 The 

r ing ’s look had  begun its cap ture  o f the subject before we en tered  the scene, before 

the record ing  of the dialogue, as the m irro r stage had established all fu rther relations

in llie env ironm ent; no ob jec t is perfectly suitable to com plem en t a hum an  being’s self-im age’ (sic). 
Mirror Stage, p. I1(i.

289. ‘F or us, the geom etral d im ension  enab les us to glim pse how the  sub jec t who concerns us is caught, 
m an ipu la ted , cap tu red , in the Held o f v is ion .’ L acan , Four Fundam ental Concepts, p. 92.

290. Lacan identified  voice and gaze -  the two pieces o f evidence I discuss here  as m anilestalions of 
objetpetit a, and  o f the  drives related  to desire. W hile  gaze will be explored later on in the chapter, this 
section concerns the voice, the partial ob jec t o f the invocatory drive, ol w hich M laden  D olar writes: 
‘T h ere  is a ru d im en tary  form  o f  narcissism  attached  to the voice tha t is difficult to de lineate  since it 
seem ingly  lacks any ou ts ide  support. I t is the first “se lf-re lerring” or “self-reflective” move, bu t as pure 
auto-alTection at the closest to on ese lf -  an auto-affection tha t is n o t re-flection , since it is seem ingly 
w ithou t a screen  th a t w ould re tu rn  the voice, a pure im m ediacy, w here one is b o th  sen d e r and receiver 
in o n e ’s pu re  inLeriorily. in  a deceptive se lf-transparency  one co incides in both roles w ithout a gap and 
w ithou t a need for any ex terio r m ed ia tion .’ M laden Dolar, ‘T he O bject V oice’, in Gaze and Voice as Love 
Objects, ed. by R enata  Salecl and Slavoj Zizek, D urham  and L ondon: Duke University Press, 1996, pp. 7 - 
31, pp. 13-14. T he  reco rd in g  and transcrip tion  of the voice in the dialogue acts as ex terio r m ediation, 
the text, as screen . M oreover, it is addressed  to the object, o r  the subject, and  fulfils a role in 
com m unicating . V oice is the vessel for speech. But th a t does n o t m ean tha t the d im ension  ol self­
seduction  D olar refers to (and w hich mostly relates to the im aginary) is obliterated .
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for the  sub jec t, in c lu d in g  th is one. T h e  r in g ’s strategy  is long  term  an d  it was ju s t 

w aiting  fo r the  r ig h t m o m en t to in itia te  the ap p roach , a tim e w h en  Lhe su b jec t was 

already  h a lf-co n q u e red . T o o b ta in  the  sub jec t, the  r in g  -  th ro u g h  its voice -  uses a 

language th a t can  be qualified  as coy, w ords th a t re flec t th e  experience  o f  w h a t m ost 

o f us m ay have said in  a sim ilar situ a tio n .291 T he  su b jec t follows the o b jec t in  this 

gam e. T h e  language they u se  is one  o f co u rtsh ip , o f ch a t up lines, o f w an ting  to be 

reco g n ised  by an  o th e r. I t  is also explicitly sexual (th rust, touch , body, w arm th  ...) 

w h ich  plays a p a r t in  d raw ing  the  su b je c t’s a tten tio n , an d  k eep ing  the o b jec t’s 

in te res t. See, fo r exam ple:

• R eferences to touch : L. 50, 100 ,127 , 157, 158, 191, 196

• R efe ren ces to the  body/flesh : L. 125 (D ucham p), 160, 195

• R efe ren ces to w arm th : L . 195

T h e  fac t th a t b o th  e n te r  th is gam e o f m irro rs , th is dance  a ro u n d  each  o th e r  is 

tes tim ony  to se d u c tio n ’s reversib ility . A ro u n d  line  182, the  su b jec t u n d e rs ta n d s  th a t 

sh e  is n o t  th e  victim  in  the  s itu a tio n  (bo th  are). B audrilla rd  explains this shift:

T rad itiona lly , th e  se d u c e r  w as an  im p o sto r w ho  em ployed  sub te rfuge  
an d  villainy to achieve h is en d s -  o r at least who believed h e  was 
em p loy ing  them . F o r  the  o th e r, by allow ing h e rse lf  to be  seduced , by 
su ccu m b in g  to the im p o stu re , o ften  vo ided  it, s tr ip p ed  the sed u ce r o f 
h is  co n tro l. In  effect, h e  falls in to  h is ow n trap  fo r hav ing  failed to 
c o n s id e r  s e d u c tio n ’s reversib le  pow er.232

R eversib ility , as I p o in te d  o u t in  p rev ious ch ap te rs , is a t the core o f  seduc tion ; it is 

o n e  o f its ru lin g  p rin c ip les . I t  is w h a t m akes it so slippery , so d ifficu lt to ap p reh en d .

I t  com es co u p led  w ith  challenge, an d , toge ther, they re p re se n t se d u c tio n ’s strategy. 

G erry  C o u lte r  s tu d ies  th e  g rap h  o f  reversib ility  in B au d rilla rd ’s th o u g h t an d  defines it 

as th a t w h ich  allow s ‘to sec system s p lay ing  a cen tra l ro le  in th e ir  ow n dem ise ’,293 an 

in -b u ilt se lf-des truc tive  m echan ism . S ed u c tio n  has this, fo r w hen  Lhe ob jec t is

291. A l th o u g h  she  s tu d ie d  a d ifferen t  type  o f  wri ting,  Claire Kaliane  offered me ins ights  in to the r in g ’s 
voice in ‘S e d u c t io n  an d  the  Voice o f  the  Text: H ea rt o j  Darkness an d  The Good Soldier' in Redaction and  
Theory. R eadings ofG ender, Representation a n d  Rhetoric, ed.  by D ia n n e  H un te r ,  U rbana  a n d  Chicago: 
Universi ty  o f  I ll inois  Press ,  1989, pp.  135 153.

292. B audr i l la rd ,  Seduction, p 17(1 177.

29.3. G erry  Coulte r ,  ‘Reversibi lity: B aud r i l la rd ’s “O n e  Grea t  T h o u g h t ”’, In ternational Journa l o f  
liaudrillardS tud ies, vol. I , no . 2, July  2004, available from:
<hlL p:/ /w wvv.ubisho])s .ca/B audril la rdStudies/voll_2/coul te r .h tm > [accessed 01.10.09]. O n e  could  also 
rela te  Ibis revers ibili ty  to F r e u d ’s dea th  drive, thana los,  a kind  ol revers ib le  m echan ism  in each ol us.
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obtained, seduction is 110  m ore; it moves elsewhere.

1 he cap ture  in the dialogue as opposed to o f  the dialogue, which refers to my crafty 

record ing  strategy and my patience -  evidences how  seduction  tricks its victim s, by 

en tangling them , by playing w ith their free will reversibly, and by m aking them  

change positions w ith in  their encounter.

Reflection

W hile the o th e r two steps o f the trap I have devised to capture seduction -  

recognition and  capture -  are relatively descriptive, reflection is the m ost difficult one 

to com plete. B ut it is the one tha t will ascertain  tha t seduction did happen , through 

relating  the recognition  and  capture to the context in which seduction operates 

(consum ption, desire, art, objecthood, love ...)

T he three steps developed here  constitu te a methodology, w hich can be carried out 

though a n u m b er o f m ethods, techniques and m odes o f operation. Thus, these are 

the flaws of the system: it is budding , new, generic (in term s o f how open it is for 

each of the disciplines to which it can be applied, providing only principles of 

operation), and has to contend  w ith an extremely sophisticated object o f study, inside 

w hich the detective, the artist and the analyst are placed (there could be others too). 

T here is a real risk o f falling for it. Still, it is necessary for a reflection on the 

recognition and the capture to take place, to provide m eaning to w hat has happened  

to the subject, so that we do no t find ourselves in the position she is in, w hich is 

rem in iscen t o f Cordelia in D iary o f  a Seducer.

A fram ew ork for the analysis needs to be established p rio r to undertaking the 

reflection, otherw ise, it could becom e a ram ble. T he one chosen in relation to my 

evidence, is based 0 11 the artist D aniel S poerri’s work A n Anecdoted Topography o f  

Chance '.m  In  this book, Spocrri isolates the elem ents laying 011 a blue table, giving 

them  a n u m b er and m ethodically describing them and any associations he 

experienced (such as w here the objects came from, who gave them  to him , their 

history). As these make him refer Lo o ther objects in the same table, a dense web of 

in terconnections is established, always com ing back Lo the starting point, the objects 

011 the table. T he evidence is always referred  to and only a m odicum  of sidetracking is

294. Daniel Spoerr i,  A n  Anecdoted Topography o j Chance, London: Atlas Press, 1995. Spoerri first 
produced this work, detailing the objects 011 the blue table as encountered on .17 October 1961 at exactly 
3:47 p.111, for an exhibition in Paris in 1962.
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allowed. I will s tart with the dialogue, looking at different aspects o f it, and  relating it 

to the context o f seduction  I ou tlined  in previous chapters. T hrough line num bers, I 

will com e back to the dialogue. T hus I am able to lose m yself in a m ethodical way, 

w ithout getting  completely lost. This m ethod, w hich Spoerri com pares with that used 

by Sherlock  H olm es,295 is som ew hat rem in iscen t o f psychoanalysis, as it works on free 

associations, and it also has elem ents o f w hat F reud  described as evenly hovering 

attention, a state o f reverie o r m editation allowing the m ind to be aware o f m ore than 

one dim ension  at once, refusing to m ake one Lhing m ore im portan t than others. It is 

akin to listening w ith certain  indifference, b u t with engagem ent and interest. As 

W ilfred  Bion writes, the psychoanalyst engages withouL m em ory or desire.296 This 

m ode of reflection is particularly  appropriate  for the task at hand , as I will be 

focusing on w ords and voices, on the auditory.29' So, undernea th  my detective’s 

trench  coat, lies an analyst’s attire -  a no t Loo ostentatious suit, form al bu t 

com fortable, no t saying too m uch, with, perhaps, an accessory -  and, underneath  

still, the array of an artist.

It is early m orning, and  the subject is rushing. Presum ably, as it is a Tuesday, she has 

to go to work. It is p lausible that they are expecting h e r there at 9 a.m. given that it is 

few m inutes before then  and  she is walking fast. T here  are a few public transport 

stops and  stations n ear by, b u t she is taking the opposite d irection. In  h e r rush , she 

stops. S om eth ing  has led h e r  astray, has asked h e r  to make a decision betw een 

getting  to work on  tim e or stopp ing  to look at som ething. Both will have 

consequences -  one, perhaps, m ore than  the o th er -  and, of h e r free will, she chooses 

the latter. R ings do n o t speak but, that m orning, this one did ju s t that.

I suspect, from  the confidence w ith w hich she walks into Argyll Arcade, that she has

295. ‘1 have set o u l here  to see vvhal the  objects on  a section  o( this table m ight suggest to me, w hat they 
m igh t sp o n taneously  aw aken in m e in describ ing  them : the way Sherlock  H olm es, s ta rting  ou t w ith a 
single ob ject, could  solve a crim e; o r  h is to rians, a fter cen tu ries , w ere able to reconstitu te  a w hole epoch 
from  the  m ost fam ous fixation in history, Pom peii’. S poerri, Topography o f Chance, p. 23. 1< u rlh e r along, 
on page 24, S poerri places h im se lf in the  position  o f S igm und F reud  w hen describ ing  the  room  on the 
fifth lloo r o f  tlie H otel C arcassonne, w here  the  Lable was located and , in the appendices, he undertakes a 
topographical reco n s tru c tio n  o f  a crim inal ac t (pp. 211-212), all exam ples of the  forensic gaze needed  to 
pul the  self-reflexive m ethodology  to work.

296. W ilfred R u p re c h t Bion, ‘N otes on M em ory and  D esire’, Psychoanalytic Forum, vol. I I no. 3, 19G7, pp. 
27 I- 280. E venly hovering attention, also nam ed fr ee  floa ting  attenliveness, req u ires  indifference and 
engagem ent, and  th is may seem , a t first, to be a t cross-purposes. I he analyst needs to be actively' 
engaged in the  ac t of listen ing , w ith in te re s t and  a tten tion . Vet, she also needs to be ind ifferen t in Lerms 
of the co n ten t o f the analysand’s speech , n o t giving m ore em phasis o r im portance to aspects ol the 
narrative ju s t because they have cu ltu ral im portance a ttached  to them . T h is m eans that, in analysis, the 
accoun t o f  so m eo n e’s dea th  may have Lhe sam e w eight as the  pu rchase  of new curta ins, lo r  example.

297. In o rd e r  to evenly hover my a tten tion , I played back the voices in the d ialogue on a loop.
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been thinking about this ring for a long time, and that it is a daily pleasure for her to 

take this detour to look at it once more. Today she m ust be feeling slightly vulnerable 

as the ring’s words have a visible effect on her. She looks weak, helpless and the ring 

renders her speechless (L. 9, 170). To the un-initiated outsider, it looks as if she 
talking to herself.298

In order to understand, from this dialogue, how seduction operates, it is im portant to 

conduct the analysis from the positions of the subject and the object, and also to 

examine the specificities of the encounter itse lf.299 The position adopted by the 

subject comprises three main elements. First, she listens to the ring, even though, 

strictly speaking she should not be there (L. 37-38). Second, she believes the ring can 

solve some of her problem s. And, third, she resists500 the advances of the ring with 

the following arguments: she is more im portant than the ring and therefore, why 

should she care? (L. 21-23); there are many other rings and precious things (L. 33-42, 

136); she has been in the same situation before and was victorious (L. 54-55, 87-91); 

she already has the ring (or another similar object), anyway (L. 55-60, 137-142); the 

ring m ight not deliver on its promise (L. 36-39); this is all about her, and not the ring 

(L. 90-92); the ring is too dem anding (L. 104-106); it is all a m atter of context rather 

than about the ring itself or her lack (L. 122-124); she shows an intellectual 

knowledge of the situation (L. 61-64, 72-73, 90-92); she sublimates (L. 81—85).301

298. T he helplessness and lack o l'speech  are related to traum a and fantasy, as I will show in chapter five. 
R em em ber the form ula for fantasy: S  <> a, w here S- is ou r subject, a is the ring and the relation is 
established through <>, the screen.

299. Its is precisely this approach, incorporating  the key players involved in the principle o f seduction, 
as well as the ir interaction, w hich is m issing in existing frameworks, as I m entioned in chap te r one and 
will be fu rther explored in chap te r five.

300. In psychoanalysis, the term  resistance denotes 'w hatever d isturbs the progress o f the w ork’, as 
described by F reud . F or Lacan, resistance is structural to the work o f  analysis as it shows a conflict 
betw een desire and  speech. R esistance is a sign that the patien t cannot move any faster in the 
in terp re tation  o f her p resen t stale. He sees it as a positive thing, mainly, only presenting  an obstacle to 
the trea tm en t w hen the analyst responds to the patien t’s resistance (an imaginary hire, in the realm of 
h er ego), which is also his own. l ie  firmly places resistance on the side of the object by distinguishing it 
from the concep t o f defence (sublim ation, repression etc.): ‘w hereas defences are relatively stable 
sym bolic structures o f subjectivity, resistances are m ore transitory forces which prevent the object Irom 
being absorbed  in the signifying chain’. Evans, Introductory Dictionary, pp. 166-167.

301. Sublim ation  is a defence m echanism , the process by which libidinal energy is transform ed into a 
cultural endeavour, and thus acquiring  social value. This is the case when the subject lakes photographs 
of the object,. Darian Leader looks at, the F reudian  concepts of sublim ation, drives and the I fling in 
relation to a rt practice. T he main aim of the libido and death drives (eros and thanalos) is satisfaction, 
Sublim ation , part of the process o f desiring, seeks satisfaction in change itself as supposed to fixation. 
Sublim ation , lie argues, is an arc artists fail to com plete. In fact, sublim ation in itsell, is no t possible 
because o f the risk involved (the death drive controlling libido and the ego becom ing the object of the 
death drive), the only alternative is sublimating (the verb). Pure desire, when m anifested, makes no sense 
as it goes against the symbolic values of society. However, w hen artists show their own desire, society 
recognizes th a t and gives value to the work o f art. The [beauty of the] work functions as a screen beyond

[F oo tno te  con t inues]
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T he ob jec t’s proposition  is a clear one: it m akes prom ises to the sub ject in  exchange 

for h e r do ing  w hat it w ants o u t o f h e r  free will. To convince her, to lead h e r  astray, 

the object tries anyth ing  w ithin its pow er. F irst, it addresses h e r specifically, it shows 

it has observed h e r  before and  has a stock o f specific details to b ring  up  as necessary, 

to m ake h e r  feel addressed  individually  (L. 13, 147-153). Secondly, it keeps focus on 

an  abstrac t quality it know s abou t b u t she does n o t -  the lack, the void  it keeps 

m en tio n in g  -  (L. 49-50, 96-97, 98-100, 167 ,178-180, 199-200). W h e th e r this lack is 

real or stands in  for a lo s t ob ject tha t was never hers in the first place (as L acan w ould 

have it), is n o t o f p rim ary  im portance  in  this reflection . W h a t m atters is tha t the 

o b jec t is able to h an g  on  Lo this co n cep t and  create a n eed  in  the sub ject, b ring ing  

a b o u t som e anxiety and  d iscon ten t.''02 T he sub jec t is n o t able to express w hat this 

need  is, so also hangs on Lo the o b jec t’s articu la tion . A nd  th ird ly , it feeds on  h e r 

resistance  in  these ways: follow ing h e r  in  h e r  in te llec tualis ing  of the situa tion  (L. 43- 

45, 93-94); ag reeing  w ith  h e r  w hen  necessary  -  as th is show s u n d e rs tan d in g  and  

aw areness o f the s itu a tio n  -  (L. 25, 43, 93-95, 200-201), co n trad ic tin g  h e r  to show  

faults in  h e r  reaso n in g  (L. 63-67, 198-200, 210); asserting  its d is tinc tiveness (L. 45-49,

134, 151-163, 172-174); playing on  w h at she does n o t know  (1,. 25-28, 48-50); 

tem p tin g  h e r  w ith risk  (L. 30-32, 50-52); tem p tin g  h e r  w ith  en jo y m en t (L. 52-53 , 224 - 

2225); re fe rrin g  lo desires th a t have b e e n  w ith  h e r  h e r  w hole life (L. 153-157, 212 - 

215); p u tt in g  itse lf dow n  w h en  re q u ire d  -  p lay ing  d u m b  -  (L. 64-65); b e in g  p liab le  

en o u g h  to show  she  is n o t b e in g  fo rced  in to  th e  s itu a tio n  -  the  give an d  take fac to r -  

(L. 93 -95 , 223-224); d e fam in g  its rivals (L. 1 0 0 -1 0 1 ,1 3 2 -1 3 4 ,1 5 2 -1 5 3 ), show ing  it 

co m m an d s th e  s itu a tio n  (L. 207), show ing  co m p assio n  (L. 222).

In  th is e n c o u n te r , th e  p o s itio n s  o f  su b je c t an d  o b je c t change : th e  su b jec t takes 

co n tro l o f  th e  s itu a tio n  (L. 1 3 5 -1 4 0 ,1 8 7 -1 9 7 , 202-203); th e  o b jec t reg a in s c o n tro l (L. 

207). T h is  show s th a t re s is ta n c e  is as e ssen tia l a n d  s tra teg ic  as reversib ility . T h e  

e n c o u n te r , as h e a rd  a n d  tra n sc r ib e d  h e re , d o es  n o t in  its e lf  have  ca ta s tro p h ic  

c o n se q u e n c e s , b u t  any re p e rc u s s io n  is p layed  to its m ax im um  an d  tak en  o u t o f 

con  tex t (for exam p le , th e  r in g  p o rtray s  itse lf  an d  is b e liev ed  to b e , by th e  su b jec t, life 

ch ang ing ).

T h e  use o f  th e  m e th o d o lo g y  is b e g in n in g  to have  an  im p ac t, as k n o w in g  ch an g es  th e  

se d u c tiv e  s i tu a t io n  in  w h ic h  o n e  fin d s  o n ese lf. T h ro u g h  th e  analysis  of th e  d ia lo g u e , I

w h ic h  is (lie f i l ing ,  an e m p ty  space ,  a void ,  a n d  th u s  c rea tes  a sp ac e  b e tw e e n  itsell an d  th e  p lace it 
o c cu p ie s .  T h i s  e m p t i n e s s  is w h a t  h e lp s  to c r ea te  th e  w ork .  S tea lin g  the M ona L isa.

302. G r e e n e ,  A r t o f  Seduction , pp .  203 -210 .
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have been  able to understand  bow reversibility and the play o f resistances are 

involved in  the process ol seduction .505 These are no t norm ally know n in this context 

or even acknow ledged. If  the subject bad been  aware o f them , it could have bad a 

consequence, perhaps even a positive one for her (although w ho knows w hat pow er 

brings to its holder). Yet, the subject falls Lime and Lime again for the ring’s words 

(L. 102-103, 164-165, 170-171, 216-218, 228-230) and its look, as we will now see.

T l l l i  SC OPI C  DRIVE IN SED U C TI ON

It su rprised  me to hear, in the dialogue, that the subject photographed  the object a 

n u m b er of times. ‘T on  m ust liave realised tbaL, in previous days, I have come here 

with a cam era and  have taken photographs o f you . . . ’ she says in lines 55 to 57 o f my 

transcrip tion . /Vs soon as 1 read  that I realised I needed Lo sec the images to 

understand  w hat w ent on betw een them  (a blind dialogue is only a partial object), 

even if that m ean t breaking and  entering. So I did. A nd I understood  that the reach 

o f seduction  did noL stop with the ring. T here  w ere m any o ther objccLs vying for h e r 

a tten tion  bo th  before and at the time the dialogue took place: shoes, handbags, 

scarves, necklaces, bracelets, brooches, and  all m an n er o f underw ear. No doubt, there 

will be m any o thers afterw ards if we do no t get to the bottom  o f the situation. I want 

to p resen t my case to the ju ry  so that seduction can be, once and for all, identified, 

confronted . T he analysis o f the images in the book refer to the scopic drive and  the 

aim o f applying the self-reflexive m ethodology to them  is to tu rn  th inking principles 

in to  seeing p rincip les304 so that seduction  is m ade visible.

Recognition

In  the pho tograph ic  evidence, the subject recognises herse lf as m uch in the object as

303. W lia l kind o f  d ialogue th is is and  w h e th e r it takes place in ternally  in  the sub jec t’s head -  th a t is, 
she  im agines it  - o r  n o t, does n o t really m a tte r  to the  case, as seduction  w ould be opera ting  anyway. In 
my last: ch ap te r, 1 will focus m ore  clearly on  fantasy and  its role in seduction , w hich will elucidate  this 
issue.

304. T h e  sh ift from  th ink ing  princip les in to  seeing  p rincip les paraphrases Edw ard T u lle , w hen he 
describes his book  B eautifu l Evidence: ‘T he  central claim o f  the hook is tha t elfective analytic designs 
entail tu rn in g  th in k in g  princip les in to  seeing  princip les. So, if  the th ink ing  task is to understand  
causality, Lhe task calls fo r a design princip le: “Show  causality .” I f a th ink ing  task is to answ er a cpiestion 
and  com pare  it w ith a lternatives, th e  design p rincip le  is: “Show  co m p ariso n s .’ T he po in t is tha t 
analytical designs are n o t to be decided  on th e ir convenience to the user o r necessarily  the ir readability  
o r  w h a t psychologists o r  deco ra to rs th ink  abou t them : ra ther, design a rch itec tu res should  be decided  on 
how  the a rch itec tu re  assists analytical th ink ing  ab o u t ev idence.’ T his is the role of the images in the 
pho tobook: to g a th e r visual evidence lo d em onstra te  p rincip les and  m echanism s ol the exact moment: ol 
seduction  h ith e rto  left un-analyzed o r  only d iscussed th rough  text. Mark Zaehry and C harlo tte  th ra lls , 
‘An In terv iew  w ith E dw ard  It. T u lle ’, in Technical Communication Quarterly, 13(4), pp. 447-462, p. 450- 
451.



CH APTER FO UR: TH E A R T IST , TH E A N A I.Y ST , T H E  DETECTIVE.

in  h e r  ow n im age an d  th e  confla tion  o f  th e  tw o th ro u g h  th e  sc reen .303 Tw o th ings 

com e to m in d  in s tan tly  as I lea f th ro u g h  the  im ages, -  w h ich  you arc  see ing  ed ited  

a n d  p re se n te d  in  a book: th a t the  su b jec t is a fem ale su b jec t an d  th a t the fem in ine  

su b je c t is herse lf. B o th  o f these  w ill in flu en ce  h e r  reco g n itio n  in  the  object. L e t m e 

ad d re ss  se lf-p o rtra itu re  first.

T h is  is seem ingly  a p riva te  p rac tice  b u t w ith  re levance to a p u b lic  aud ience . A g reat 

n u m b e r  o f assu m p tio n s  are  m ade ab o u t se lf-p o rtra itu re , especially  th ro u g h  the 

m ed iu m  o f ph o to g rap h y . As A ngela  Kelly w rites, it tends to be  associated  w ith  self- 

in d u lg en ce , vanity , an d  narc issism , y e t rarely  w ith  self-aw areness .300 It is perce ived  to 

be  the  ex p ressio n  o f the p h o to g ra p h e r-m o d e rs  u n iq u e  v ision , b u t the fact th a t self- 

p o rtra its  are  a p a rt o f a collective experience  we all share  is rarely  exam ined . Self- 

p o rtra its  p u rp o r t to reveal th e  in n e r  c h a rac te r o f the  sub jec t, as o p p o sed  to ju s t  a 

likeness an d  we can find , in  M ake M e Yours, conven tionally  s te reo typed  poses ad o p ted  

fo r the  cam era  -  an d  the  ob jec t. T h e  su b jec t is perfo rm ing , an d  this, as B audrilla rd  

a sce rta in ed , is linked  to the  crim e o f sed u c tio n .30/ T he  perform ativ ity  o f th e  sub jec t 

b rings ab o u t an  e lem en t o f theatrica lity  Lo the  p h o to g rap h s , as d iscussed  by P h ilip  

A u slan d e r. H e d iv ided  the p h o to g rap h ic  re s id u es  o f  pe rfo rm an ces in to  two 

ca tegories , d o cu m en ta ry  an d  theatrica l. O ne can  see g lim m ers o f the  la tte r  in  the 

p h o to -b o o k , as the  ‘space  o f  the  d o c u m e n t ... b ecom es the  only  space in  w h ich  the 

p e rfo rm an ce  o ccu rs ’.308

T h e  d iffe ren ce  b e tw een  th e  im ages in  the  b ook  an d  m y ow n reco g n itio n  w ith in  the 

B reda  sh o e  th e  o n e  th a t p re c ip ita te d  the  c rea tio n  o f  the  self-reflexive m ethodo logy  -  

is th a t M ake M e Yours show s fem in in ity  an d  the  sed u ce r-sed u eee ’s po sitio n s as 

reversib le . T h e  su b jec t p e rfo rm s th e  fem in in e  in  f ro n t o f th e  o b jec t and , in tha t 

perfo rm ativ ity , sh e  recogn ises  h erse lf. B aud rilla rd  priv ileged  the  fem in ine  over the 

m ascu lin e  in re la tio n  Lo sed u c tio n , an d  co n ta in ed  the  fem in ine  -  an d  bv ex tension , 

sed u c tio n  -  in the  rea lm  o f  app ea ran ces . H e  w rote: ‘now  w om an is b u t appearance .

305. Th is ,  o f  course ,  re fe rs  to the  Laean ian  screen  anil liis m ir ro r  s tage as d iscussed  in chap ters  th ree  
an d  two, respectively.

306. Angela  Kelly, ‘Self - Im age.  Pe rsona l  is Poli tical’, in Liz W el ls  (ed.), The P hotography Reader, London :  
Itoul.ledge, 2003, pp. 410-416.  A s im ilar  po in t  is m a d e  by Laura  C u m m in g s  in A  Face to the World: On 
Self-P ortra its , Loudon :  H a rp e rP re s s ,  2010.

307. ‘T h is  is why the  piece [of s e d u c t io n ’s performance]  takes on  bo th  the  aes the t ic  fo rm of a work  of a r t  
and the  ritual fo rm o f  a c r im e .’ Baudril la rd ,  Seduction, p. 100.

308. Phil ip  A uslander ,  ‘T h e  Perform ativity  o f  P e r fo rm a n ce  D o c u m e n ta t io n ’, in PAJ: A  Journal o f 
Performance a n d  A r t , 84, vol. 28, no. 3, S e p te m b e r  2006, pp. 1-10. p. 2.

129



CHAPTER I'OUIV. THE ARTIST, THE ANALYST, THE DETECTIVE

A nd it is the fem inine as appearance tha t thw arts m asculine d ep th ’,309 and further,

‘this streng th  o f the fem inine is tha t of seduction ’310. F o r him , this fem ininity is not a 

h istorical o r a political issue (and therefore n o t a feminisin), b u t one of position .311 

T his position  is re in fo rced  by the cam era -  as I will discuss below  -  w hich  allows the 

sub jec t to develop a consciousness o f the self, exploring how she sees herse lf w ith  the 

ob jec t and  how  m uch  tha t self-image defines h e r  behaviour and  her role w ith in  

seduction . Yet, as Kaja Silverm an form ulates, this raises questions in rela tion  to the 

gaze and  the screen. She  asks: ‘Flow does one face a cam era, o r antic ipate  o n e ’s 

“p h o to g rap h ic” cap tu re?’312

Capture

Tha t takes place with seduction

I f  sed u c tio n  belongs to the rea lm  o f appearances , th en  its m ost com fortab le  territo ry  

is th a t o f the visual. B u t for B audrilla rd  sed u c tio n  rem oves som eth ing  from  the o rd e r 

o f the v isib le an d  this sym bolic veiling  also occurs in re la tion  to the body  "as sucIT -  

the social body  and , in h is w ords, the o bscene  b ody .313 H e explains the b lu rrin g  and  

con fus ion  th a t en su es from  sed u c tio n  th ro u g h  the characteristics o f the trompe Toeil -  

a style o f p a in tin g  th a t deceives the view er m ak ing  h e r  believe it is rea l -  an d  the 

do u b le , t i c  w rites:

W ith  th is fo rw ard  d e c e n te rin g  effect, th is advance tow ards the su b jec t o f 
a m irro r  o b jec t, it  is the  ap p ea ran ce  o f the  d o u b le , in the guise o f trivial 
ob jec ts , th a t c rea tes  the effect o f sed u c tio n , th e  s ta rtlin g  im p ress io n  
ch a rac te ris tic  o f the trompe Toeik a tactile  vertigo  th a t re c o u n ts  the 
su b je c t’s in san e  d es ire  to o b lite ra te  h is  ow n im age, an d  th ereb y  van ish .
F o r  rea lity  g rips us on ly  w h en  we lose ourse lves in  it, o r  w hen  it

309. B audr i l la rd ,  Seduction, p. 10.

310. B audr i l la rd ,  Seduction, p. 7.

31 I . ‘[l]l. m u s t  be  said th a t  the  fe m in in e  s ed u c es  b e ca u s e  it is n e v e r  w h e re  it th inks  it is, o r  w h e re  it 
th inks  itself. T h e  fe m in in e  is not fou n d  in th e  h is to ry  o f  su ffe r ing  a n d  o p p re s s io n  im p u te d  to it -  
w o m e n ’s h is to r ica l  t r ib u la t io n s  ( though  by guile  it concea ls  itself th e re in ) . . .  In  s ed u c t io n  the  le m in in e  is 
n e i t h e r  a m a rk e d  n o r  an  u n m a r k e d  te rm .  It d oes  n o t  m ask  the  “a u to n o m y ’ o( des ire ,  p le a su re  o r  the  
body ,  o r  o f  a s p e e c h  o r  w i l t in g  that il has  s u p p o s e d ly  lost(i’). N or  does  il lay c la im to so m e  t ru th  ot its 
ow n.  It s ed u ce s .  T o  be s u re ,  o n e  cal ls  the. sovere ign ty  o f  s e d u c t io n  fe m in in e  by c o n v en t io n ,  the  sam e  
c o n v e n t io n  that c la im s  sexual i ty  to b e  fu n d a m e n ta l ly  m a s c u l in e . ’ B audr i l la rd ,  Seduction, p. 6 -7 .

312. S i lv e r m an ,  T he Thresho ld  o f  the Visible W orld, p. 196. S h e  an sw ers  th is  q u e s t io n  by a s tudy  ol the  
p ose  in r e la t io n  to C in d y  S h e r m a n ’s (In tilled  Filin S ti l l  ser ies  o f  p h o to g r a p h ic  se l l -po r l ra i l s ,  
eonl .ex lua l is ing  th e m ,  p rim ar i ly ,  w i th  th e  h e lp  ot L a c a n ’s scop ic  d r ive  (as I d e v e lo p ed  in  c h a p t e r  three),  
an d  W i lh e lm  F l u s s e r ’s Tow ards a P hilosophy o f  P ho tography  {Fur erne Philosophic, d e rh o to g ra fie ,  [19b3]), liv 
by A n t h o n y  M ath e w s ,  L o n d o n :  l l e a k t io n  Books,  2000.

313.  B au d r i l l a rd ,  S ed u ctio n , p .33-34.
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re a p p e a rs  as o u r  ow n , h a llu c in a te d  d e a th .314

H e fu r th e r  re la te s  th e se  c h a ra c te r is tic s  to th e  m o m e n t w h en  th e  ch ild  d isco v ers  h is 

o w n  im age in  th e  m ir ro r  -  L a c a n ’s m ir ro r  stage -  b u t  vacates th e  illu s io n  o f  the  

trom pe Voeil fro m  b e in g  fo u n d e d  in  a rea lism  o f  ex ecu tio n . In s te a d , h e  re c o u n ts  th e  

effec t o f  se d u c tio n  as a b re a k  in  reality ; r a th e r  th a n  a su rp lu s  o f  rea lity , it is a fee lin g  

o f  see in g  o n e se lf  fall, a se izu re , a d is in te g ra tio n . Is n o t th is  w h a t o u r  su b je c t is 

e x p e rie n c in g  in  f ro n t o f  h e r  ob jec ts?  Is n o t th is w h a t she  c a p tu re d  in  these  im ages, 

w h e re  th e  v isual is sh o t to p iece s, w h e re  it is d ifficu lt to sec w h a t is h a p p e n in g  in  

re p re se n ta tio n a l, p e rsp cc tiv a l term s? Is n o t th is  a n e a t way to a c c o u n t fo r th e  d o u b le  

b o d ie s  an d  th e  b lu r r in g  th a t occu rs as sh e  c ro u ch es  to see how  a n eck lace  w ou ld  look  

on  h e r , as h a p p e n s  in  33. Surrender? T h is is the  R eal -  as a cco u n ted  fo r by L acan  -  

b re a k in g  in to  reality  th ro u g h  the  ob je tpetit a, m ak in g  us reco g n ise  th a t w hat we 

perceive  as rea lity  is staged , an d  has b e e n  u n d e rm in e d  by sed u c tio n , w ith its 

reversib ility . B u t th is b reak  in  rea lity  is tam ed  by the p ic tu re , the  p h o to g ra p h  (the 

tam ing  o f th e  gaze, dompte regard). T h e  tam ing , in  its re la tion  to the scopic  reg ister, is 

s itu a ted  w ith in  the  psychoanaly tic  d om ain  o f rep e titio n  (as L acan  p o in te d  o u t in  his 

d iscu ssio n  o f  L ou is A rag o n ’s poem  Contretemps).j15 T h e  su b jec t is try ing  to m ake 

sense  o f the  R eal o f reco g n itio n  by tak ing  p ic tu res , ye t she  is com pelled  to do it again 

an d  again an d  again.

T h e  visuality o f sed u c tio n , its ap p earan ce  in the form  o f  an  illu sion  -  tha t o f  hav ing  

the ob jec t -  ir ru p ts  in  the  su b je c t’s everyday reality, and  this ru p tu re  su sp en d s space 

an d  Lime. T h is is w hy she was late fo r work; she lost h e r  po in ts o f reference.

O f the process ofseduction

T he cap tu re  o f the process o f seduc tion  w idens the spiral form ed by its reversibility.

In  a sense, the p h o tog raph ic  cam era serves to seduce the object that was seducing  the 

subject. T his m eans tha t som e o f Lhe issues d iscussed  by B audrillard in relation  to 

w hat hap p en s to the body and  reality w hen seduction  takes place are redefined  il this 

p rocess is reco rded  successfully. B audrillard  took pho tographs and w rote abou t the 

process. F o r him , to pho tog raph , is to devoid the object of all its characteristics and 

this convcrLs it in to  an enigm a; th a t’s the price to pay i’or its seduction .315 In  an

3 M .  B a u d r i l l a r d ,  Sp.dticl.ion, |>. 62.

3 1 5 .  Lacan, Four Fundamental Concepts, p p .  17- 18  a m !  79.
3 1 6 .  J e a n  B a u d r i l l a r d ,  ‘F o r  I l l u s i o n  I s n ’t Lhe O p p o s i t e  of  J t e a l i l y  in  Photographies 1985-1998 
(Fotogra/irn), od. b y  P e l e r  W e i b e l ,  tr .  b y  S u s a n n e  B a u m a n n  a n d  o t h e r s ,  O s t l i l d e r n - l t u i t :  H a l j e  C a n t z ,  
1999, p p .  128 M 3 , 'p p .  1 3 0 -1 3 1 .
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analysis of Baudrillard’s images and texts, Rex Butler examines the concept of gaze 
and its circular quality in relation to photography: we photograph objects that look at 
us and objects look at us because wc photograph them. He links this quality to 
Roland Barthes’ punctual as developed in his book Camera Lucida^' a quality 
independent of technique or aesthetics.

Photography is thus an invocation to the object to emerge from the disappearance of 
the subject. As thepu.nct.um cannot be targeted, for Baudrillard photography always 
requires a passage a Pacte, a precipitous, all-at-once act.318 A passage a Vacte, however, 
is not simply an act, such as, for example, acting out. Evans establishes Lacan’s 
differences by stating that acting out is a message addressed to the O ther and, 
therefore, the subject remains in the symbolic scene. A passage a Vacte, on the other 
hand, involves exiting the scene altogether, a breakout from the O ther and into the 
Real.319 This is really traumatic, as there is a falling out of the scene, a complete 
vanishing of the subject’s position. Everything disappears: Every symbolic reference, 
every frame.320 A passage a Vacte, a reaction against anxiety, is dominated by 
jouissance (enjoyment), transgressive in essence, which links the pleasure principle to 
the death drive. It is Lhe enjoyment that goes beyond the pleasure principle. A 
passage a Vacte entails ‘a dissolution of the subject, for a moment, the subject 
becomes a pure object’.321

For Baudrillard taking photographs produces rapture, delight. He writes: A ou think 
you photograph a particular scene for the pleasure it gives. In fact, it’s the scene that 
wants to be photographed’.322 If a scene wants to be photographed, though, it is

31 7 .  R o l a n d  B a r t h e s ,  Camera Lucida {La c.hambre claire [1980]), It . b y  R i c h a r d  H o w a r d ,  L o n d o n :  V i n t a g e ,  
2000 .

318 .  R e x  B u t l e r ,  ‘B a u d r i l l a r d ’s L i g h t  W r i t i n g  O r  P h o t o g r a p h i c  T h o u g h t ’, J n le r n a lio n a l J o u r n a l  o j  
B a u d r i l la r d  S tu d ie s ,  vo l .  2 , n o .  I, J a n u a r y  2 0 0 5 ,  a v a i l a b l e  f r o m :
< h t t p : / / w w w . u b i s h o p s . c a / h a i i d r i l l a r d s t u d i e s / v o l 2 _ l / l H i t l e r . h t n i >  [ a c c e s s e d  21.11.09]. B u t l e r  a r g u e s  t h a t  
B a u d r i l l a r d ’s l a n g u a g e  m a y  n o t  b e  s o  d i s t a n t  f r o m  p s y c h o a n a l y s i s ,  Me r e l a t e s  B a u d r i l l a r d ’s t h o u g h t  o n  
p h o t o g r a p h y  to  Z i / .ek ’s u n d e r s t a n d i n g  o f  L a e a n i a n  f a n t a s y ,  e s p e c i a l l y  t h e  f a n t a s y  of t h e  p r i m a l  a c t  in  
w h i c h  t h e  s u b j e c t  is  a b l e  to  l o o k  a t  s o m e t h i n g  in g r e a t  p r o x i m i t y  w i t h o u t  b e i n g  s e e n .  1 h i s  is w h a t  
B a u d r i l l a r d  s u g g e s t s  is a t  s t a k e  in s e d u c t i o n :  d i s a p p e a r a n c e  in o r d e r  to  a l l o w  l o r  t h e  e x c h a n g e  b e t w e e n  
s u b j e c t  a n d  o b j e c t .  H e  a l s o  l i n k s  th i s  to  L a c a n ’s s p l i t  s u b j e c t  in w h i c h  t h e  s u b j e c t  is a c c o u n t e d  l o r  in  t h e  
s y m b o l i c  o r d e r  o f  s i g n s  a s  w e l l  a s  b e i n g  t h e  e m p t y  p l a c e  l o r  w h i c h  t h e s e  s i g n s  s t a n d  in .  B u t l e r  t h e n  
d i s c u s s e s  o b je tp e lh . a  a s  t h a t  w h i c h  is r e m o v e d  f r o m  t h e  f i e ld  ol v i s io n  b u t ,  a t  t h e  s a m e  t im e ,  f r a m e s  it. 
t h e  s p l i t  s u b j e c t ,  h e  c o n c l u d e s ,  is t h e  h o l e  c r e a t e d  b y  o b je t p e t i t  a ,  w h i c h  t h e n  m a k e s  s u b j e c t  a n d  o b j e c t  

e q u i v a l e n t .

319.  E v a n s , Introductory' Dictionary, p p .  I36--137.

320 .  A  p a s s a g e  a  V acte  h a p p e n s  in  t h e  d i a l o g u e  f r o m  L. 170 o n w a r d s .

32 1 .  E v a n s ,  Introductory Dictionary, p. 137.

322 .  B a u d r i l l a r d ,  For Illusion . . . ,  p. 129.

http://www.ubishops.ca/haiidrillardstudies/vol2_l/lHitler.htni
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because it refuses to yield m eaning, it resists reflection. Photographing is a silent act 

o f disappearance -  jusL like death -  that is its trap .325 T he subject in  the photographic 

evidence in M ake Me Yours, goes from a dissapearance, an encoun te r w ith the Real, to 

a final rcconcilation w ith the Symbolic (sec images 44 to 46, entitled  passage a I'acte 

and the last, 47. Enacting or, Shall I  say, Acting Out). In the passage a I'acte images, the 

fram e begins to d isintegrate -  only begins -  for photography is a frame and it would 

be im possible to photograph  its com plete disappearance. In them , a void appears, 

and  the sub ject is partly engulfed by the object. W h at was previously an image of a 

m erging o f inside and outside, an encoun te r w ith a seductive object, gives way to an 

exit from  the fram e supported  by the screen.

I w rote, before my de tou r through the passage a Facte, that B audrillard argues for a 

necessary acting precipitously, o r ‘all at once’ in photography. F o r him , seduction 

does n o t occur w hen a subject is exchanged for an objecL, as happens w hen a 

pho tograph  of som eone is taken. T hat is m erely sim ulation. Photographic seduction 

is constitu ted  by an irreversibility, a ‘quality [that] exists only in retrospect, as an after­

effect o f the taking of the photograph  itself, as w hat is sim ultaneously b rough t about 

and done away with by it. W e realise it perhaps, b u t only too late, in the very form of 

its loss.’324 It may seem  contradictory that w hat is key to photographic seduction is an 

irreversibility, w hen I have been  arguing that the principal strategy o f seduction is 

precisely reversibility. This, however, w hen considered in relation to this case -  which 

seeks to find a way of studying seduction -  makes sense. W hat is p resen ted  through 

the photographs is n o t seduction  itself; this takes place over time and is difficult to 

capture wholly, as I argued at the beginning of chap te r three, with a discussion on 

the still. Yet, its appearance and its loss are visible and evident in the images, 

som etim es even sim ultaneously. T he irreversibility to which Baudrillard alludes is the 

reverse o f seduction ’s reversibility, which, in double play, is a sign that the camera 

was successful in seducing seduction.

T he technical issues involved in the capture o f seduction -  the use o f m irrors or 

sim ilar devices, and of chance, unm ediated  processes and ‘fell’ m om ents ra ther than 

the actual use of the eye - ,25 makes the pho tographer confront herself ra ther than 

separating  h e r from the subject of the image. A depiction of how she appears to 

o thers, a kind of acceptance of self, ensues. It is no t completely devoid ol sell-

323. Baudrillai'd, For Illusion pp. 131 and 135.

324. Bullw , B audrillard’s Photographic Thought.

325. Kell)', S e l f  hnage, p. 416.
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ex p lo ita tio n , as th is is a vu ln e rab le  p o sitio n  in  w h ich  she  finds h e r s e lf  Y et, in  the  

im ages, a change , re la ted  to th e  cap tu re , seem s to take p lace. W h e re a s  the  first 

im ages are d escrip tiv e  o f  the  s itu a tio n  -  the  e n c h a n tm e n t she  feels in  fro n t o f the 

o b je c t -  th e  su b jec t so o n  b eg in s  to take n o tice  o f h e rs e lf  in  the  e n c o u n te r , to pe rfo rm  

in  f ro n t o f th e  o b je c t a n d , m o re  im p o rtan tly , to p e rfo rm  th e  cap tu re  by using  th e  

cam e ra  as an  ap p en d ix , o r  a p ro p . T h e  cam e ra  ap p ea rs  by h e r  s ide , o r  co n sc io u sly  in 

f ro n t o f  h e r  (no te  th e  d e fian ce  in  23. H and) a t th e  sam e tim e as th e  fu ll fo rce  o f h e r  

b o d y  em erg es  (see 20. Flesh,, 21. M outh , 22. B o d y , an d , espec ia lly  35. Surrender I I  an d  

36. In te n tI I .  T h e se  la s t two im ages have  a h ig h  sexual c o n te n t, as th e  r in g s  a n d  o th e r  

jew e ls  seem  to c lim b  u n d e r  h e r  sk irt). T h a t e m b o d im e n t is th e  tu rn in g  p o in t in  th e  

p h o to g ra p h s , a fte r  w h ich , th e  c o n fro n ta t io n  w ith  th e  R ea l ( th e passage a Facte) an d  

th e  re c o n c ilia tio n  w ith  th e  sym bo lic  scen e  (the en a c tm e n t)  occu r.

In  th e  case  o f  o u r  su b je c t, i t  is th e  d o u b lin g  o f  th e  sc re e n s  -  th e  sh o p  w in d o w  a n d  th e  

p h o to g ra p h ic  le n s  -  w h ic h  m ak e  th e  c a p tu re  o f t h e  o b je c t a n d  o f  s e d u c t io n  p o ss ib le . 

T h e se  s c re e n s  a lso  w o rk  as a lu re , o r  a trap . T h is , in  L a c a n ia n  te rm s , invo lves a double  

deception , a ‘d ec e iv in g  by  p re te n d in g  to  d e c e iv e ’ a n d  h a s  its g en es is  in  la n g u a g e .326 W e  

a re  in  B a u d r il la rd ’s te r r i to ry  o f  th e  d o u b le  a n d  re v e rs ib ility  ag a in , th e  d e m ise  o f 

se d u c t io n  by  itse lf. T h e  c la ssic  ex am p le  o f  a lu r e ,  as c ite d  by  E v a n s , is ‘te llin g  a t r u th  

th a t  o n e  e x p e c ts  to  b e  ta k e n  fo r  a l ie ’,j2/ b u t  in  re la tio n  to o u r  case , o n e  c o u ld  p u t  

fo rw a rd  th e  p ro p o s i t io n  th a t  th e  lu re  o f  th e  le n s -a n d -s h o p -w in d o w  sc re e n s  p u t  

fo rw a rd  a t r u th  th a t  o n e  e x p e c ts  to  b e  ta k e n  fo r  an  im ag e . E v e n  L a c a n  se e m s to h in t  

a t it:

O n ly  th e  s u b je c t  -  th e  h u m a n  su b je c t , Lhe s u b je c t  o f  th e  d e s ire  th a t  is 
Lhe e s s e n c e  o f  m a n  -  is n o t,  u n lik e  th e  a n im a l, e n tire ly  c a u g h t u p  in  th is  
im a g in a ry  c a p tu r e  [of th e  lu re ] . l i e  m a p s  l i im s e lf  in  it. H ow 7? I n  so  fa r  as 
h e  is o la te s  th e  fu n c t io n  o f  th e  s c r e e n  a n d  p lay s w ith  it. M an , in  e ffec t, 
k n o w s  h o w  to  p lay  w ith  th e  m a s k  as th a t b e y o n d  w h ic h  th e r e  is th e  gaze.
T h e  s c r e e n  is th e  lo c u s  o f  m e d ia tio n  ... th e  s c r e e n  r e - e s ta b l is h e s  th in g s , 
in  th e i r  s ta tu s  as r e a l . ’28

This image creation draws on the fetishislic nature of photography and also the

326.  E v a n s ,  In tro d u c to ry  D ic tio n a ry ,  p. 104.  T h i s  d o u b l e  d e c e p t i o n  a lso  a p p l i e s  to  j o k e s ,  as  b r e a d
a s c e r t a i n e d  in  h i s  m o n o g r a p h  o n  t h e  s u b j e c t .  J o k e s  a r e  r e v e r s i b l e  in  n a t u r e  a n d ,  l ike  d r e a m s ,  a c t  as
s c r e e n  fo r  t h e  u n c o n s c i o u s ,  as  a p o r o u s  m e m b r a n e ,  its  m a n i f e s t a t i o n ,  h u t  a lso  s h i e l d i n g  th e  r e p r e s s e d .  
E r e u d ,  ‘J o k e s  a n d  t h e i r  R e l a t i o n  to  t h e  l i n e o n s c i o u s ’ (D er  IK// ; a n d  S e m e  B ezie /iiin g  ztun  U nbesvusslen

[1905]), S E  8.

327.  E v a n s ,  / u tro d u c lo ry  D ic tio n a ry , p. 1.04.

328.  1 F o u r  F u n d a m e n ta l  C oncep ts , p. 107.
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fantasy of the street photographer to be invisible in relation to his object, which 
marks his S  relation (<>) to a.m  But more on this later.

So, it would seem that in order to capture the process of seduction, one would have 
to devise a method where the actual ways of working of seduction itself are replica ted 
and documented. This is what the self-reflexive methodology does: it is a screen that 
plays seduction’s reversibility, through a game of appearances, to capture the 
moment of a gap in reality. This moment -  a suspension in time -  and this gap an 
opening of space -  need to be reflected upon if the workings of seduction are to be 
unveiled.330

Reflection
The suspension in time can be more clearly explored through the psychoanalytic 
concept of Nachtrdglichkeit -  afterwardness, deferred action or apres coup -  as it 
warrants attention in relation to seduction, time and causality. Afterwardness 
designates a phenomenon where impressions, experiences, or traces of memory 
become active or gain significance, as they are re-lived, as a result of re-experiencing 
an event. Afterwardness has eclipses and active moments,331 just as seduction 
operates in the subject actively -  when she walks through the arcade -  or passively - 
when she is not near the object, but is still seduced. Laplanche, in his examination of 
this concept, gave it a reversible direction: a deterministic or progressive one 
(favoured by Freud) in which the past conditions the present, or a hermeneutic or 
retroactive one, in which elements of the past are interpreted in relation to the 
present situation. 332 It is possible to consider afterwardness as a combination of these 
opposing terms without incurring in a contradiction if we consider what Jean

329. F o r  a s tudy  o f  the  re la t ion  be tw een  p h o to g ra p h y  and  fantasy, read V ic to r  Burg in ,  ‘Pho tography ,  
P han tasy ,  F u n c t io n ’, in T h ink ing  Photography, ed. by Vic tor Burgin, L ondon:  T h e  Macmillan Press,  .1982, 
pp.  177-216.

330. V ic to r  Burg in  s tud ies  psychoanaly tic  space and  time in rela tion to visual rep resen ta t ions  in film and 
p h o to g ra p h y  in fn/DiJJerenl Spaces, an d  in ‘L ook ing  at  P h o to g rap h s ’, in Thinking  Photography, ed. by 
V ic to r  B urgin ,  L ondon :  T h e  Macmil lan Press, 1982, pp.  142-153.

331. Lap lanche ,  Prohlemaliqu.es, p. 20.

332. J e a n  L ap lan ch e ,  ‘Notes on  A fte rw a rd n e ss ’, in Jean Laplanche: Seduction , Translation a n d  the D rives, 
ed.  by J o h n  F le tc h e r  a n d  .Marlin S ta n to n ,  Ir. By Marlin S ta n to n ,  L o n d o n :  Ins ti tu te  ol C on tem pora ry  
Arts , 1992, pp.  217-223.
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Laplanchc terms the ‘im plantation of the [other’s] enigmatic message’.33’ If we also 

consider Baudrillard’s assertion that ‘everything is seduction and nothing but 

seduction’,334 it is precisely this phenom enon, present in our relation to the world 

throughout our lives, that allows for the o ther -  the diam ond ring -  to address 

enigmatic messages to us and therefore opening up a double direction in our 

experience of individual time. The encounter explains som ething of the past -  or at 

least acknowledges som ething enigmatic there -  and a future action is asked of 

subject -  a prom ise is made in exchange. This is why the subject cannot move, why 

she is late for work w hen she encounters the ring.335

If the capture of seduction involved suspending a m om ent in time, the production of 

the photographs seems to have expanded time. Talking to experts in photography 

revealed that the subject used different capturing devices -  no doubt to experim ent in 

relation to results -  the m ost common one being the Mamiya 645 (a m edium  format 

analogue camera). This m eans two things in relation to time and the gaze: that the 

subject took the photographs blind (in com parison to recent digital photography 

advances, where the image to be taken is displayed in a screen), and that duration was 

enlarged due to the time it took to develop the negatives and to scan them  at the 4000 

d.p.i. resolution I found them  in (which, according to the experts, means that each 

image took in the region of 25 m inutes to appear in the com puter m onitor and the 

process had to be repeated num erous times to avoid a phenom enon known as Newton 

rings). The use of the Mamiya was followed by photographs obtained with a Fuji 

Finepix F430 (a digital compact, point-and-shoot, camera), a Nikon D40 (a digital 

SLR) and a camera phone.

The choice of images for the cover of the photo-book was dictated by a will to explain 

the process Lo the reader, almost as if it was viewed from the outside, externally -  

even though these were also taken by the subject. Once within the pages, the position

333. Laplanehe relates these progressive and retrogressive modes to in terpretation , which in turn relates 
to the task asked o f reflection. I le writes: ‘So we arrive at this idea: even i( we concentrate all our ellorts 
on the retroactive tem poral d irection, in the sense that som eone rein terprets their past, this past cannot 
be a pure or factual one -  a ‘raw given’; it contains ra ther in an im m anent fashion som ething that comes 
before -  a message from the other. It’s im possible therefore ju s t to hold a herm eneutic position on this -  
that is to say that everyone in terpre ts their past according to their p resen t -  because their past already 
has som eth ing  deposited in it that needs to be deciphered, which is the message of the third person’. 
Laplanehe, /Votes on Aftenvtirdness, p. 222.

334. B audrillard, Seduction, p. 83.
335. M oreover, on the subject of suspension of lime, Baudrillard wrote: ‘Photography produces a kind of 
thunderstruck  effect, a form o f suspense and phenom enal immobility which in terrupts Lhe precipitation 
o f events’. He called this effect the ‘freeze-fram e’. Baudrillard, t o r  Illusion ..., p. 134.
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changes an d  we are  w ith in  the  p h e n o m e n o n . T he  im ages in the  p h o to -b o o k  have 

th ree  p o in ts  o f re fe rence : the  body (with a d o m in an ce  o f  issues o f  scale, focus, and  

d o u b le  im ages), the  o b jec t (w here the co lours o f the  o b jec t d o m ina te  the  im age), an d  

the  p h o to g ra p h  itse lf (w here m o s t o f the perform ativ ity  takes place). T he  layout o f the 

p h o to -b o o k  is m y ow n w ork. In  the  p rocess  o f o rgan ising  the im ages, I rea lised  tha t 

th e ir  re la tio n  to the  page an d  to the  re a d e r  n eed ed  to rem a in  active, ra th e r  th a n  give 

itse lf  up  too quickly  Lo the  act o f looking. So, each  page is designed  w ith  th e  im age in 

m in d , revealing  o r o b scu rin g  in the  fo ld  o f the  book  as m u ch  as necessary  to 

u n d e rs ta n d  th e  sed u c tio n  b e tw een  Lhe su b jec t an d  the objects.

T h e  re la tio n  b e tw een  su b jec t an d  ob ject, m ed ia ted  by the cam era an d  the  shop  

w indow , is n o t llia t o f  a ‘m irro r  reflec tion , in  w hich th e  su b jec t finds h im se lf 

tran sfo rm ed  -  n o t a m irro r  phase , in  w h ich  the su b jec t estab lishes h im se lf w ith in  the 

im ag inary ’. F o r, as B aud rilla rd  acknow ledged , ‘all this be longs to the  psychological 

d o m ain  o f  a lterity  an d  iden tity , n o t s e d u c tio n ’336 (although  th is dom ain  has a b ea rin g  

in  term s o f  psychodynam ics, w h ich  obviously  d id  n o t in te re s t B audrillard). In s tead , 

the  seductive  re la tio n  is one  w here  d is tance  an d  proxim ity  a lte rna te . B oth  are 

d esirab le  an d  d es ired  b u t the  in c reased  proxim ity , o r closing  in o f  the  ob jec t, com es, 

it seem s, a t a p ric e .33' T h e  p rice  is a d is to rtio n , a b lu rrin g , a sco tom isa tion  o f th e  

re tin a  an d , by ex tens ion , th e  lens. T h e  im ages on titled  Surrender (num bers  33 an d  35) 

and  In ten t  (num bers  34 and  36) are  exam ples o f this: w h en  the  cam era  is too close, it 

e ith e r  focuses on  th e  o b jec t o r  o n  th e  sub jec t. T h is  does n o t b reak  the  seductive  link 

be tw een  the  two, b u t, ra th e r , c rea tes a d isco n tin u ity  o f v ision . A s Zizek writes:

T h e  O b jec t can  be  perce ived  only  w h en  it  is v iew ed from  the  side, in a 
partia l, d is lo rtcd  fo rm , as its ow n shadow  -  if  w e cast a d irec t g lance a t it 
we see n o th in g , a m ere  void ... T h e  O bject, th e re fo re , is literally  
so m eth in g  th a t is c rea ted  -  w hose  p lace is enc irc led  -  th ro u g h  a netw ork  
o f d e to u rs , ap p ro x im atio n s and  near-m isses.'j38

336. Baudr i l la rd ,  Seduction, p. 68. His quo te ,  however ,  does  no t  m ean  tha t  alterity, lhe  o ther ,  is not 
involved in seduc t ion .  Q u i te  the opposi te .  What.  Baudr illard is trying to do is to d is tance  the o th e r  in 
seduc t ion  from the self  as o the r ,  as involved in a m i r ro r  reflection,  psychology an d  the imaginary.  It 
seem s to re la te  (a lthough I s u sp ec t  Baudril la rd  w ould  contest it), to L a can ’s little autre, a , as it appears  in 
his s chem a  L (Kig. I I). Because  th e re  is an o th e r  (rather than sell as oilier), d is tance  and  proximity  
be co m e  even m ore  p ro m in en t  a spec ts  o f t h e  relat ion.

337. H enry  Bond,  Lacan a t the Scene, p. 17.3. l ie cites M ichelangelo  A n to n io n i ’s him Blow Up, as an 
exam ple  o f t h e  price  paid  for proxim ity to the ob jec t  pho tog raphed .

338. /hzek,  'C our t ly  Love, or,  W o m a n  as T h i n g ’, in The Afetaalases o jE n joym ent, pp.  89— 112, p. 95.
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T h e  effect rem in d s  o n e  o f  an  an am o rp h o sis , a lth o u g h  in  a d iffe ren t way from  w hat 

H ans H o lb e in  the  Y o u n g er c rea ted  in  h is p a in tin g  The Ambassadors™  because , to sec 

the  o b jec t clearly , one  w ou ld  have to step  back  in the  scene  itself, ra th e r  th an  in  fro n t 

o f the  p h o to g rap h , un like the  effect in  the  pa in ting . A ny d is to rtio n  -  o f scale, focus, 

p o sitio n  an d  d o u b lin g  -  in M ake Me Yours is p h o to g rap h ic .

B efore I fin ish  w riting  the  n o tes  fo r my case an d  sum m arise  in  p rep a ra tio n  fo r my 

p re se n ta tio n  to the  ju ry , there  is one claim  th a t I n eed  to co n ten d  in  re la tio n  to the 

self-reflexive m ethodo logy  an d  the  gaze. L acan  w rites:

o f  all the  o b jec ts  in w h ich  the  su b jec t m ay recogn ise  h is d e p e n d e n c e  in  
the  reg is te r  o f desire , the gaze is specified  as u n ap p reh en s ib le . T h a t is 
w hy it is, m ore  th an  any o th e r  object, m isu n d e rs to o d  (rneconnu), an d  it is 
p e rh a p s  fo r th is reason , too, Lhat the su b jec t m anages, fo rtunate ly , to 
sym bolize h is  ow n van ish in g  an d  p u n c lifo im  b a r [trail) in  the  illu sion  o f 
the  co n sc io u sn ess  o f  seeing oneself see oneself in  w hich  the  gaze is 
e lid e d .M0

In  the  p h o to g rap h s , the  eye sees itse lf see ing  itse lf and , in  its sep ara tio n  from  gaze -  

as m e n tio n e d  in  c h a p te r  two -  c a n n o t coexist w ith  it. T he  im ages revolve a ro u n d  the 

lu re  re p re se n te d  by the  sc reen  and , a lth o u g h  they are visual, they do  n o t co n ce rn  

them selves d irec tly  w ith  the  eye (for this w ould  be  a d iffe ren t work). My trap  is n o t 

d irec tly  a im ed  a t the  eye (it is n o t a trompe I ’oei.l an d  does n o t w an t to trick  vision), 

ra th e r , it is se t fo r sed u c tio n  an d  the o b jec t’s gaze. T h is, how ever, given L acan ’s 

tam ing  o f  the  eye, the  dompte regard  I w rote ab o u t earlier, w ill inevitably  involve som e 

trick ing  o f the  eye. T h u s, if  the firs t re sp o n se  to them  is ‘w h a t do I see?’, it m eans the 

trap  is w ork ing .

T he  gaze, the  scopic drive -  w hich, like all drives, is lib id ina l -  is p re se n t since the 

m irro r  stage, fixing lhe  su b jec t in  re la tio n  to h e r  desire . T h ro u g h  the ac t of 

p h o to g rap h in g , the  su b jec t relives th is m om en t of recogn ition . T he  cam era, m ore 

prec ise ly  its le n s ,341 b rin g s ab o u t the  gaze, th ro u g h  w hich  the ligh t is em b o d ied  and  

th ro u g h  w hich , in  the  w ords o f  L acan , I am  p h o to -g ra p h e d .>l2

339. N oto riously  d iscussed  by Lacan in F our F undam enta l Concepts, pp.  85 90.

340. Lacan, Four Fundamental'Concepts, p. 83.

341. ' t h e  lens  an d ,  in ana logue  cam eras  (like, for example ,  the Mamiya 645 the  sub jec t  used), also the 
m ec h an is m ,  w hich  has  m ir ro rs  to t rap lire light.

342. Lacan, T o u r  Fundam ental Concepts, p. 106.
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OPEXriVG STATEMENT FOR T H E  CASE

I am  ap p ro ach in g  the m ateria l g a th e red  cautiously . I t  has b een  m y decis ion  to 

assem ble  a case w ith  the  ev idence o f m y investigation , b u t the reality  appears  to have 

an  u n co m fo rta b le  edge. I am  try ing  to lea rn  from  prev ious in q u iries , S h erlo ck  

H o lm es’ search  fo r Mr. H o sm er A ngel’s id en tity 3,13 an d  S ig m u n d  F re u d ’s exp lo ra tions 

o f D o ra ’s h y s te ria .Jl4 L ike the irs, m y case is a puzzling  one an d  I h o p e  th a t show ing  

w h a t I have fo u n d  to a ju ry , to g e th e r w ith testim on ies, w ill h e lp  m e. My search  has 

fo u n d  m any  clues, as o u tlin ed  in  this an d  prev ious chap te rs; still, sed u c tio n  opera tes. 

I am  even  d u b io u s  o f u tte rin g  its nam e, as the  m ere  m en tio n  is en o u g h  fo r m e to fall 

u n d e r  its spell. I t  is like a s ire n ’s song.

T h e  case is set. In  a d d itio n  to the  crim e -  sed u c tio n  -  I have the  scene  -  the arcade, 

the  sh o p  w indow  -  an d  the  w eapon  -  a c o n tin u o u s  reversib ility . Yet, w ho is the 

culpriL? I am  to rn , fo r the p o sitio n  o f the crim inal is seductive in  itself, p e rh ap s  m ore 

th an  th a t o f  th e  de tec tive. T h is is acknow ledged  by R abate , w ho cites F re u d ’s 

c o rre sp o n d e n c e  w ith  O skar P lister: ‘w ith o u t a little  o f th is crim inal d isposition , 

n o th in g  [in re la tio n  to the  w ork  o f  analysis] can  be acco m p lish ed ’. >1'> F u rth e rm o re , he  

d irec tly  links the  w ork o f analysis to th a t o f the  artist, te rm ing  b o th  as 

u n sc ru p u lo u s .>l(> M aybe th e re  is n o  c u lp rit ... I c a n n o t h e lp  b u t shake m y h ead  and  

re tu rn  my gaze to th e  book  o f p h o to g rap h s  ol' the y o u n g  w om an  an d  h e r  w ords, the 

only  physical m an ifesta tio n s o f sed u c tio n  allow ing m e to look at it s tra ig h t an d  fo r as 

lo n g  as I n eed  Lo. T h e  o b jec t su d d en ly  seem s m ore  playful th an  crim inal. I t is n o t the 

p e rp e tra to r , h u t  the  victim ; an d  so is the sub ject.

1 know  by now  th a t sed u c tio n  ch id es the grasp  o f those w ho a ttem p t to c o n fro n t it 

d irectly . Its c h a rac te r is volatile, o ften  linked  to m oral, sexual an d  crim inal concerns . 

D id  I ever m e n tio n  tha t F ra n k  S in a tra  w as conv ic ted  o f an  offence of seduc tion ;’ It

343. C o n an  D oy le , / !  Case o f  Ideality .

344. F reud ,  Fragment, o f  an A nalysis o fa  Case o f  Hysteria.

345. l laba te ,  A r t a n d  Crime, p. 14. He transla ted  directly  irom t r e n d ’s G e rm an ,  not. happy  with the 
p u b l is h e d  Engl ish  transla tion .  F r e u d ’s sen tence  reads:  ‘O h n e  ein so lches  s tuck ve rb rec h er lu m  gib 1: es 
keine r ichlige  le is t im g’, a n d  I verified the transla tion ,  especially co n ce rn in g  the w ord  criminali ty  
(verbrecherlum ),  w hich  in the  English edit ion  seems to have been  t ransla ted  'as sensitive. S ig m u n d  F reu d  
an d  O sk a r  Pf ister, Psychoanalysis a n d  Faith: The. Letters o f  S ig m u n d  T re n d  and. O skar Pfister, ed. by 
H e inr ich  M eng and  E rn s t  L. F reud ,  tr. by Erie M osbacher ,  London:  Hogar th  Press,  1963, p. 35.

346. ‘Discret ion  is inc om pa t ib le  with  a sat isfactory desc r ip t ion  of an analysis; to provide the la tte r one 
w ould  have to be u n s c r u p u lo u s ,  give away, betray, behave  like an artist  who buys pa in ts  with his wife s 
h o u s e -k e e p in g  m o n ey  o r  uses  the  fu rn i tu re  as fi rewood to warm the s tu d io  fo r  his model.  W ith o u t  a 
trace o f  tha t  kind  o f  u n s c r u p u lo u sn e s s  the jo b  cannot: be d o n e ’. F rend  and  PfisLer, Psj choana/jsts and  
Faith, p. 38.
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usually  op e ra te s  in  dual s itua tions -  it ten d s to ap p ea r to be  a m a tte r  o f tw o, a lth o u g h  

I know  m ore  is re q u ire d  -  an d  involves m ak ing  a n o th e r  to do w hat it w ants. B ut do 

n o t w orry; io rce  an d  co erc io n  are n o t p a rt o f  its e legan t modus operandurn. In s tead , it 

will play w ith  the  v ic tim ’s free will. S om etim es, as the ev idence in  the  p h o to g rap h s  

show s, it m ay even be p leasu rab le . D o n o t be fooled , though , its pow er is m ighty , an d  

th is is w hy I am  b e in g  v ig ilan t an d  also carefu l in  my arg u m en t, taking it step  by step  

an d  s to p p in g  w h en  necessary .

My g a th e rin g  o f clues, m y trap , is, th ere fo re , a way o f  calling  it in to  play. By follow ing 

a sed u ced  su b jec t an d  g e tting  to the re s id u es o f  h e r  sed u c tio n  (reco rd ing  

conversa tions an d  p re se n tin g  them ; acq u ir in g  h e r  p h o to g rap h s  and  o rgan is ing  them )

I am  inv iting  sed u c tio n  Lo a p p ea r again.

T h e  im ages I have ch o sen  fo r the book , like the  conversa tion  p re sen ted , are  the 

traces o f  a very p a rticu la r sed u c tio n , one  o f  m any, fo r this is a serial o ffen d er w ith 

w hom  we are dealing . W h a t we have befo re  us, how ever, w ould  have baffled  H olm es 

an d  in trig u ed  F re u d . T hey  are  the  rem n an ts  o f one w o m an ’s jo u rn e y  th ro u g h  

co n tem p o ra ry  sh o p p in g  arcades w ith  th e ir o bscene  displays. T h ere  are m any  arcades; 

th is p h e n o m e n o n  an d  the e n su in g  in c id e n t arc fo llow ing h e r  everyw here. D id  

hysteria , o b scen ity  an d  a certa in  ob sessio n  com e across in  the dialogue?

T h e  w'ork o f g a th e rin g  the  ev idence has b o rn  som e fru it, b u t the resu lts  p ro d u ced  can 

only  m ean  so m e th in g  if  analysed  w ith  the  righ t tools. T h is is w hy the book  an d  the 

tra n sc rip tio n  o f th e  d ia logue are p ro m in en t. As ev idence to be p u t fo rw ard  to a ju ry , 

it allow s fo r a m ore  d irec t experience , an d  th is im m ediacy, w hen  talk ing ab o u t 

sed u c tio n , is the  only way Lo even ca tch  a g lim pse o f it. S till, always so m eth in g  

escapes, in  sp eech  an d  in  gaze. T h is is also the case elsew here: in  Les Liaisons 

D augereuses we do noL sec the  exact m o m en t o f sed u c tio n , as it is re la ted  Lo us by 

le tte r . A  tool o r a m ech a n ism  such  as a cap tu rin g  lens, a gallery, an  analytic h o u r, the 

m yste rious space o f th e  pages o f  a book  (of le tte rs, of im ages), arc necessary , fo r Lo 

look  a t it d irec tly  w ould  b lin d  us. In  this case, an d  given the n a tu re  ol my en te rp rise  

an d  the  au th o ritie s  to w hom  I have to d efe r ju d g m e n t, a book, w ith  the trapp ings ol 

the  p h o to g ra p h s  an d  the  text, w ith  its narra tive  ye t repetitive  m ode  o f e n c o u n te r  -  the 

tu rn in g  o f pages is su ch  a fam iliar, y e t strange ac tion  w hen  one does noL know , o r 

rem em b er, w hat one  is go ing  to find  n ex t -  is m y m ost pow erfu l p ro o f  O f course, I 

know  th a t m y case only b rin g s one  side o f sed u c tio n , sees it from  one position , b u t I 

h o p e  th a t my a rg u m en t fo r its pervasive n a tu re  is n o ted .
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T h e crim e rep resen ted  is m an ifest in  the way it rep eated ly  stop s the w om an in  h er  

tracks, m aking  h er  u n ab le to look  e lsew h ere . T h is, o f  cou rse , has co n seq u en ces , 

cau ses h er trouble; sh e  lo ses  p rec iou s tim e (apart from  h er free w ill). S h e  is late  

w h erever  sh e  has to go, inevitab ly  very late, as sh e  can n ot resist se d u c t io n ’s call. T he  

q u estio n  sh e  asks is: ‘W h a t d oes the ob ject w an t from  m e?’

T h is is im p o ssib le  to answ er, for fin d in g  a satisfactory resp o n se  w ou ld  bring  

everyth ing , everyth in g  that had h ap p en ed  b etw een  them , crash in g  dow n. I do  n ot 

th ink  e ith er  o f  th em  w o u ld  w an t that so the q u estio n  has to rem ain  in  play. S till, 

there are th ings around w h at h ap p en ed  that can  b e look ed  at, as I have d o n e  through  

the self-reflex ive  m eth o d o lo g y .

W h a t is p rod u ced  through  the m eth o d o lo g ica l app lication  is in terestin g , I think, b u t 

also od d . It is a critical re flec tion  on  the text and the im ages o f  an en co u n ter , or, 

p erh ap s, an in terp reta tion  o f  it. E ith er  way, it is in terestin g  and o d d  b eca u se  there is 

a se n se  o f  h av in g  read a fiction . D id  the ring really speak?JI/

I am  sh ak in g  m y h ead  again. T h is  case  o f  sed u ctio n  is b eco m in g  co m p lex  h u t I know  

it can  o n ly  b e  so lved  by lo ck in g  eyes w ith  it and fa llin g  -  d ow n  and  hurting , or in  

love  -  in to  its gam e. I w ill, n o  d ou b t, b e tripped , i f  I have n o t b een  already. T h e  m ore  

I a ttem p t to u n d erstan d  it, h ow ever, the m ore I fin d  m y se lf p laying its gam e.

347 . T h is  fe e lin g  m ay c o m e  abou t th rou gh  th e 'p rcc io u sn ess' ol the text, t h is  chapter, and the next, are 
a b o u t s to p p in g  th e  text from  b e in g  p reciou s, in ord er  to h igh ligh t w h en  il  is s e lf-co n sc io u sly  b eco m in g  
p recio u s, its fe tish is tic  q u a litie s  (w hich  are th ere, o f  cou rse , as it is a work). I h e  characters are dram atic, 
and , so m e tim e s  th eir  v o ice s  cannot h e  d is tin g u ish ed  from  each  o th er  and (rom  m y ow n  vo ice . In this 
s e lf-r e f le c tio n , v o ice s  b e co m e  blurred and  reversib le , in th e sam e way the p h otograp h s do. W h at is 
in s id e  and w h at is o u tsid e; w h o  is w earin g  what?
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CHAPTER FI VP

\  C A S K  O K  SI'.01 CT IO N

R ad ios  a n d  g e n t le m e n  o f  th e  ju r y , e x h ib it  n u m b e r  o n e  is  

w h al I h o  s e r a p h s . th e  m is in fo r m e d , s im p le ,  n o h le - w in g o d  

s e r a p h s , e n v ie d .  R ook  al ih i s  ta n g le  o f  t h o r n s . ,w

l i e  enter the scene late. ’The hearing o f  the case has com m enced  II e have on ly  m issed the 

introductions, the sh a k in g  o f  hands, the pleasantries. W e know  they are go ing  to start tearing  

seduction a p a rt fro m  the very beginning a n d  do no t w a n t to miss anyth ing  substantial.

R ushing dow n the corridor, we come into the room to h ea r ...

. .. b u t  t h e s e  i m a g e s  d o  n o t  s e d u c e  m e .

S ed u ctio n  is a u b iq u ito u s prin cip le . Vet, th is d o es n o t m ean  that everyth ing  sed u ces  

everybody. S u ch  co n cep tio n  w ou ld  u n d erm in e  th e  sop h istica ted  w ork in gs o f  

sed u ctio n , if w ou ld  be too  easy to op erate and w ou ld  rend er sed u c tio n ’s reversib ility  

and resistan ce  (its m ain strategies) inop erative. W hat is m ore, the case I am putting- 

forward is n o t o n e  w h ere I set to  find a un iversal sed u ctiv e  ob ject. T hat is an 

im p o ssib le  task and o n e  w h ere , if  I w ere to  take it forw ard, I w ou ld  have to  a ssu m e a 

p resu m p tu o u s p o sitio n  o f  m astery. Instead , it is  a m atter o f  creatin g  th e  c o n d it io n s  

u n d e r  w h ich  sed u c tio n  can b e  seen  and reco rd ed , to  be fu rth er  stu d ied . T h is  is 

sim ilar  in th e  e n c o u n te r  w ith  a w ork o f  art. I have already argued , at th e  b e g in n in g  o f  

m y rep ort, that all w ork s o f  art are sed u c tiv e , a lth o u g h , o f  c o u rse , n o t sed u ctiv e  to  

ev ery o n e . T h e  v ie w e r  o f  th e  w ork  o f  art m u st create h is  or  h er  ow n  e n v iro n m en t or  

c o n d it io n s  to  su ch  an ex ten t th at it is  th e  very se tt in g  o f  th e  s c e n e , w h ich  b e c o m e s  

c o m p e llin g . (This scene is also similar to money, with the meaning Marx gave it, she thinks.
It does and does not exist at the same time). T h is  is  n o t  a d ia g n o s is  o f  w h y  p e o p le  are 

s e d u c e d , a lth o u g h  so m e  th o u g h ts  o n  th is  m ay be v en tu red . T h e r e fo r e , th e  key to th is  

ca se  is n o t  w h e th e r  th e  im a g es , th e  o b je c ts , or  th e  w orks o f  art s e d u c e  everyb od y;  

ra th er , it fo c u s e s  on  w h a t m a k es  it s e d u c e  so m e b o d y  and h o w  th is  ta k es p la ce . F or  

th is , a few- e x a m p le s  o f  s e d u c t io n  su ff ic e . T im s , th e  fact that th e  im a g es  in  th e  p h o to ­

h o o k  d o  n o t  s e d u c e  you  is n o t  re lev a n t. S t ill ,  y o u  w ill b e  a b le  to  ap p ly  th e  se ll -

’*d<S. \ a l x » k < > \ , h o /im .  p . I I ,
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CHAPTER FIVE: A CASE OF SEDUCTION

reflexive methodology to instances where you have been seduced by some specific 
thing.

Do all objects possess the possibility of seducing? 1 mean, what would a non-! 
seductive encounter be?
If we start from Baudrillard’s principle that ‘everything is seduction and nothing but 
seduction’,349 then yes, all objects have a possibility of seducing. We are constantly 
called, constantly hailed by things around us.350 We do not always respond. That is a 
non-seductive encounter: when one decides not to act or react to the call of the 
object in any way. It refers to the first and fourth rules of seduction, as I outlined 
them in chapter one: seduction is pervasive, but the choice of object depends on the 
individual subject and her response. If one is not seduced, though, it does not mean 
he or she is repelled, for resistance is essential to seduction as I showed in my 
analysis. Just remember how violently the Presidente de Tourvel rejects Valmont 
when, all along, she was interested in him ... The opposite of seduction would be 
indifference. An erotics of indifference, perhaps.

You portray seduction as a crime. Isn’t this an exaggeration? Are you not using 
hyperbole to create a dramatic effect in your narrative? After all, if it is a principle, as 
you claim in the material you have submitted to us, we would all be criminals, as we 
are seducers and seducees.
Not at all; we, seducers and seducees, are the victims! There is a crime called 
seduction for which one can still be put in jail in certain states in the US. As 
seduction means to play with someone’s free will, it may involve behaviour and ways 
of working that are not always, shall we say, transparent. The Oxford linglish 
Dictionary’s second definition of crime does gives a wider sense for the term, where a 
violation ofthe law is not derigueur, Instead, a crime is ‘an evil or injurious act; an 
offence, a sin’, a ‘wrong-doing’. It is also a ‘charge or accusation’, and it is in these 
last two senses that I oontextualise seduction, like Baudrillard did (see note .103): [still 
nervous, a little too vehemently, getting up) I am making a charge against its 
injuriousness.

349. Baudrillard, Seduction, p. 83.
350. L a te r  o n  in  th e  h e a r in g  o f  th e  case ,  th e  e v id en ce  lo r  th is  -  w h ich  re fers  to  Cap i ta l i sm  a n d  its u se  ol 
s e d u c t io n  as its key s t ra tegy  -  will be b r o u g h t  fo rward .

351. O E D  O n l in e  O xfo rd  E n g l i sh  D ic t iona ry ,  Crime, n. S e c o n d  ed i t ion ,  1989, avai lable  from  
< h t tp : / / d ic t io n a r y .o e d .c o m >  [accessed  11.07.09],

http://dictionary.oed.com
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All r ig h t, calm  d ow n  ... T h e  exam ples y o u  c ite  o f  cases o f  se d u c tio n , n am e ly  Les 

Liaisons Dangereuses, K ie rk eg aa rd ’s D iaiy o f  a. Seducer an d  C asanova’s m em o irs  have 

m o re  o r  less trag ic  en d in g s . T h e  sam e is a rg u ab le  fo r y o u r  e n c o u n te r  w ith  D u c h a m p ’s 

E ta n tdonn.es an d  th e  w o m a n ’s fall fo r th e  r in g  ... Y ou also  ta lk  a b o u t c rim e, s in , in ju ry  

a n d  w ro n g d o in g . Can se d u c tio n  b e  a positive  th ing?

D o  y o u  m e a n  w h e th e r  s e d u c tio n  can  involve a c h an g e , from  a  (negative) s itu a tio n  to  a 

m o re  p ositive  one?

Y es.

In so fa r  as se d u c tio n  involves p lay , r a th e r  th a n  homeostasis, a k in d  o f  p lay  w h ich , fo r it  

to  w o rk  re q u ire s  th e  p layers  n o t  to  o b ta in  th e ir  a im , th e n  th e  an sw e r is n o . O n ly  

w h e n  th e  en e rg y  (shall I  te rm  it lib id in a l energy?) is in  flux, th e re  is s e d u c tio n .352 T h is  

e n e rg y  te n d s  to w a rd s  jo u is sa n c e . Jo u is sa n c e , how ever, is com plex: it  goes b ey o n d  

e n jo y m e n t itse lf, b e y o n d  th e  p lea su re  p r in c ip le , an d  it is p u t  in  re la tio n  to  th e  d e a th  

d rive. I t  is in  th e  b e y o n d  a n d  in  th is  d e a th  d rive  th a t  th e  m o re  n ega tive  s ta te  o f  

se d u c tio n  can  b e  lo ca ted . O n e  alw ays gives u p  so m e th in g  to  e n te r  a  seductive  

re la tio n sh ip ; th e re  is alw ays a loss, w h e th e r  i t  is th e  loss o f  tim e , m oney , h o n o u r , o r  

o n e ’s freed o m . A n d  as alw ays w ith  se d u c tio n , th in g s  a re  rev e rs ib le  too , am b ig u o u s 

a n d  in  m o v em en t; th e  system  h o ld s  an  u n d e rm in in g  m ec h a n ism . C asanova’s 

c o m p le te  m e m o irs  a re  a  g re a t exam ple  o f  s e d u c tio n  as c o n s tru c tiv e .303 O verall, h is  is 

a p o sitiv e  ta le  o f  se lf-know ledge . B u t o n e  c o u ld  re a d  th e  trag ed y  in  it  as w ell, o f  

c o u rse , as h is  w o m an is in g , h is  se d u c in g , m ad e  h im  an  exile from  h is  be lo v ed  city.

Y ou a re  ca teg o rica l in  y o u r  link  b e tw een  se d u c tio n , sexuality , a n d  m orality . Is  th is  

rea lly  so c le a r  a n d  so un iversa l?

T h e se  a re  tw o  o f  th e  c h a ra c te r is tic s  th a t  m ake  se d u c tio n . S o  far, I have n o t  fo u n d  a 

s in g le  ex am ple  th a t  d o es  n o t  c o n c e rn  sexuality  and  m orality , a lth o u g h  p e rh a p s  th e  

c o n c e p ts  n e e d  to  b e  ex p la in ed  in  th is  con tex t. S exuality  a n d  m ora lity  a re  n o t  m e a n t 

in  th e  w ay th e y  a re  u se d  in  c o m m o n  sp e ec h , fo r exam ple  by th e  m ed ia  (a lthough , 

even  th e re , th e y  d o  u se  se d u c tio n  stra teg ies). S e d u c tio n  ra ises  m oral issues , o r  

e th ic a l, i f  yo u  w an t, in  th e  se d u c e r-se d u c e e  p a ir .354 T h e  en erg y  th a t  c ircu la tes

352. This libidinal energy refers, of course, to the drives, as described in chapters two and four.
353. Casanova, History o f  My Life.
354. Ethics is understood as a group code, for example social ethic or work ethic, whereas morals refer 
to a personal code, differentiating right from wrong. Seduction raises issues about both, for example

[Footnote continues)
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be tw een  th em  is always lib id ina l, in  the psychoanaly tic  sense, w h ich  is n o t 

synonym ous w ith  sexualiLy as popu lar]) re p re sen ted , b u t, ra th e r, is re la ted  to the 

drives ol desire , (the invocatory  an d  scopic drives, as I have argued). Lib ido , a L atin  

term  m ean in g  desire , w an t an d  am orous love, is defin ed  as the in s tin c tu a l energy 

re la ted  to p lea su re  an d  w hich  un d erlie s  m en ta l activity;355 in sliorL, a m o to r p rin c ip le  

fo r actions.

P o rn o g rap h y  an d  sex, on  the  o th e r  h an d , in  th e ir  b ru ta lity  an d  especially  as they are 

po rtray ed  in  film  an d  television , have little  to do  w ith sed u c tio n , as B aud rilla rd  w rites 

a t the b eg in n in g  o f  h is book: it is the  ‘tran ssu b s tan tia tio n  o f sex in to  signs th a t is the 

sec re t o f  all s e d u c tio n ’, sed u c tio n  ‘is a gam e, sex is a fu n c tio n ’.356

L acan  p o in ts  in  h is sem in ar on  E th ics  tha t m orality  re la tes Lo the  social b o n d , w h ich  

‘goes back  to the  fra te rn ity  an d  th is im plies a ho rizo n ta l level o f re la tio n sh ip s 

b e tw een  eq u a ls ’.3;,/ T h e  social b o n d  is, in  tu rn , re la ted  to jo u issan ee  an d  to the object. 

W ith  the  F o u r  D iscou rses (in tro d u ced  in  c h a p te r two), L aean  show s th a t the  social 

b o n d  is es tab lish ed  by re n o u n c in g  jo u issan ee  an d  the sa tisfac tion  o f  the drive (the 

im possib ility  an d  im p o ten ce  re la tio n s in  the  equations), as th is sa tisfaction  im plies 

the  en jo y m en t o f  ohjecLs th a t cou ld  b e lo n g  to o th e rs  ... see, fo r exam ple h is Discourse 

o f  Capitalism  F o r  L acan , ‘E th ics  is n o t sim ply  co n ce rn ed  w ith  the  fact th a t there  are 

ob liga tions, th a t th e re  is a b o n d  th a t b in d s , o rders , an d  m akes the social law ’.3j!)

E th ic s  are  essen tia lly  relaLcd to desire  and , thus, to sed u c tio n  an d  the  drive -  n o t in 

vain  he  has a sec tion  o f  h is sem in ar en titled  drives an d  lu res, a sec tion  w ith in  a

in div idua l m ora ls  o f t h e  sed u ce r /sed u c ee  and  the  w rongness  o r  r igh tness  o f  the ir  act ions  in re la tion to 
th e i r  belie fs  (see for exam ple  V a lm o n t’s a t t i tude  to marr iage  in Les Liaisons Dangereuses), b u t  also 
capi ta li s t e th ics,  as show n  in my discuss ion  o f  Lacan’s posit ion  on the  social bond .  E th ics  are, o f  course,  
linked to m ora ls  in that , as we will see  below, for social re la tions  to take place, the  moral o r  personal  
code  n eed s  to develop  at a horizonta l  level. Before the g roup  elh ic  is the personal  moral.

.355. Michele  Poliak Corn il lo t,  'L ib id ina l  D ev e lo p m e n t ’, in Alain de Mijolla (ed.) In ternationalD ictionary  
o f  Psychoanalysis, Gale  Cengage ,  2005, available from <hltp : / /www.enotes.com /psychoanalysis-  
en cy c lo p e d ia / l i b id in a l -d e v e lo p m e n t  [aceessed 30.09.10]

356. T h e  section  T h e  Eclip tic  o f  S e x ’ (pp. 3-49)  m akes  this  a rgum e n t .  Jean  Baudril la rd , Seduction. T h e  
qu o te s  in the  text com e  from pages  13 and  21.

357. Paul V e rhaeghe ,  ‘Social  Bond and  Authori ty: Everyone Is the  S am e  in f r o n t  of the  Law ol 
D if f e renc e ’, Journa l fo r  the Psychoanalysis o f  Culture an d  Society, vol. 5 issue 1, March 2000, pp.  91-96,  p. 
91. T h is  is, o f  course ,  an ideal, as L acan ’s F o u r  D iscourses  exam ine relations ol power,  an agen t  in 
re la tion to an o the r ,  which  is, therefore ,  n o t  equal .

358. T h e  h ea r in g  will add re ss  the D iscourse  o f  Capi ta li sm in a lew pages.

359. Lacan,  The luhics o f  Psychoanalysis, p. 75.
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discussion o f sublim ation. He reinforces the  p o in t I am m aking o f seduction  as a 

princ ip le , tak ing  as his dep artu re  p o in t F re u d ’s text ‘Civilization and  its D iscon ten ts’. 

D esire is m an ’s tragedy, one th a t raises eth ical questions in  rela tion  to  the  O ther, ju s t 

as seduction  does. T he ‘traversal o f the  fantasy’ is for Lacan, the  only possib le ethical 
position .360

There is a sm all pause. They le a f  through the evidence they were sent a fe w  weeks ago before 

they address the research approach.

Y our research  question , is i t  m ethodolog ica l, ontological o r epistem ological?

T h is  is a very  in te res tin g  issue. T h e  q uestion  has changed  as th e  resea rch  has 

p rog ressed . I t  b egan  w ith  an u n d e rs ta n d in g  th a t  seduction  is o ne  o f  th e  ru lin g  

p rin c ip le s  o f  th e  w orld  as w e know  it, o f  late cap ita list societies an d  o f o u r m ode of 

re la tio n  to  each  o th e r  an d  w orks o f  a rt, th ro u g h  th e  social b o n d . T h erefo re , it  was 

fo rm u la ted  as an on to log ica l question : ‘w h a t m akes a w ork  o f  a rt seductive an d  how  

does a w ork  o f  a r t  seduce  v iew ers?’ W h ile  look ing  a t th e  m ate ria l available, I 

d iscovered  w h a t I ca lled  th e  ‘firs t p ro b lem  o f  sed u c tio n ’: its defin ition . As I w orked  

th ro u g h  th e  m ateria l, it  o c c u rre d  to  m e th a t  th e  gap res id e d  in  th e  fo rm u la tio n  o f  a 

p rac tica l a p p ro a c h  to  th is  p ro b le m . In s te a d  o f  ju s t  c rea tin g  a d isco u rse  a b o u t and  

a ro u n d  it, I w a n te d  to  show  it. T h is  is w h e n  th e  q u e s tio n  becam e m ore  

m eth o d o lo g ica l: ‘h o w  can  o b jec ts  o f  sed u c tio n  in  a r t  be  c rea ted ?’ B u t th e  ‘seco n d  

p ro b le m  o f  s e d u c tio n ’, its p ervasiveness, show ed  m e th a t  th is  w as an  im p o ssib le  task , 

a t lea s t fo r now . I d isco v e red  th is  seco n d  ru le  p rec ise ly  th ro u g h  th e  p rac tice , as 

ev e ry th in g  I engaged  in  seem ed  to  fail, a lth o u g h  in  an  in te re s tin g  way. S e d u c tio n  w as 

p lay in g  w ith  m e. W ith o u t  a b a n d o n in g  th e  m eth o d o lo g ica l s tan ce  com ple te ly , th e  

q u e s tio n  to o k  an  ep is tem o lo g ica l tu rn  a n d  b ecam e a m a tte r  o f  h o w  c o u ld  o n e  kn o w  

a n d  s tu d y  se d u c tio n  from  w ith in  th e  seductive  re la tio n sh ip .361

360. To read about the relations between Lacan’s ethical position, and the history and practices of 
psychoanalysis, refer to Bice Benvenuto, Concerning the Rites o f Psychoanalysis; or the Villa oj the Mysteries, 
London: Routledge, 1994; for a relation between ethics, capitalism and philosophy, read Lorenzo Chiesa 
and Alberto Toscano, ‘Ethics and Capital, Ex Nihilo’, The Dark God, UMBR(a), no.l, 2005, pp. 9-23.
361. Until I took the epistemological turn, the methodological and the ontological questions were big 
players. I found this reflected in arts practice-led research projects I came across at conferences and 
workshops, as a justification of art as knowledge, in that it reframes what we think we know and how we 
think we know it. It is also something I discussed often in my supervisory meetings, especially with 
Steve Dutton.
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You discuss, th ro u g h  narrative and text, th e  problem s o f seduction  and th e  extant 

research  on the  subject. You review th e  m ethodologies used  by o thers, and , th rough  

th e  gaps left by existing approaches you develop your ow n, w h ich  you apply to the  

ev idence we have he re  and  analyse it in dep th . I follow th e  process so far. T he  way 

you have p resen  ted  it to us takes the  form  o f a book o f w ords (with som e images) and 

a book o f im ages (with som e w ords), w hich double  each  o ther. In  the  book o f w ords, 

how ever, th e re  are sets o f im ages th a t follow each o f your narrative expositions -  your 

chap te rs  -  and  I th in k  th ese  are o u t o f place in  your p resen ta tion  . W hy  are they  

separa te , w hy do th ey  ru n  in paralle l, w hy are  they  th e re  in  th e  firs t place?

I im agine you have h e a rd  a b o u t th e  re c e n t debates on  p rac tice-led  research , and  the  

p ro d u c tio n  o f  know ledge th ro u g h  artefacts and  w orks o f  art.362 In  th is  specific case, 

w orks p ro d u ce d  an d  e n c o u n te re d  have h ad  a decisive effect on th e  d irec tion  o f  the  

resea rch , as I an sw ered  to  y o u r p rev ious question . The Breda p h o to g rap h  d irec ted  a 

m ajo r sh ift from  an  en g ag em en t in  th e  c rea tion  o f  ob jects (w here sed u c tio n  h a d  m e 

com ple te ly  sed u ced  -  an d  unaw are) to  a focus on  th e  seductive re la tio n  an d  its 

c ap tu re  th ro u g h  p h o to g ra p h s . T h e  p u b lic  show  o f im ages led  to  th e  p rese n ta tio n  o f 

th e  ev idence  in  th e  form  you  have in  f ro n t o f  you  a n d  th e  c lin ical d iary  e lab o ra ted  on  

th e  ideas o f  fem in in ity , perfo rm ativ ity , res is tan ce , an d  tra n sfe ren ce , w h ich  you  can  

see are  vital to  th e  a rg u m e n t o f  th e  case.

J u s t  like in  p sychoanaly sis , m istakes have a paradox ical m eta-sign ificance  in  th is  

p ro jec t; m y p rac tic e  m istakes , so to  speak , o r, m o re  correc tly , b lin d  alleys, have a 

d e te rm in in g  re p e rc u ss io n  in  th e  d ire c tio n .36 T h u s , th ey  also c o n s titu te  ev idence:

• T h e  fa iled  o b jec ts  a fte r  c h a p te r  o n e  a re  p ro o fs  o f  th e  p ro b le m s  o f  se d u c tio n , w h ich  

I h ig h lig h t in  th e  tex t

• T h e  Breda p h o to g ra p h , w h ic h  fo llow s c h a p te r  tw o, as I have  a rg u e d , w as th e  

tu rn in g  p o in t, th e  p ro to -s e d u c tio n  o f  th e  case

362. For a few examples of these recent debates in the UK and the US, see Arts and Humanities 
Research Council, AHRC, Practice-Led Research in Art, Design and Architecture, 2001, available from 
<http://www.ahrc.ac.uk/About/Policy/Pages/Evaluation.aspx> [accessed 05.02.09]; also Katy Macleod and 
Lin Holdridge (eds), Thinking Through Art: Reflections on Art as Research, London: Routledge, 2006; James 
Elkins (ed.), Artists with PhDs: On the New Doctoral Degree in Studio Art, Washington: New Academia, 
2009; Michael Biggs and Henrik Karlsson (eds), The Routledge Companion to Research in the Arts, London: 
Routledge, 2010.
363. My initial feelings were similar to the exasperation Freud’s patients experienced with regards to 
their 'mistakes’. Still, paying attention to theirs and mine had useful consequences.
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• 1 h e  e x h ib itio n  im ages, a f te r  c h a p te r  th re e , w ere  th e  f irs t p u b lic  m an ife s ta tio n s  o f  

m y  case

• T h e  c h a p te r  o n  analysis (four), is fo llow ed  by  m y ow n  p rac tica l w o rk in g  th ro u g h  o f  

m y  p sych o an a ly sis , in  th e  fo rm  o f  a c lin ica l diary . T h is  p iece  is also  a n  exam ple  o f  

th e  th re e  p rac tic e s  I d iscu ss  a n d  e n a c t in  th e  case: p sychoanalysis , a r t  a n d  w riting .

• In  c h a p te r  five, I h a n d  ov er to  ex p e rts , a n d  a fte r  fo u r  c h a p te rs  o f  ex p e rim e n ts , I 

f in d  th e  ro u te  th ro u g h  th e  sed u c tiv e  w orks, m ain ly  p h o to g ra p h s , o f  o th e rs .

T h e  im ages b e tw e e n  th e  c h a p te rs  b r in g  ev ery th in g  d iscu ssed  in  th e  tex t to  th e  rea lm  

o f  o u r  e n c o u n te r  w ith  th e  w orks, to  th e  p sychodynam ics . T h e  su b je c t exp lo res  an  

o b jec t, d raw in g  a  su b jec tiv ity  o u t  o f  an  o b jec t, w h ich  re m in d s  o n e  o f  B lake S tim so n ’s 

p o ss ib le  e n c o u n te r  b e tw e e n  H e g e l’s ‘P h e n o m en o lo g y  o f  S p ir i t’ an d  M arx’s 

c o m m o d ity  fe tish ism , to  a rrive, th u s , a t c ritica l th in k in g .364

Y es, ‘p sy c h o d y n am ics’... th e  title  o f  y o u r  r e p o r t  in c lu d e s  th is  te rm . C an you explain  

y o u r  cho ice?

C erta in ly . P sy ch o d y n am ics  a llu d e s  to  th e  m a in  in te lle c tu a l te rr ito ry  o f  m y case, w h ich  

is lo ca ted  in  p sy ch o an a ly sis , i ts e lf  a p sy ch o d y n am ic  p sy ch o th e rap y . T h e  aim  o f  

p sy ch o d y n am ic  p sy c h o th e ra p ie s  is to  reso lve  conflic ts , d isso n an ces , a n d  

m a la d a p tio n s , t re a tin g  d isc o m fo rt by  d ev is ing  s tra teg ies  fo r ch an g e . T h e y  believe th a t  

in s ig h t is a n  im p o r ta n t  p a r t  o f  success. T h e  c o n c e p t ‘p sy c h o d y n am ics’ is re la te d  to  

th e  p sy ch o lo g ica l fo rces  in te ra c tin g  b e tw e en  th e  c o n sc io u s  a n d  u n c o n sc io u s  system s. 

T h e y  u n d e r l ie  b e h a v io u r. T h e  te rm  com es from  th e rm o d y n am ic s , w h ich  is re la te d  to  

e n e rg y  sy stem s a n d  e n e rg y  c o n se rv a tio n . In  p sych o d y n am ics , m e n ta l p ro cesses  a n d  

e m o tio n s  a re  d y n am ic  a n d  in  flux. W ith  th e  h e lp  o f  an  analyst, th e  an a ly san d  b rin g s  

u n c o n sc io u s  co n flic ts  in to  c o n sc io u sn e ss  in  th erap y .

S e d u c tio n  te n d s  to  b e  p e rc e iv e d  as a m a tte r  o f  tw o, ju s t  as th e  c lin ica l analy tic  

re la tio n  is b a se d  o n  in te rsu b jec tiv ity . Y et, as I have ex p la in ed  w ith  th e  h e lp  o f  

L a c a n ’s S c h e m a  L , th e r e ’s n e v e r  tw o  w ith o u t th re e , a n d , in  rea lity , th e  re la tio n  has 

th re e , o r  ev en  fo u r  p a rts , w ith  th e  o th e r  (the im age), an d  th e  O th e r  (the sym bolic  law). 

In  b o th  cases, th e  s u b je c t  a n d  th e  o b jec t e n te r  in to  a re la tio n  w h e re  th e re  is a

364. Blake Stimson, ‘Methodological Hospitality’, Transmission:Hospitality [conference], Sheffield Hallam 
University, 1-3 July 2010. See also Blake Stimson, ‘Methodological Hospitality’, in Michael Corris, Jaspar 
Joseph-Lester and Sharon Kivland (eds), Transmission Annual: Hospitality, London: Artwords Press, 2010, 
pp. 22-34.
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dynam ic conflic t (w hether conscious o r unconscious) and  w ork th ro u g h  it, as the  

d ialogue p rese n ted  h e re  show s. Ju s t like in  analysis, tran sfe ren ce  governs th is  

re la tio n sh ip , as sed u c tio n  im plies th a t  th e  s e d u c e r a n d  I am  aw are th a t  th is  position  

is changeab le  -  know s som eth in g  ab o u t th e  seducee. I re fe r you  to  m y second  

ch ap te r, w here  I q u o te  L acan  saying th a t  ‘As soon as th e  sub jec t su p p o sed  to  know  

exists som ew here  ... th e re  is tra n sfe re n ce ’.360 My d iscussion  o f  psychodynam ics bu ilds 

on  th e  position  o f  th e  analyst in  L acan ’s Discourse o f  the Analyst, w h ich  is equ ivalen t 

to  th a t  o f  th e  w ork  o f  a rt in  th e  con tex t o f view ing it, as I also exp lained  in  c h ap te r 

two.

1 was n o t su rp rised  by y o u r m en tion  o f L acan’s Discourse o f  the Analyst, a theo ry  I 

know  very  well ~ an d  it is good to  see you can explain it  too. W h at concerns m e is 

y o u r con cep tu a lisa tio n  o f  a=analyst /  a=art, given V incen t D achy’s a rg u m en t th a t a 

Discourse o f  the W ork o f  A r t  is im possible.

Yes, I am  fam iliar w ith  D achy’s a rg u m en t too, w here  h e  asserts th a t  a rt finds 

in sp ira tio n  in  im possib ility  an d  im potency , and  plays w ith  w h a t a d iscourse  can n o t 

fix, in  th e  p lace w h ere  d iscourse  is n o t ye t constitu ted . F o r  h im , th ere fo re , th e re  is no  

Discourse o f  the W ork o f  A r t, th e re  is n o t a un ified  d iscourse  and  a rt is n o t  a p a rt o f  any 

o f  th e  o th ers  -  p articu la rly  th e  Discourse o f  the A nalyst -  because a rt opera tes in  

be tw een  d iscourses an d  in h ab its  all o f  them . I f  I rem em b er correctly , he  specifically 

q u estio n s  th e  position  o f  objetpetit a in  re la tion  to  art. H e th inks it is im p o rtan t fo r a rt 

b u t  does n o t necessarily  a d o p t th e  position  o f th e  agent, o r  o f  agency (which is n o t a 

position  o f  identification).

I am  n o t sim ply p re se n tin g  h e re  a case a b o u t th e  w ork  o f  art. I am  w riting  a b o u t a 

specific e n c o u n te r  w ith  th e  w ork o f  art, an  e n c o u n te r  o f  seduction  in  w h ich  th e  w ork 

o f  a rt leads th e  v iew er astray; th a t is, if  we w an t to  go back to  Rex B u tler’s defin ition , 

w h en  th e  w ork  o f  a rt gets th e  v iew er to  do w hat it w ants (usually look, som etim es 

to u ch , o th e r  tim es m ore  -  I travelled  across th e  w orld to  see E ta n t donnes, o u t o f 

desire  an d  w illingness), n o t  by  force o r coerc ion , b u t by th e  exercise o f  h e r  often  

m isgu ided  free will. N ot all engagem en ts w ith  w orks o f a rt are seductive; b u t w hen  

th ey  are , th ey  do  o p era te  like th e  Discourse o f  the Analyst. T he  ob jec t is p u t  in  the

365. Lacan, Four Fundamental Concepts, p. 232.

366. V in cen t D achy, Psychoanalysis and The Creative/Performing Arts Seminars, Institute o f  Germ anic and 
R om ance S tu d ies, L on don , 15 O ctober 2007, available from
<http://igrs.sas.ac.uk/events/sem inar/sem _psych_A rts.htm >  [accessed 19.02.10],
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p o s itio n  o f  th e  's u p p o s e d  to  k n o w ’. A  Discourse ofthe Work o f  A rt p a ra lle l to  th a t  o f  

th e  A n a ly st m ay  n o t  b e  p o ss ib le  in  all e n c o u n te rs  w ith  th e  w o rk  o f  a r t  b u t  it  is valid  

w h e n  w e ta lk  a b o u t se d u c tio n .

I u n d e rs ta n d , as yo u  sa id  e a rlie r , th a t  se d u c tio n  is a  dynam ic  re la tio n sh ip  invo lv ing  

fo rces in  flux  th a t  m ay  be  u n c o n sc io u s , an d  th a t  w ith  th e  h e lp  o f  th a t  re la tio n  th ese  

a re  b ro u g h t  in to  th e  c o n sc io u sn e ss  o f  th e  sed u cee . H ow  cou ld  you  d e m o n s tra te  that, 

o b jec ts  have  p sychodynam ics?

In  analysis, th e  tra n s fe re n c e  b e tw e en  ana ly st a n d  an a ly san d  h e lp s  to  u n c o v e r  th e  

la t te r ’s u n c o n sc io u s  con flic t. In  a  sense , th e  p sy ch o d y n am ics  in  p lay  are  th o se  o f  th e  

an a ly san d , n o t  th e  th e ra p is t  (a lth o u g h  th e s e  m ay  a lso  be  b ro u g h t a b o u t th ro u g h  

c o u n te r tra n s fe re n c e , b u t  a re  th e  o b je c t o f  a n o th e r  analysis). I f  w e a c ce p t th e  

a rg u m e n t th a t  th e  sed u c tiv e  w o rk  o f  a r t  o ccu p ie s  th e  sam e p lace  as th e  ana ly st in  th e  

c o n su ltin g  ro o m ,367 w e w o u ld  have  to  a d m it th a t  th e  v iew er e s ta b lish e s  a 

tra n s fe re n tia l re la tio n sh ip  w ith  it  th a t  b r in g s  h e r  u n c o n sc io u s  con flic ts  in to  ligh t.

A c c o rd in g  to  M arx, o b jec ts , b e in g  d is ta n c e d  from  th e ir  p ro d u c tiv e  base, a d o p t special 

facu ltie s  o r  p o w ers  b e y o n d  th e ir  exchange-value , n am e ly  th e  p o w ers  th a t  en ab le  

h u m a n  re la tio n s :368 th is  is 'c o m m o d ity  fe tish ism ’, a b o u t w h ic h  I have  w ritte n , a n d  th is  

is w h e re  th e  p sy c h o d y n am ics  co m e in . G iven  th e  'c o m m e rc e -a n d -c u ltu re ’ d eb a te , 

w orks o f  a r t  a lso  e n te r  in to  th is  ca tego ry  o f  o b jec ts  as c o m m o d itie s .369 A n d  in  case you  

th in k  th e r e ’s a  ch iasm  b e tw e e n  p sy ch o d y n am ics  a n d  M arx, I m u s t p o in t  o u t th a t, in  

h is  S e m in a r  X X , L acan  c o n c e p tu a lise d  objetpetit a as su rp lu s  o f  m e a n in g  a n d  o f  

e n jo y m e n t,370 a  re m a in d e r , a le ftover from  th e  in tro d u c tio n  o f  th e  S ym bolic  in  th e  

R eal. A c c o rd in g  to  E vans, th is  c o n c ep tu a lisa tio n  is in sp ire d  in  M arx’s su rp lu s  value.

367. An argument explored in chapter two and, among others, by Kivland and du Ry (eds), In the Place o f  
an Object., the Psychoanalysis and The Creative/Performing Arts Seminars, part of the IGRS Psychoanalysis 
Network, and which took place from January to November 2007, and the conference Vicissitudes, Histories 
and Destinies o f  Psychoanalysis [conference], Institute for Germanic and Romance Studies, London, 
Thursday 17-Saturday 19 January 2008,
<http://igrs.sas.ac.uk/events/conference/conf_psych_concludingl.htm> [accessed 19.02.10].
368. Marx, Capital, pp. 163-177.
369. See, for example, Whitely, High Art and the High Sti'eet., pp. 119-137, whom I mentioned in chapter 
one.
370. Evans, Introductory Dictionary, p. 125. Lacan, in his Discourse of the Master, places objet petit a in 
the position of surplus production. Lacan, The Other Side o f Psychoanalysis', Jacques Lacan, The Seminar 
o f Jacques Lacan, Book XX: Encore, on Feminine Sexuality, the Limits o f Love and Knowledge, 1972-1973 (Le 
seminaire, livre XX: encore [1975]), ed. by Jacques-Alain Miller, tr. by Bruce Fink, New York: W. W. 
Norton, 1998.
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Objetpetit a, th e re fo re , e n te rs  M arx’s language and  system ; it  is an  ob jec t th a t has no  

use  value.

A nd  w h a t a b o u t th e  q u estio n  o f  Marxism?

W ell, th is  is so m eth in g  p re se n t th ro u g h o u t the  w ork, isn ’t  it? T he  w om an’s jo u rn ey  

across sh o p p in g  a rcades is firm ly located w ith in  late cap italist m arkets an d  neo libera l 

econom ies. T h is  is c lear from  th e  displays, from  th e  lu res th ey  re p re se n t an d  the  

ob jec ts’ u se  an d  exchange values -  w h ich  are p re se n t in  th e  d ialogue, if  n o t  explicitly 

-  th e  com m odifica tion  o f  w orks o f  art, an d  th e  fetish ism  thereo f. T h e  issue o f 

M arxism  is unavo idab le  because  o f th e  tim e in  w h ich  th e  crim e takes p lace and  the  

n a tu re  o f  it, sh ie ld ed  and  ju stified  by capitalism .

Lacan is in trica te ly  re la ted  to  Marx th ro u g h  his F o u r D iscourses, especially  th ro u g h  

th e  fifth , th e  Discourse o f  Capitalism. (Fig. 18), w hich  he  d id  n o t fully develop. In  the  

o th e r  four, th e  te rm s ro ta te  th ro u g h  th e  positions, all com ing  from  th e  M aster. B ut 

th e  Discourse o f  Capitalism does n o t en sue  d irectly  from  th a t  o f th e  M aster, a lthough  it 

still has a very  s tro n g  re la tio n sh ip  to  it, as d iscussed  by Ju lie t F low er M acC anellA 1

T he  ob jec t-side  o f  th e  e q u a tio n  in  th e  C ap ita list’s D iscourse  is th e  sam e as in  the  

M aster’s (S2 in  re la tio n  to  a), b u t, on  th e  su b jec t’s side, th e re  is a reversal be tw een  S- 

an d  S]. L ike in  th e  d iscourse  o f  th e  hysteric , th e  barred  sub jec t is in  th e  ag en t’s 

position , an d  is th u s  rem oved  from  th e  possib ility  o f  a ’s jou issance . T he  sub jec t is 

m oved by th e  m ysterious signifier, th e  m ark e t (S-j), w h ich  is rem oved  from  a in  a 

re la tio n  o f  im po tence .

C apitalism  is an  a rea  o f  resea rch  very m uch  linked to  seduction  b u t u p o n  w hich  I 

have n o t been  ab le  to  expand , due  to issues o f  focus and  scope o f  the  case. L et m e 

ju s t  say th a t  sed u c tio n  is cap italism ’s strategy, as is argued  by Zizek in  h is s tudy  o f  its

371. She writes: ‘In the master’s discourse, surplus enjoyment is the mysterious source of reflected 
value, and metaphor is the mechanism that alchemically transforms its minus into a plus. In capitalist 
discourse, surplus enjoyment is an absolute value that radiates its aura without needing metaphor to 
amplify it. Consequently the leader is a discursive, if auratic, disavowal of the master’s discourse -  
disavowal that its wealth originates in pulsations of lack and excess.’ Juliet Flower MacCannell, ‘More 
Thoughts for the Times on War’, in Jacques Lacan and the Other Side o f Psychoanalysis, ed. by Justin 
Clemens and Russell Grigg, Durham and London: Duke University Press, 2006, pp. 195-215, p. 205. In 
addition, Frederic Declerq provides a good account of the Capitalist Discourse’s repercussions for the 
social bond I mentioned earlier (‘Lacan on the Capitalist Discourse: Its Consequences for Libidinal 
Enjoyment and Social Bonds’, Psychoanalysis, Culture and Society, vol. 11, issue 1, April 2006, pp. 74-83).
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reversibility in the  w orldw ide financial crisis o f 2008, and objetpetita  is its in h eren t 
lim it.372

impossibility 
S i -------------► S?

a

Fig. 17: The Discourse o f the Master

impossibility
S T -------------► S:

A

S ' //  a 

■ * a n p o te n c e

• 373Fig. 18: The Discourse o f Capitalism

Yet, despite  this in teresting  account o f capitalism  I th ink  tha t the  rationale for using 

psychoanalysis as an intellectual territo ry  could be contested. Could you have used 

o th e r areas o f though t, for example, phenom enology?

In  essence, and in term s o f the  approach  in particular, are they th a t different? In  De 

la Chose a I ’Objet: Jacques Lacan et la Traversee de la Phenomenology,374 Bernard Baas 

recounts how  Lacan, in o rd er to develop his theory  o f the subject and desire -  w hich 

he does th ro u g h  objetpetit a -  gives psychoanalysis a transcendental angle, aligning 

h im self w ith in  phenom enology by expanding on ideas originating in Maurice 

M erleau-Ponty and M artin H eiddegger’s works. Baas argues tha t Lacan’s objet petit a 

has its source in  M erleau-Ponty’s thoughts on the ‘flesh’375 and his argum ent is

372. Slavoj Zizek, First as Tragedy, Then as Farce, London: Verso, 2009. See also ’’Object a in Social 
Links’, in Jacques Lacan and the Other Side o f Psychoanalysis, ed. by Justin Clemens and Russell Grigg, 
Durham and London: Duke University Press, 2006, pp. 107-128.

373. The diagramme for the D iscourse o f  the Master is adapted from Lacan, The Other Side o f 
Psychoanalysis; the one for the D iscourse o f  Capitalism is adapted from Aurore Grimeau-Lamoriniere 
and Laurent Edo, Perversion et discouts capitaliste, available from <ht.tp://www.convergence- 
pays.nc/Artic]es/articles%20ARES/Perversion%20et%20discours%20capitaliste.doc> [accessed 02.10.10].

374. Bernard Baas, De la chose a /'objet: Jacques Lacan et la traversee de laphenomenologie, Leuven: Peeters 
Vrin, 1998.

375. Lacan’s theory o f  the gaze, as developed in his Seminar XI also ow es to Merleau-Ponty, especially 
his theory o f  em bodim ent, o f  touching the hand that touches: ‘This can only happen if  my hand, while it 
is felt from w ithin, is also accessible from w ithout, itself tangible, for my other hand, for example, if  it 
takes its place am ong the things it touches, is in a sense one o f  them , opens finally upon a tangible being  
o f w hich it is also a part. Through this crisscrossing within it o f  the touching and the tangible, its own 
m ovem ents incorporate them selves in  the universe that they interrogate, are recorded on the same map 
as it’. Maurice M erleau-Ponty, The Visible and the Invisible (Le visible et Tinvisible [1964]), tr. by A lphonso  
Lingis, Evanston: Northwestern University Press, 1968, p. 133.
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convincing insofar as it proposes a traversing of phenomenology into the clinical 
setting.

I could, of course, have taken a phenomenological approach, but my study would 
have then been different, and my journey would have turned in a different direction, 
prioritising certain aspects of seduction over others. Psychoanalysis has allowed me 
to concentrate on the transferential relation, on the encounter and the 
psychodynamic aspects, for which phenomenology would not have been appropriate. 
Moreover, psychoanalysis is, first and foremost a practice, as discussed by Eric 
Laurent, Shoshana Felman, and Naomi Segal, among others.3'6 Not to discount 
phenomenology as a practice too, of course, but psychoanalysis offered me a 
discourse where this particular engagement with an other -  an other with desire -  
was already framed. In any case, the research is experiential, and from that 
experience, an understanding is drawn. Both phenomenology and psychoanalysis, 
along with other disciplines, share this approach.

The status of the scene in this case is unclear. Is it not more of a mise-en-scene? I 
mean, a capitalist realist would say that it is all a fabrication ... 77 
Of course Make Me Yours is a mise-en-scene, insofar as all seduction is a mise-en-scene. 
French literary scholar Herbert Juin described seduction as:

But what does this imply? Space. A space which the game will fill, in the 
midst of which it will become the game of pleasure: a scene. Seduction 
already admits to what it is: a mise-en-scene. 7

376. T h e se  th re e  sch o la rs , S h o s h a n a  F e lm an , E ric  L a u re n t a n d  N aom i S egal have a tte m p te d  to  develop  
a se rie s  o f  p sych o an a ly tic  p rin c ip le s . A ll th re e  have ag reed  th a t  th ese  s ta r t  from  th e  fact th a t  
p sychoanalysis  is a  p rac tice , above an d  b e fo re  an y th in g  else. F e lm an , Jacques Lacan and the Adventure o f  
Insight, p. 57; E ric  L a u re n t, ‘G u id in g  P rin c ip le s  fo r A ny P sychoanaly tic  A ct’, General Assembly o f the 
AM P/W AP , R om e, 16 July 2006, available from  <h ttp ://w v w .la c a n .co m /e ric la u re n t.h tm l>  [accessed
28.02.10]; N aom i S egal, ‘H ow  to  d o  P sychoanaly tic  T h in g s w ith  W o rd s ’, se m in a r  session  as p a r t  o f  the  
e v e n t Rigorous Holes: Perspectives on Psychoanalytic Theoiy m A rt and Performance, C he lsea  C ollege o f  A rt 
a n d  D esig n , L o n d o n , 30 May 2007.

377. M ark F ish e r , Capitalist Realism: Is There No Alternative?, R opley , H am p sh ire : O  Books, 2009.
C ap ita lis t R ealism  is F is h e r ’s u p d a te d  te rm  for F re d e r ic  J a m e so n ’s ‘p o s tm o d e rn ism ’, tak ing  in to  a c co u n t 
th e  c h a n g es  in  po litica l co n  tex t s in ce  Jam eso n  co in ed  th e  te rm  in th e  80s, th e  v a n q u ish in g  o f  m o d ern ism  
a n d  th e  lack  o f  ex te rn a lity  o f  cap ita lism  (pp. 7-11).

378. H e rb e r t  J u in , ‘L es  p e rils  d u  v isib le ’, in  M aurice  O le n d e r  a n d  Ja cq u e s  S o jc h e r  (eds), La seduction. 
P aris: A u b ie r  M on ta igne , 1980, p p . 165-171, p . 167. My tran s la tio n . T h e  o rig inal tex t reads: ‘M ais q u ’est- 
ce q u e  ce la  im p liq u e?  U n esp ace . U n  espace  q u e  le je u  va rem p lir , d an s  le se in  d u q u e l il d ev ien d ra  le je u  
d u  p laisir: u n e  scen e . L a  se d u c tio n  d e ja  s ’avoue p o u r  ce q u ’elle  est: u n e  m ise -en -scen e .
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M oreover, K aja S ilv e rm an  a rg u es  th a t  w h e re  th e re  is a p o se  (a p h o to g ra p h ic  

im p r in tin g  o f  th e  body , th e  p o s itio n in g  o f  a  re p re se n ta tio n a l  b o d y  in  sp ace , th u s  

c o n v e rtin g  i t  in to  a place a n d  d e lim itin g  th e  fram e), th e re  is a mise-en-scene™  Now, 

th e  s ta tu s  o f  th e  w orks w ith in  th is  case  a re  c lea re r. L a u ra  U. M arks exp lo res  h a p tic  

c in em a, a n  a p p ro p r ia te  to p ic  in  th e  c o n te x t o f  s e d u c tio n , as it  involves sen su a lity  a n d  

scen es . T h is  fo rm  o f  im age m ak in g  ‘p u ts  th e  o b jec ts  in to  q u e s tio n , ca lling  o n  th e  

v iew er to  en g ag e  in  its  im ag ina tive  c o n s tru c tio n . H a p tic  im ages p u ll th e  v iew er close, 

to o  c lose  to  see  p ro p e r ly ’. 0 T h e  v iew er is th e re fo re  lo s t in  a n  in te n se  re la tio n  w ith  an  

o th e r  th a t  ‘c a n n o t  b e  p o sse s se d ’,381 a n d  h e r  ro le  -  a n d  by  ex ten s io n , th a t  o f  th e  

s e d u c e e  in  th e  case th a t  o cc u p ie s  u s  -  is to  b r in g  th e  im age fo rth  from  a la te n t stage, 

to  c o n s titu te  it.382

I am  still c o n fu se d , th o u g h . T h e  w o m an  is c learly  in  d is tress , th e  ev en t is trau m atic . 

Y et, o n e  d o es  n o t  k n o w  w h e th e r  th e  r in g  spoke  o r  n o t, w h e th e r  it  is all in  h e r  h ea d .

Is th is  fantasy?

T h is  is a  key q u e s tio n . T h e  w o m a n ’s e n c o u n te r  w ith  th e  r in g  is p a r t  o f  a very  joyous, 

y e t tra u m a tic  p h e n o m e n o n . S h e  is te rr if ie d  by  its m e a n in g  a n d  its  co n seq u e n c e s . S h e  

is te rr if ie d  w h e n  a d d re s s e d  to  by  th e  o b jec t, w h e n  faced  w ith  h e r  ow n desire . I t  is 

p rec ise ly  th is  en ig m a , c o n v e rte d  in to  an  o v erw h e lm in g  te r ro r  o n e  c a n n o t w ork  

th ro u g h  th a t  m akes a n  e v e n t tra u m a tic .383 I t  is an  ex p e rien ce  o f  chaos -  th e  o rd e r  

w o u ld  b e  fo r  th e  w o m an  to  c o n tin u e  h e r  u su a l jo u rn e y  to  w ork  -  th a t  c o n tra d ic ts  th e  

s u b je c t’s be liefs, w h e re  w o rd s  fail an d  w h e re  th e  su b je c t h as  b e e n  le t d ow n  by 

p sy ch ic  d e fe n c e  m ec h a n ism s . I t  m an ifes ts  i ts e lf  by a  re -e x p e rie n c e d  raw  sen so ria l 

m em o ry  -  e v id e n t in  th e  re p e tit io n  o f  th e  c irc u m stan c e s  lea d in g  to  th e  p h o to g ra p h s .

379. Silverman, The Threshold o f the Visible World, pp. 202-207.
380. Laura U. Marks, Touch: Sensuous Theoiy and Multisensory Media, Minneapolis: University of 
Minnesota Press, 2002, p. 16.
381. Laura U. Marks, The Skin o f the Film: Intercultural Cinema, Embodiment, and the Senses, Durham and 
London: Duke University Press, 2000, p. 184.
382. Marks, Touch, p. 13.
383. Jean Laplanche studies the child’s enigmatic relation to the Other in trauma, as well as its relation 
to time. Trauma for Laplanche, is related to two events: the traumatic event, which is internalised and 
then a second event, which makes this memoiy active and which constitutes the trauma, externalised. 
He writes of wounding or piercing as a metaphor of the trauma of seduction (in the sense Freud gave in 
his neurotica theory). See Caruth, Interview with. Jean Laplanche, and John Fletcher and Martin Stanton 
(eds), Jean Laplanche: Seduction, Translation and the Drives, tr. by Martin Stanton, London: Institute of 
Contemporary Arts, 1992.
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In  L acan ian  term s, it is an  invasion o f the Real in to  the Sym bolic.384 T he fall of 

language is p re se n t in  the d ialogue (the sub jec t cou ld  n o t move and , a t som e po in t, 

cou ld  n o t speak), and  the p h o to -b o o k  (the m o u th  open , yet silent). B ut traum a is n o t 

in h e re n t to events. I t  does n o t m an ifest itse lf ‘u n til an even t la te r in  life supervenes, 

an  even t w hich  by its n a tu re  resem bles o r confirm s unconscious concep ts and  

fan tasies re la ted  to the orig inal traum a. T hese  secondary  events in  them selves 

co n stitu te , as it w ere, a rep lica tion  o f the orig inal traum a’.385 T he  find ing  o f the ob jec t 

is the f in d in g  o f w h a t we lo st in  th e  p as t b u t  we forgot a b o u t (the objet petit a).m  T he  

rin g  is n o t objet petit a, b u t  so m eth in g  in  the rin g  is, so w hen  the  r in g  takes the p lace 

o f th e  lo st ob ject, the  e n c o u n te r  fails necessarily. A  traum atic  even t h a p p en s  in  reality, 

n o t  fantasy, b u t  fantasy has a key ro le  to play in the p a rticu la r traum a o f  seduction .

S ince  the  beg in n in g s o f  psychoanalysis, fantasy  -  and  the d e e p er  ‘p h an ta sy ’ o f 

F re u d ’s S ta n d a rd  E d itio n , w h ich  refers to the  u nconscious c o n te n t o f  the  drives has 

b e e n  b o u n d  u p  w ith seduction . In  a 1896 le tte r  to h is frien d  W ilhelm  Fliess, F reud  

explains h is discovery o f in stances o f ch ild h o o d  seduction  in  m ost o f  the hysteria  and  

obsessiona l n eu ro s is  cases h e  was treating, thus find ing  a possib le causal link  for the 

afflictions.38' O n  the  14 A ugust 1897, however, he  w rites ‘I no longer believe in  my 

neurotica’, d esc rib in g  how  h e  h a d  u n d e rs to o d  th a t the seductions reco u n ted  by his 

p a tien ts  w ere fan tasies.388 T his m o m en t is know n as the a b a n d o n m e n t o f  th e  

sed u c tio n  theory. As D ylan Evans argues, fantasy refers to conscious psychic con ten t. 

I t  is an  em inen tly  visual scene  in  the im agination  w hich stages an unconscious desire  

and  in  w h ich  the sub jec t plays a part. H e d iscusses its p ro tective function  and  w rites 

th a t ‘L acan  com pares the fantasy scene to a frozen im age on  a c inem a screen ; ju s t  as 

the film  m ay be s to p p ed  at a certa in  p o in t in  o rd e r to avoid show ing a traum atic  

scene  w hich  follows, so also the fantasy scene  is a d e fen ce ’.389 T his defence against 

traum a is a rep re sen ta tio n  o f the su b jec t’s jou issance , b u t d isto rted  in  a com prom ise

38T  Lorenzo C hiesa, ‘Lacan and Philosophy: Between R ealism  and M aterialism’, Jacques Lacan Today 
[conference], T he Psychoanalysis Unit, University C ollege L ondon, 8 -9  May 2010.

385. Jacob A. Arlovv, ‘Trauma and P athogenesis’, in The Seduction Theory in its Second Century: Trauma, 
Fantasy and Reality Today, ed. by M ichael G ood, M adison, CT: International Universities Press, 2006, pp. 
117 -128, p. 126. '

386. Alain Vanier, ‘Lacan’s O bject ', Jacques Taca/i Today [conference], T he Psychoanalysis Unit, 
University C ollege L ondon , 8 -9  May 2010.

387. h’rend, Letter 52, Fliess Papers, pp. 238 -239.

388. I'Teud, I .elter 60, Fliess Papers, pp. 259-260.

389. Evans, Introductory Dictionary, p. 60.
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fo rm ation , fo r rep re se n tin g  jou issanee  itse lf is p a rt o f the traum a fan tasies arc trying 

to d e fen d  against. ‘T he  p h an tasy  is Lhe su p p o r t o f d e s ire ’;390 b u t ‘in  its fu n d am en ta l 

use, fan tasy  is th e  m eans by w hich  the su b jec t m ain ta in s  h im se lf  a t the level o f his 

van ish ing  d esire , van ish ing  inasm u ch  as the very satisfaction  o f d em an d  deprives h im  

o f h is o b jec t.,j91 F an tasy  creates a m uldLude o f subjecL-positions, is radically  

in tersubjecL ive, is a narrative and  it involves an im possib le  gaze.392 In  fantasy, a 

su b jec t Lallies xvith h e r  ob jec t, an d  this is frigh ten ing . F an tasy , in  its re la tio n  to 

desire , is also ap o re tic  an d  paradoxical, link ing  the  fad ing  o r eclipse o f the su b jec t to 

the  c o n d itio n  o f  an  o b jec t.393 T h is re la tion  o f  su b jec t and  o b jec t th ro u g h  fantasy is the 

key to the  link  be tw een  desire  (on the side o f the  subject) an d  sed u c tio n  (on the side 

o f the  object), a fan tasy  th a t is cvidenL in  the sc reen  tha t m akes the visual en c o u n te r  

be tw een  su b jec t and o b jec t possib le , and  the p h o to g rap h ic  cam era, w hich  ren d e rs  it 

las ting , a t leas t un til re flec tion  is possib le . T h ro u g h  p ro d u c in g  an  im age o f the im age 

in fantasy , iLs p lace in the  sym bolic s tru c tu re  is m ade m a n ife s t.’94

So, to an sw er y o u r q u es tio n , yes, sed u c tio n  has a link  to Lrauina and  fantasy.

W h e th e r  the  ring  d id  speak  o r the  w om an was ta lk ing Lo h e rse lf  docs no t m atte r, as 

sed u c tio n  still o p e ra te s  in b o th  cases. F u rth e rm o re , fantasy and  p h o to g rap h y  arc also 

linked , as d em o n s tra ted  by V ic to r B urg in , an d  as I show ed  in  the analysis in ch ap te r 

lo u r .395

T h e re  is a n o th e r  psychoanaly tic  link , th ough , one you have n o t m en tio n ed , b u t 

w hich , I th in k , will com e o u t la ter: fe tish ism  (and perversion). I t is very ev id en t in  the 

p h o to g rap h s , d o n ’t you think?

390. .Lacan, Four F undam ental (ioncep/s, p 185. 'Die  quo te  con t inues:  ‘it is no t  the ob jec t  t.liat is the 
s u p p o r t  o f  d e s i r e ’. In the next page, lie elabora tes: ‘But  the objec t  of desi re,  in the usual sense,  is e i the r  a 
p han ta sy  tha t  is in reality the  support o l 'des ire ,  o r a  lu re . ’

391. J ac q u e s  Lacan, ‘T h e  D irection o f t h e  T r ea tm e n t  and  the  Principles  ol Its Pow er’, in t e n ts ,  pp.  489- 
542, p . 532.

392. Slavoj Zizek, ‘T h e  Seven Veils o f  F an ta sy ’, in K ey  Concepts o f Lacam an Psychoanalysis, ed. by Dairy 
Nobus,  New York: O t h e r  Press,  1999, pp. 190-218.

393. Lacan, Fcrits, p. 691.

394. Evans ,  Ih troductoryD ictionary, p.01.

395. Burgin, Photography, Phantasy, Function. Fantasy and  c inem a  are  also re la ted, as discussed  by 
S h a ro n  Will is  in ‘Seduc t ive  Spaces: Private Fascina t ions  and  Public  Fantasies  in P o p u la r  C in e m a ’, in 
Seduction a n d  Theory. Readings o f  Gender, Representation and  Rhetoric, ed. by D ianne  H u n te r ,  U rbana  and 
Chicago: Univers ity  o f  Illinois Press, 1989, pp. 47-70. In this  chap ter ,  she  provides  a c r it ique  ol classic 
texts on femin ity  anti fantasy, such  as Laura  Mulvey’s ‘Visual P leasure  a n d  Narra tive C inem a  .
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The detective begins to wonder who is on trial. It is part o f  the problem o f having a crime but 
not a culprit, or at least not a clear one. In any case, she is not on trial; seduction would be i f  
you could bring a crime to task. Yes, the detective is, in a way, the embodiment o f  the crime, 
as she presents the evidence andfinds herself in the tried room, (done. So, perhaps, she is on 
tried, as she has conducted the investigation and this is also being scrutinized...

Perhaps fetishism  is im portan t, bu t, for now , 1 do n o t w an t us to deviate too  m uch 

from  th e  m ethod  and th e  approach . W hat a b o u t o th e r  fram ew orks to study 

seduction? I can th in k  o f  exam ples you briefly  m en tio n  o r  a llude to , such  as R o b ert 

G reen e ’s 24-step  m eth o d , Khaslavsky and S h e d ro ffs  e igh t seductive characteristics, 

o r  th e  n in e  p ro p o sitio n s  developed  by lean-N oel Vuarnet. in  h is study  o f m ystics, as 

well as th e  less system atised  a rgum en ts  in M aurice O le n d e r and  Jacques S o jch er’s La 
seductionr?. A re n o n e  o f  th ese  valid to  study  th e  psychodynam ics o f  seduction  

th ro u g h  w orks o f  art?

I d id  c o n s id e r  all o f  th e  fram ew orks you m en tio n  and  it m ay b e  usefu l if  I show  you 

th e  th in k in g  th a t  led  m e to  develop  m y ow n. In d ee d , G reen e , K haslavsky an d  

S h ed ro ff , and  V u a rn e t (along w ith  o th e rs  in  th a t  pub lica tion ) develop  system atic 

a p p ro a c h e s  to  try  to  s tu d y  th is  s lippery  ob jet. O f  th e  th re e , on ly  K haslavsky an d  

S h e d ro ff  focus explicitly  on an  o b jec t,398 th e  o th e r  tw o c o n c en tra tin g  on  p e rso n -to - 

p e rso n , social and  a m o ro u s  con tex ts  (G reene), a n d  th e  m ystic-G od  re la tio n  (V uarnet). 

A lth o u g h , o f  co u rse , th e  se d u ce rs  in  G reen e  an d  V u a rn e t also go th ro u g h  a p ro cess  

o f  o b jec tifica tio n . W h a t th ey  have in  co m m o n  is th a t  th ey  develop  s tep s  fo r 

u n d e rs ta n d in g  w h a t h a p p e n s  in  th o se  re la tio n s  r a th e r  th a n  d escrib e  th e m  as, fo r 

exam p le , Les Liaisons Dangereuses, Diary o f  a Seducer a n d  C asanova’s m em o irs  do , o r  

analyse  its  c o n tex ts  w ith o u t th e  system atic  ou tlo o k , as B a u d rilla rd  does.

396. Mystics are an interesting topic, and although I will not go much into an exploration of their 
encounter with God, they reveal a truth about seduction and my task. It is as Father Brown said: ‘It’s just 
because I have picked up a little about mystics that I have no use for mystagogues. Real mystics don’t 
hide mysteries, they reveal them. They set a thing up in broad daylight, and when you’ve seen it it’s still 
a mystery. But the mystagogues hide a thing in darkness and secrecy, and when you find it, it’s a 
platitude.’ Gilbert Keith Chesterton, ‘The Arrow of Heaven’, in The Penguin Complete Father Brown, 
London: Penguin, 1986, pp. 332-351, p. 346.
397. Greene, Art o f Seduction; Khaslavsky and Shedroff, Seductive Experience-, Vuarnet, Le seducteur malgre 
lui.
398. Khaslavsky and Shedroff are exponents of a field of study called ‘captology’ which examines 
computers as persuasive technology. The aim of their paper is to understand what makes an object 
seductive, so they can apply it to software development. The case study they chose is Philippe Starck’s 
iconic lemon squeezer, Juicy Sa lif I have discussed the seductive characteristics of this object, offering a 
more in depth analysis of Khaslavsky and Shedroffs paper in ‘Juicy Salif.
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R o b e rt G re e n e ’s 24-step  m e th o d  in  The A r t  o f  Seductionm  com es from  the field  o f 

p o p u la r  psychology. I t  is, in d eed , a m an u al o f  sed u c tio n , u n d e rs to o d  as a p rocess , a 

gu ide  w hose  aim  is to h e lp  peo p le  to b ecom e [better] seducers. G reen e ’s m an u al is 

c o n s id e red  an  au th o rity  in  p ick -up  circ les400 O f course , these are m u ch  d is tan ced  

from  the  fie ld  o f arListic p rac tice  an d  psychoanalysis, w h ich  are those  th a t co n ce rn  

th is investiga tion . S till, p ick -u p  ideas are em inen tly  p ractical, in s tru c tio n  based , 

focused , an d  re su lt o rien ted . T hey  prov ide  a co u n te r-b a lan ce  fo r the p h ilo soph ica l, 

p sychoanaly tic , an d  lite rary  con tex ts I have d esc r ib ed  thus far, w h ich  is w hy I 

c o n s id e red  it in  the  firs t place.

As one  o f the  p ro b lem s I id en tif ied  co n ce rn in g  seducLion is the  con fus ion  ab o u t its 

w ork ings an d  its defin itio n , G reen e ’s m e th o d  h e lp s to b reak  the seductive en c o u n te r  

in to  c o m p o n e n t parts. I t  is n o t possib le  to m ap  the self-reflexive m ethodo logy  I have 

d eve loped  o n to  G re e n e ’s m e th o d . T hey  are n o t com parab le . W h ile  G reene  w ro te  a 

m an u a l -  fo r sed u ce rs  -  to seduce , my case is co n ce rn ed  w ith  develop ing  a 

m ech a n ism  to study  sed u c tio n , to cap tu re  an d  be  able to look at it. S till, h is  24 steps 

are v isible in  the ev idence  I am  p resen tin g . G reen e ’s m e th o d  evolved, m u ch  like 

m ine , th ro u g h  a study  o f  classic seducers  (Casanova, V alm ont, C leopatra , R u d o lp h  

V a len tin o , M arilyn M onroe, an d  m any  m ore), by classifying them  in to  n in e  sed u ce r 

c h a rac te r types, co m p lem en ted  by e ig h t an ti-sed u ce rs , and  e ig h teen  v ictim  types.

T h is  ‘ov e r-tax o n o m isa tio n ’, if  you allow  m e the com posite  w ord, is too genera l, 

p resc rip tiv e  an d  reduc tive  b u t  a look at the system  en su in g  from  a tten d in g  to the 

d iffe ren t modus operand"t h e lp s  e luc ida te  why the w om an in  the d ialogue an d  p h o to ­

b ook  d isap p ea rs  b e h in d  the  door. T he  te ch n iq u e  is d iv ided  in to  fo u r d is tin c t phases. 

T h e  firs t p h ase  co n cen tra te s  0 1 1  psychological sed u c tio n  by c rea ting  a n eed  in  the 

su b jec t and  s tirr in g  desire . T h e  second  an d  th ird  phases d eep en  the sed u c tio n  by 

ap p ea lin g  to em o tions , to fin ish  w ith  w hat lie iden tifies as the physical se d u c t io n .101 

All o f these  are  em b ed d e d  in  the first two steps o f the sell-rcllexive m ethodo logy . B ut

399. G reene ,  A r t o f  Seduction.

400. Pick-l ip  circ les  revolve a ro u n d  websil.es and  publ ica t ions  giv ing advice 011 how Lo m ee t  (seduce) 
peop le ,  mainly  for  sexual purposes .  Michel H ouel lebecq desc r ibed  som e ol these  circles in his novels, 
W hatever [Extension du domaine de la lu//e [1997]), Ir. by Paul H a m m o n d ,  L o n d o n :  S e r p e n t  s 1 ail, 1999 
an d  Atom ised (L espartiades elements)ires [1998]), tr. by Frank  W y n n e ,  L ondon :  Vintage, 2001. S h a ro n  
Kivland o n c e  told m e a s to ry  a b o u t  Lacan tha t  liLs well with som e  ol the  so rd idness  of p ick-up  circles.
I lis d a u g h te r  Sybil le  was looking  o u t  o f  the w indow  and,  at  the s ight of h e r  la ther,  she j u m p e d  with joy, 
a feeling tha t  d isappe a re d  as soon as lie, instead ol e n te r in g  the  d o o r  ol the ir  house  to see her,  w e n t  into 
th e  nex t  door ,  a maisou de passe.

401. G ree n e ,  A r t o f  Seduction, p. 380.
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reI'lee lio n  is  n o t  p r e s e n t  in  h is  s y s te m , as it is all lo r  th e  s e d u c e r ,  a n d  th e  e n e o u n le r  

i t s e l f  is d is r e g a r d e d .

On a lirsl m apping of G re e n es  steps into the dialogue and the photo-book, it is 
im portant to note that his m ethod is not sequential; that is, seduction does not start 
with step one and finish with step twenty-four. Although there are some steps 
show ing dependency  on o thers, the techn ique is accum ulative, with seduction 
happen ing  once most steps have been com pleted. This table she fumbles with a few 

sheets o fpaper in her folder to produce h'ig. lb details the m apping of the steps onto  

the d ialogue and, w here evident, the photo-book. Sim ilarly, in Le .seducteur malgre lui, 

V uarnet concen tra tes on a type o f seduction  different, from w hat is b ro u g h t forw ard 

by this ease. He p resen ts n ine p ropositions (Fig- 20), w hich read  as generalisations 

from  bis observation  and study o f m ystics.102 Many of these arc valid to my study, as 1 

detail on the table. Yet, bis w ork focuses m ore on the figure o f the  seduced  (in 

c o n tra s t to G reene, w ho w rites m ainly for the seducer), w ith o u t m u ch  e luc idating  

w hat sed u c tio n  is o r  how  if Lakes place. T h e  th ird  exam ple you m en tio n ed , th a t o f 

K haslavsky an d  S h ed ro ff, is the  m o st in te re s tin g  one  to o u r  task, as they exam ine an 

o b jec t d eem ed  seductive, ex trac ting  ch arac te ris tic s  th a t m ake if so. T h e ir  

ch a rac te ris tic s , a long  w ith  G re e n e ’s s tep s  an d  V u a rn e t’s p ro p o sitio n s  can also be 

m a p p e d  o n to  the d ia logue  an d  the  p h o to -b o o k . S om e o f th e  focus of K haslavsky and  

S h e d ro f f s  w ork  is on  the  seductive  re la tio n , as it  takes a c co u n t o f th e  goals an d

402. Vuarnet, Le seducteur nudgre lui. The original text for the propositions in fig. 20 is in French and, a! 
the time of writing, no official translation was available. As the translation is mine, I also offer the 
original text in which these nine propositions were articulated:
1: Eludier la seduction en mi lieu apparemment paradoxal, ou ce qui la manifesto esl la personae seduife 
plus que celle du seducteur.
2: C’esl. par la personae seduite plus cpie par celle du seducteur, que la seduction s’effectue.
3: La fabrication du seducteur est parficulierement aisee in absentia -  e’est-a-dire dans le eas de la 
mystique.
4: Le seducteur est done necessaireme.nl une personae plurivoque ou pluri-slylistique dans la mesure 
on, labrique par la demande, il ne pent qif adapter son apparailre a la pluvalite des demandes.
5: Cette fabrication du seducteur par le seduil. permet la fabrication d’une figure ehaque fois specifique, 
el proporlionelle a la force du demandeur.
6: Cette fabrication du seducteur par le seduil (ehaque mystique trouve son Dieu), nous en frouvons 
egalement fiinage dans tin autre conlexle: la fabrication du Commandeur par Don Juan.

7: La seduction est tin pouvoir que se transmel. Ce pouvoir esl une rupture d’equilibre.

8: Dans le monde de la Koi, Dieu, direeleinent en tanl que seducteur, ou indirecteinent, en taut que 
seduil, esl T epouseur du genre humain».
9: Si le seducteur fail, ses enfants par I’oreille, la mystique, soui’de et niuette, se snffil a elle-meme. et lair 
tout, son monde avee Dieu.
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values o f  th e  sed u ced , w h ile  look ing  a t h ow  th e  se d u c e r  o b jec t m ig h t lin k  in to  th o se  

(Fig. 21). Y et, th e  tw o sides o f  th e  re la tio n  are  sep ara te , do  n o t m eet, a n d  certa in ly  

th e ir  s tu d y  does n o t a cco u n t fo r w h a t h a p p e n s  d u rin g  sed u c tio n  itself. T h is is w here  

th e  self-reflexive m e th o d o lo g y  com es in . I t  looks a t sed u c tio n  from  w ith in  th e  

seduc tive  re la tio n , or, m o re  p recisely , from  th e  p o sitio n  o f  th e  sed u ced  -  a lth o u g h  

th e re  is n o  rea so n  w hy  it  co u ld  n o t also app ly  to  th e  sed u cer, b u t  th is  is n o t th e  case 

h e re . I t  does so to  reveal th e  reversib le  quality  o f  sed u c tio n , em pow ering  the  seducee  

a n d  m ak in g  th e  p ro cess  m o re  u n d e rs ta n d a b le  fo r h e r.

G reen e  on ly  acco u n ted  fo r th e  se d u c e r (indeed , th e  sed u cee  is a v ictim  in  h is  w ork), 

V u a rn e t an d  K haslavsky an d  S h e d ro f f  s s tud ies , a lth o u g h  ad d ress in g  th e  p o sitio n  o f 

th e  sed u cee  as an  en try  p o in t tow ards u n d e rs ta n d in g  sed u c tio n , fail to  p ro p o se  a 

m e th o d  w ith  w h ich  to  c ap tu re  ev idence  th a t  it  to o k  p lace  an d  in s tead  co n cen tra te  on  

th e  a fte rm a th , th e  co n seq u en ces . My p ro p o s itio n  b ridges th e  gap b e tw een  th ese  

ap p ro ach es .

DIALOGUE LINE AND PHOTO-BOOK EXAMPLES

Phase one: Separation -  stirring interest and desire

1. Choose the right victim 2 24. W eak in the Knees, 28. Pleading, 32. 
A pproach

2. Create a false sense of 
security -  Approach indirectly 11 '

03. P erforated  Sa ffiano  F ori Boston (Prada), 04. 
Sistina (Vuitton), 06. A rm a n i Scu lp ted  d ’O rsay  

H eel .

3. Send mixed signals 180-181 13. L ooking  Through (Anemone)

4. Appear to be an object of 
desire -  Create triangles 25-26 25. Yield, 26. Arcade

5. Create a need. Stir anxiety 
and discontent 45-49 28. P leading, 29. Beheaded, 34. In ten t

6. Master the art of insinuation 172 03. Perforated  Sa ffiano  F o ri Boston (Prada), 07. 
Valentino, 08. Perform ing fo r  Valentino

7. Enter their spirit 93-95
39. Converted into a Picture (The Slip), 40. 

Converted into a Picture (Upholstered)

8. Create temptation 52-53 21 M outh

Phase two: head astray -  creating pleasure and confusion

9. Keep them in suspense -  
what comes next? 154-155

20. Flesh, 21. M outh, 22. Body, 23. H and , 24. 
W eak in the Knees
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10. Use the dem onic pow er of 
w ords to sow confusion 162-163 07. Valentino ,08 . Performing for Valentino

11. Pay a tten tion  to detail 147-149. 34. Intent, 30. Headless II

12. Poeticize your presence ' 157-160 . 34. Intent, 36. IntentU

13. D isarm  through  strategic 
w eakness and vulnerability

25, 78-79 33. Surrender, 35. Surrender 11

14. Confuse desire and reality -  
the  perfec t illusion 149-151 39. Converted into a Picture (The Slip), 40. 

: Converted into a Picture (Upholstered)

15. Isolate the  victim 196-197 37. A Provoking Agent

P hase  th ree : th e  prec ip ice-D eepen ing  the  effect th rough  extrem e m easures

16. Prove yourself 87-90 07. Valentino, 08. Performing for Valentino

17. E ffect a regression ^?:i98?g
■ 31. AMatler of Two, 41. Converted into a Picture; 

(Double. Bodies)!'

18. S tir up the transgressive . 
and taboo . jB j l 23. Hand

19. Use spiritual lures!?! 27-28 ‘‘ • 09. Looking Up, 25. Yield, 44. Passage a I’acte, 
46. Passage, a Facte III

20. Mix pleasure w ith pain 120-122^ i 33. Surrender, 35. Surrender II

P hase four: m oving in fo r th e  kill

21. Give: them  space to fall -  ; 
the  pursuer, is pu rsued  ;. I l7 § '- a 7 7 f (,■25. Yield. 33. Surrender, 35. SurrenderII

22. Use physical lures ■158—168 2 V Mouth

23. M aster the a rl o f the bold 
move

'‘ •207 ’
81. A Matter of Two,, 07. Valentino 

Performingfor'Valentino -

24. Beware the aftereffects • 212-214 m/m I 1 —■ ' 1

Fig. 19: Identification  o f R obert G reene’s 24-step seduction  technique w ithin the dialogue 
and  the  pho to - boo k Make Me Yours .^

403. Source: Greene, A rt o f Seduction
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VUAllNET’S PROPOSITIONS COMMENTS ON DIALOGUE AND PHOTO-BOOK

Proposition 1: S tudy seduction  in  a place-seemingly 
paradoxal, w here what m anifests it is the seduced person, 
m ore th an  the  seducer.

This is the  locus for the study of 
seduction  in  th is case: the shop window, 
w here the seduced is m ade m anifest in 
fron t o f the  object.

P roposition  2: I t is through  the seduced m ore lhan the'<! 
seducer, tha t'seduction  takes place.

T he photographs m ake this evident, as 
th is is the  position from  w hich the  case is 
studied. Still, the seducer is also present.

P roposition  3: T he m aking of the seducer is particularly 
easy in absentia tha t is to say, in the case:of mystic.

T he screen allows for distance (even 
absence, sometimes) to happen , therefore 
strengthen ing  the  seduction.

P roposition  4: T he seducer is, thus, necessarily a plurivocal 
o r multi-sLylislic person since, created by the dem and, it 
canno t b u t adap t its apparition  lo the plurality o f dem ands.

T he objects show n and  heard  are n o t only 
plurivocal b u t also m ysterious in  th e ir 
ambiguity, as Marx acknowledged.

Proposition  5: T he m aking o f the seducer by the seduced 
allows the m aking o f a specific figure each time, and 
proportional to the streng th  of the  one who dem ands.

In  the dialogue, the  ring  is m ade specific; 
in the  photographs, the encoun ter w ith 
the seduced make the objects un ique  to 
the subject.

P roposition  6: T his m aking of the seducer by the seduced 
[each mystic finds  h e r God), we also find the image in ano ther 
context: the  m aking o f the C om m ander by D on Juan.

The religious and  social seduction 
contexts can be expanded by the capitalist 
context: each subject finds h e r object.

P roposition  7: Seduction  is a pow er th a t  is transm itted. 
T his pow er is a rup tu re  o f equ ilib rium ^pr halancel^B

This rup  ture o f equilibrium  is m ade 
evident in the balance o f the images and 
the rhythm  o f the  dialogue.

P roposition  8: In  the world o f Faith , God, directly as- ' 
seducer, o r  indirectly, as seduced, is “the su ito r of 
m ank ind”.

In  the  w orld o f Capital, the object, as 
seducer or indirectly  as seduced (as can 
be seen in the  dialogue), is the suitor of 
the capitalist subject.

P roposition  9: I f  the seducer m akes his child ren  by the ear, 
th e  mystic, deaf and  dum b, is self-sufficient and makes all 
h e r w orld w ith  God.

T he ring, by speaking, also makes its 
ch ild ren  by the ear; the  photographs, by 
the  eyes. T hese are the  invocatory and  the 
scopic drives. T hrough  the  self-reflexive 
m ethodology and like the mystics, the 
subject is able to reverse the situation, 
cancelling som e o f seduction’s duality and 
seducing herself.

Fig. 20: V uarnet’s n ine propositions.404

404. Source: Vuarnet, Le seducteur malgfe lui.
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KHASLAVSKY AND SIIEDROFF’S 
SEDUCTIVE CHARACTERISTICS

COMMENTS; ON DIALOGUE AND PHOTO-BOOK EXAMPLES

1 E ntices  y ou  bv d iverting  y ou r 
a tten tio n

In  th e  pho to g rap h s an d  th e  d ialogue, th e  sub jec t goes o u t o f  h e r  
way to  be ab le  to  look a t the object.

2. S u rp rise s  you w ith  som eth ing  
novel

T he  rin g  speaks and  know s h er. I f  she m ade it  h ers , w ho know s 
w hat m ore su rp rises m igh t it  bring?

3. G oes beyond  obvious n eed s  and  
expectations

In  fro n t o f  th e  im ages dep ic ting  handbags, the  su b jec t appears 
deep  in  th o ugh t, considering  how  th e  h an d b ag  could  becom e 
m ore th an  a  recep tac le  to  c a n y  h e r  belongings. T h is also relates 
to  th e  r in g ’s p rom ises in  th e  dialogue.

4 . C reates an  instinctive em otional 
response

In  th e  pho tog raphs, th is is m ost ev iden t in  21. M outh, in  
p articu la r in  d ie  qu ivering  o f  th e  sub jec t’s m o u th  in  fro n t o f th e  
w h ite  shoe. In  th e  d ialogue, su b jec t an d  ob jec t reac t 
em otionally , in  a  co n stan t d isarm ing  o f  each  o th e r’s position .

5 . E spouses values o r  connec ts  to 
p erso n a l goals

T his is linked  to  th e  choice o f ob jec t by th e  sub jec t, w h at 
seduces her. Ju d g in g  from  th e  objects p h o to g rap h ed  an d  th e  
ring , she values h igh  design, an d  th e  conno isseu rsh ip , creativity 
a n d  sta tus th a t com es w ith  it. T h is also show s in  th e  
p ho to g rap h s an d  in  th e  fact th a t th e  rin g  spoke to  her.

6. M akes in h e re n t p rom ises to fulfill 
th ese  goals

F ro m  th e  way th e  objects are d isplayed, it  is ev iden t tha t, if  she 
buys them , they  will show  h e r  conno isseu rsh ip , creativity, status 
an d  know ledge o f  w hat is in  fashion.

, 7. L eads von to  d iscover som eth ing  
d eep e r than  w h a t you expected

T he  parad ise  o f  self-know ledge th e  rin g  spoke about; the 
tho u g h ts  th e  sub jec t has in  fro n t o f  th e  handbags, h e r  w ill to  feel 
like H olly G olightiy  in  fro n t o f  T iffany’s.

8. F u lfills sm all p rom ises re la ted  to 
y o u r values an d  asp ira tions

T his is im possib le  to exem plify in  th is  case a t p re sen t, as the 
su b jec t and  th e  ob jec t a re n o t each  o th e r’s yet.

Fig. 21: K haslavsky an d  S hedro fP s e igh t seductive characteristics.405

405. Source: Khaslavsky and Shedroff, Seductive Experience.
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B u t in  th is  m a te ria lity  o f  fram ew orks an d  deta ils , w e a re  g o in g  aw ay from  se d u c tio n  

itse lf, and  i t  is ta k in g  u s  a te rr ib ly  lo n g  tim e  to  g e t to  th e  w o rk  o f  a r t ...

B u t th e  w o rk  o f  a r t  is everyw here  in  m y  exp lo ra tion ! T h is  is w h y  th e  re p o r t  yo u  have 

in  y o u r  h a n d s  b e g in s  w ith  an  a c c o u n t o f  m y e n c o u n te r  w ith  Etant donnes. E v e ry th in g  

I have  m e n tio n e d  th e re a f te r  can  b e  p u t  in  re la tio n  to  th a t  m o m e n t. I w ill give y o u  a 

few  m o re  w o rk s, so th e  ro le  o f  a r t  in  th is  case  is c lear. T ake  C eal F lo y e r’s Double Act, 

fo r  in s ta n c e . T h is  is a p a rticu la rly  t ra n s p a re n t  exam ple  o f  th e  w ork ings o f  se d u c tio n .

I t  is c o m p o se d  o f  an  im age a n d  o f  ligh t. T h e  im age, m o reo v e r, d ep ic ts  re d  velvet 

c u rta in s , a llu d in g  n o t  on ly  to  so m e th in g  b e in g  ve iled  b e h in d  it, b u t  a lso  to  a stage. By 

se d u c in g  u s  w ith  its  lig h t (s itu a ted , o f  c o u rse  in  d a rk n e ss  an d  th e re fo re  b e in g  m ad e  

d iffe ren t) w e a re  g iven  th e  o p p o r tu n ity  to  sed u ce , to  e n te r  th e  space  o f  th e  ligh t, th e  

stage. A h , b u t  th is  stage  is im ag inary , it  is on ly  a p p e a ra n ce . T h e  im age is a  lu re , a 

decoy , a n d  a  sc re e n  se p a ra te s  u s  from  th e  o b jec t o f  o u r  d es ire , th e  s tage .406

T h e  w o rk s o f  S o p h ie  C alle , e spec ia lly  th o se  invo lv ing  an  e n c o u n te r  w ith  an  en igm atic  

s tra n g e r, su c h  as To Follow, Suite Venetienne, o r  The Detective a re  also good  

ex am p les .4 7 C alle  eng ag es w ith  an  o b jec tif ied  o th e r  sh e  finds  fasc in a tin g  an d  

c a p tu re s  th is  re la tio n sh ip , th ro u g h  p h o to g ra p h y  a n d  tex t. T h e  p sychodynam ic  

e n g a g e m e n t is e v id e n t in  th e  m ate ria l p ro d u c e d  a n d  sh e  w as, o f  co u rse , an  im p o r ta n t  

so u rc e  in  th e  d e v e lo p m e n t o f  m y m eth o d o lo g y . S h e  h a s  n e v e r  n a m e d  w h a t sh e  d id  in  

th e s e  w o rk s a methodology, th o u g h , o r  any  o f  th e se  e n c o u n te rs  seductive. Y et, b o th  are

406. Kaja Silverman, in her study of screens and photographic practice alludes to the fact that Wilhelm 
Flusser, in his classic text Towards a Philosophy o f Photography, uses the word photograph as a synonym of 
Lacan’s screen. The Threshold ofthe Visible World, p. 197.
407. Other works by Sophie Calle, such as ‘The Hotel’ and ‘The Address Book’, could also have been 
selected as examples of seduction in which a forensic gaze and a fascination with the unknown other, or 
the process of engagement, are exercised. In Double Game, Sophie Calle describes ‘To Follow’: ‘For 
months in 1979 I followed stranger on the street -  for the pleasure of following them, not because they 
particularly interested me. I photographed them without their knowledge, took note of their movements, 
and finally lost sight of diem and forgot them. ’ Sophie Calle, Double Game, tr. by Dany Barash and 
Danny Hatfield, London and New York: Violette Editions, 2007 (1999), p. 68. About ‘Suite Venitienne’ 
she writes: A t the end of January 1981, on the streets of Paris, I followed a man whom I lost sight of a 
few minutes later in the crowd. That very evening, quite by chance, he was introduced to me at an 
opening. During the course of our conversation, he told me he was planning an imminent trip to Venice. 
I decided to follow him.’ (p. 76). ‘The Detective’ is described as follows: ‘In April 1981, at my request, my 
mother went to a detective agency. She hired them to follow me, to report my daily activities, and to 
provide photographic evidence of my existence.’ (p. 122). In Calle’s oeuvre, there is also a story of 
reversibility. A fan wrote to her: ‘June 4, 1999. Dear Ms. Calle, I have recently been released from a long­
term relationship [...] I would like to spend the remainder of my mourning/grieving period in your bed’. 
Calle then, de-assembled her bed and shipped it to him across the Atlantic. Like in the Sinatra story: 
who seduced whom? ‘Journey to California’, in Sophie Calle, MAs-Tu Vue, Munich: Prestel Verlag,
2003, pp. 197-208.
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evident in llie works. .Lei. me presen t my first piece of’evidence in this ha iring , a lex I 

she displayed in her exhibition Appointment with Sigm und Freud, where she a Iso 

showed a photograph of’herself w earing .Krcud’s coat, at the door o f  his L ondon  

house in M arcsfield C ardens (now the F reud  M useum, where the exhibition  took  

place in 1999):

I was thirty, and my father thought I had had breath, l ie  made an 
appointm ent for me with a doctor whom assum ed was a general 
practitioner. Except that the man I found m yself facing was a 
psychoanalyst. Civen the hostility my father always manifested  
towards this profession, my surprise was total. My first words were:
‘There m ust have been a mistake, my father is convinced I have bad 
breath and he sent me to a generalist.’ ‘Do you always do what your 
father tells you to do?’ replied the man. I became his patien t.108

Here, Calle engages with her desired object -  Freud, the subject-supposed-to-know, 

who can help her understand -  through sharing his space and objects. H er coat, its 

tactility, brings us back to the realm of the alienistes and their practices as described 
by Gaelan Gatien dc Clerarnbault40'9. She is in his house, a patient, as we know from  
the text. Seduced by the analyst’s promise of knowledge (he asked her a very 
poignant question), she seduces us into a realm that, if we know anything about 
Calle’s work, will blur the boundary between her life and her work, reality and 
fiction. The text shows her seducLion, as demonstrated in the gap between the last 
two sentences, the way she gave in after that question -  much in the way our subject 
does in Argyll Arcade. In the image, with Freud’s coat and the background o f his 
house (and, we must not forget, now a museum), she becomes the seducer. Calle 
follows well the first two steps of the self-reflexive methodology, recognition and 
capture.

408.  S o p h i e  Cal le ,  A p p o in tm en t w ith  Sigm und. F reud , lr. by C h ar le s  P e n w a r d e n ,  L o n d o n  a n d  i \ e w  York: 
T h a m e s  a n d  H u d s o n ,  2005, p. 43.

409. In  Passion erotique ties e loffes chez la  fe m m e , th e  alien isle G a e la n  G a l ien  de  C lerarnbaul t ,  w rites  ease 
n o t e s  on  th re e  pa t ie n t s  a c c u s ed  o f  h av in g  a sexual fe ti sh lo r  fabrics , n o tab ly  silk a n d  velvet, l i e  d e sc r ib es  
t h e i r  e n c o u n t e r  w i th  th e  m ateria l ,  the  fee l ing  ol its con tac t  with t h e i r  skin  a n d  the  re la t ion  of th is  to the  
r e s t  o f  th e i r  bod ies .  De C le ra rnbau l t  h im s e l f  was fa scina ted  by  fabric  as his  p h o to g r a p h s  ol /North Africa , 
s tu d ie d  by J o a n  C opjec,  sh o w .  G ae la n  G a tien  d e  C le rarnbault ,  Passion erotique ties eloffes chez la fe m m e  
[Ai'chives d 'anlhropologie criminelle. de medecine legale et dep s/ch o lo g ie  nortnale et pathologn/tte  [1908]), Paris: 
Les L in p ee h e i i r s  de  P e n s e r  e n  R o n d ,  2002; J o a n  Copjec,  "The Sa r to r ia l  S u p e r e g o ’, in  R e a d  iff)' Desire: 
Lacan A ga inst the Historicists, C am b r id g e ,  MA. an d  L ondon :  Ml 1 Press,  1994, pp.  65-116.
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I sh o u ld  also m en tio n  Naia del Castillo an d  h e r  ob jects an d  p h o to g rap h s, and  Lee 

F r ie d la n d e r’s s tree t p h o tog raphy , L isette  M odel’s se lf-po rtra itu re , an d  h e r  and  

E ugene  A tget’s im ages o f  cities as scenes o f  crim es ... O h, and  D oisneau  ...

[Interrupting. A lthough the works o f  art are fascinating and  the detective is engaged, 

something in Calle’s work is troubling the jury] I can n o t q u ite  u n d e rs ta n d  self-reflexivity. 

R o b e rt S am uels  defines self-reflexivity as ‘a m ode o f  resis tance  to  an  ind iv idual 

seek ing  to  find  freedom  ou tside  o f  th e  Sym bolic social o rd e r  o f  social de te rm in ism  

an d  social co m m itm en t’.410 H e d iscusses the  co n cep t in  re la tio n  to  Slavoj l i z e k ,  w ho 

th eo rises  tw o possib le  causes fo r self-reflexivity: th e  d istance  betw een  sub jec t and  

language -  th e  d ifference  be tw een  th e  en u n c ia ted  s ta tem en t an d  th e  sub jec t o f 

en u n c ia tio n  -  an d  th e  failure  o f  the  Sym bolic to  a tta in  th e  Real. Self-reflexivity is a 

sub jective d istance  from  Sym bolic reality , w h ich  calls fo r an  im possib le  access to  th e  

Real.

I f  we leave th e  se lf aside fo r a m om en t, I am refe rrin g  to  a reflexive s itua tion  ra th e r  

th an  a reflective o n e ,411 p a ra p h rasin g  M ignon Nixon, and  I u n d e rs ta n d  th e  ro le  o f  the  

m irro r-sc reen  in  th e  M irro r stage, n o t as reflection, b u t reflexion. 12 To co n tin u e  w ith  

N ixon’s a rgum en t, a reflexive m ode o f  analysis is one  th a t facilitates th e  b reak ing  o f 

th e  fasc ination  w ith  th e  m irro r, gives d istance from  o n e ’s engu lfing  self-image.'*1 

Je an  L ap lan eh e  also refe rs  to  th is  p h e n o m e n o n  -  especially  in  the  analytic se tting  -

410. R o b e rt S am u e ls , ‘L acan  a fte r  Zizek: Self-R eflexivity  in  th e  A u to m o d e rn  E n jo y m en t o f  
P sy ch o an a ly sis’, In terna tiona l Journa l o fZ ize k  Studies, vol. 2, no . 4, available from  
< h ttp ://z izekstud ies .o rg /index .php /ijzs /issue /v iew /10> [accessed 28.02.10].

411. N ixon, Couch, p . 74.

412. N ixon fu r th e r  a rg u es  th e  case fo r th is  d is tin c tio n : ‘By co n tra s t, v ideo  p e rfo rm an ce , c e n te re d  o n  th e  
b o d y  o f  th e  p e rfo rm e r  b e fo re  th e  cam era , p ro d u c e s  th e  effec t o f  a “co llap sed  p re s e n t” eq u iv a len t to  th e  
sp ace -tim e  o f  m ir ro r  re flec tio n , o r  th e  p a tie n t o n  th e  co u ch  -  the  v e iy  task  o f  analysis b e in g  to  co n v ert 
th e  “fasc in a tio n  w ith  th e  m irro r ,” o r  reflective m o d e , in to  a  reflexive one . “T h e  analy tic  p ro je c t,” K rauss 
ob serv es, is o n e  in  w h ich  “th e  p a tie n t d isengages from  . . . h is  re f le c ted  self, an d  th ro u g h  a m e th o d  o f  
reflex iveness, red isco v ers  th e  re a l tim e  o f  h is  ow n h isto ry . H e exchanges th e  a tem pora lity  o f  rep e titio n  
fo r th e  tem p o ra lity  o f  ch a n g e .” In  sh o r t, psychoanalysis  is n o t a  con fessiona l m o d e , in  w h ich  self-im age 
is n u r tu re d , b u t  a  g rad u a l p ro cess  o f  a lien a tio n  from  th e  sovere ign  se lf.’ Couch, p . 70.

413. N ixon, Couch, p . 68. W h ile  th e  m e th o d o lo g y  as a  w ho le  is reflexive in  th e  sen se  o f  N ixon, S am uels 
a n d  L a p la n e h e , th e  th ird  stage o f  th e  p ro cess  is re flec tio n , w h ich  im plies lo ok ing  a t o n e se lf  in  th e  
m irro r . T h u s , th e  task  o f  th e  th ird  stage , ‘re f le c tio n ’, is to  b e  ab le  to  see o n e se lf  in  th e  situ a tio n  o f  
se d u c tio n  p ro v id ed  by  th e  c a p tu re , to  acknow ledge o n e ’s im age in  sed u c tio n  (th rough  iden tifica tion ) and  
to  b e  ab le  to  look  a t it  a n d  exam ine  it, risk in g  a  fasc ina tion  w ith  it -  w h ich  will be  b ro k en  by th e  cap tu re  
o f  th e  re f lec tio n , th a t  is, by th e  w iltin g , w h ich  acts as a d is tan c in g  device , like th e  co u ch  in  analysis (see 
n o te  412 above). R eflec tio n , th u s , in c lu d es  an  e lem en t o f  reflex ion . The accu m u la tio n  o f  th e  th re e  stages, 
a n d  th e  c o n s ta n t re tu rn  to  th e  ev id en ce  o f  the e n c o u n te r  b reaks the  fasc ina tion  w ith  the  self-im age and  
m akes th e  m e th o d o lo g y  ‘reflex ive’, as o p p o se d  to  sim ply  ‘reflec tive’.
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w h en  h e  w rites th a t  ‘ex te rna l a lte rity  re fe rs  back  to  in te rn a l a lte rity ’.414 In  th e  

seductive  re la tio n , th is  ex te rna l a lte rity  is th e  ob ject. Self-reflexivity  also re fe rs  back 

to  se lf-consc iousness , an d  in  p a rticu la r to  Paul C ro w th er’s m o d e l,415 as I d escribed  in  

c h a p te r  tw o. I lis  th re e -s te p  m e thodo logy  a ro u n d  a tten tio n , c o m p reh en sio n  and 

p ro jec tio n , how ever, is m o re  on to log ical th a n  ep istem ological, th is  b e in g  th e  m ain  

d is tin c tio n  b e tw een  self-reflexivity  an d  self-consciousness.

T h is  self-reflexive m ethodo logy , w h a t is it for?

T h e  m a in  aim  o f  th e  self-reflexive m e thodo logy  is to  p ro d u c e  a sed u cee ’s self- 

evalua tion , a  se lf-aw areness o f  th e  p rocess o f  sed u c tio n . T h e  m ethodo logy  is n o t 

su p e rflu o u s , i t  is expan d ab le  an d  adap tab le , m u ch  like lea rn in g  a dance  in  w h ich  th e  

po sitio n s  m ay still change  b u t th e  steps can  b e  an tic ipa ted . In  ex trem e c ircum stances, 

th e  m e th o d o lo g y  m ay even  h e lp  to  avoid h o n o u r  dam age o r pe rso n a l in ju ry  (as in  th e  

case o f  C ordelia , th e  P re s id e n te  de T ourvel an d  th e  M arquise de  M erteuil). In  re la tion  

to  th e  w ork  o f  art, i t  w ill c h a n n e l excessive a tta ch m en t to  o r dem an d s m ade  of, o r  by, 

th e  w ork  o f  a rt, p ro v id in g  an  u n d e rs ta n d in g  o f  th e  psychodynam ics th a t  take p lace 

be tw een  v iew er an d  w ork  in  a situ a tio n  o f  seduc tion . B ut it does n o t m ean  tha t, 

th an k s  to  th e  self-reflexive m ethodo logy , w orks o f  a r t will cease to  seduce . I f  th e  

m e th o d o lo g y  is fo llow ed, th e  sed u cee  gains a b e tte r  u n d e rs ta n d in g  o f  h e r  position , 

especia lly  o f  th a t  m o m e n t w h en  it becom es reversib le  an d  on  w h ich  th e  en d  o f th e  

e n c o u n te r  an d  th e  o u tco m e h inge . T h e  seducee  also gains self-sufficiency. In  th e  

w ords o f  V u arn e t, sh e  shares  w ith  m ystics th e  fact th a t  ‘th ey  say and  th e reb y  are th e  

satisfied  s e d u c e r  (w ithou t a lack), an d  th e  h ap p y  sed u ced  (w ithout ra n c o r  o r 

d isa p p o in tm e n t, w ith o u t reg re t)’.416 T h e  m ethodo logy  also cap tu res  d a ta  ab o u t 

sed u c tio n  and  p ro v id es an  analysis o f  th e  en co u n te r, especially  th ro u g h  th e  

reflec tion .

So , w h a t have w e lea rn ed  w ith  th is m ethodology?

W ell, in  th is  p a rt ic u la r  case, th e  case o f  th is  su b jec t an d  th e  ob jec ts she  has 

e n c o u n te re d , w e learn  how  sed u c tio n  re lies on  res is tance  and  on  reversib ility . W e

414. Jean Laplanehe, Transference: Its Provocation by the Analyst’, tr. by Luke Thurston, in Essays on 
Otherness (La revolution copernicienne inachevee [1992]), ed. by John Fletcher, London: Routledge, 1999, 
pp. 218-237, p. 224.
415. Crowther, A rt and Embodiment.
416. My translation. The original text reads, in French: ‘elles disent et sont par la meme le seducteur 
satisfait (sans manque), et le seduit heureux (sans rancune, ni deception, sans regrets)’. Vuarnet, Le 
seducteur malgre lid, p. 75.
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know she fell for the  ring  because o f its visual effect o f scotom isation and the  way it 

reflects light. T hrough  the  dialogue -  the  capture -  we have evidence o f this. But, 

above all, we learn  abou t the  encoun ter betw een the  seducer-object and  the  seduced- 

subject, an area o f  seduction  n o t h itherto  visualised and m ade specific, as previous 

accounts focus on one o r the  o th er side o f the  relation.

D o n ’t  you th in k  th a t th is self-reflexive m ethodology -  the  recognition, the  capture, 

the  reflection is already som ew hat p resen t is the examples of classic seduction you 

have given us?

Yes. [She searches in her pockets and brings out a crumpled set ofpapers that look as i f  they 

had been opened and closed many times\. H ere you can see how  I have th ough t abou t the  

m ethodology in  rela tion  to existing sources (this was archived in the case as Fig. 

22/Exhibit 2 and  contained , signalled as *, instances in w hich the  sources’ strategies 

m atched  the  pho tographs in M ake Me Yours, and, as ¥ , instances in  w hich the  w riting 

m atched  the  evidence presented).417

417. T he  artists ch o sen  for im ages 5.1 to  5.23 do  n o t rep re sen t a  com prehensive list. Still, th ey  provide 
ev idence o f  th e  self-reflexive m ethodology  as described  in  th is text. My choice fo r th e ir  inclusion  in  th is 
volum e was p ro m p ted  by the  in form al d iscussions I h ad  over the Breda  p h o tog raph  (image 2.1), as I 
re c o u n t in  ch ap te r two. In  m ost cases, peop le  giving m e feedback -  my studen ts , fellow researchers, my 
superv iso rs, L o rens H olm , Jean-M ichel R abate -  suggested  I look a t these artists, as som eth ing  in  my 
ph o to g rap h  m ade th em  free-associate and  d irec ted  them  to  th e  im ages 5.1-5.23. Som etim es, it was the  
position  o f  th e  artist, o r  self-po rtra itu re ; som e o thers, the  space crea ted  in  the  pho tog raph ic  p lane, the 
city d ep ic ted , o r th e  ro le o f  th e  view er, as I describe in  Fig. 22. L ee F ried lan d e r (5.8 to  5.11), L isette 
M odel (5.12 to  5.15) and  R o b ert D o isneau  (5.16 and  5.17) w ere m en tioned  to  m e several tim es in  the 
course  o f  those  conversations. E ugene  A tget’s im ages o f body  form s (5.18 to  5.21) w ere suggested  to  m e 
by  Jean-M ichel R abate , d u rin g  h is  v is it to  th e  U niversity  o f  Glasgow (16 to  18 O ctober 2008), and  are 
d iscussed  in  h is book  A r t and  Crime, in  a ch ap te r en titled  ‘S cene o f  th e  Crim e. N o th ing  to  See!’ (pp. 78- 
110). In  th is c h ap te r he m akes an explicit connec tion  betw een  A tget’s im ages an d  detec tion , w hich  
in te re s ted  m e in re la tion  to  th e  m ateria ls I discuss in  chap te rs th ree  an d  four. I cam e across M arcel 
D u ch am p ’s w indow  display  (image 5.23) th ro u g h  research ing  visual links betw een  h is tex t on  shop  
w indow s (w hich I q u o te  in th e  conclusion) an d  h is artw ork. G hislaine W ood, in  h e r  book  The Surreal 
B ody  (part o f  th e  V ictoria an d  A lb e rt’s exhibition  Surreal Things, w hich  focused on  S urrea lis t design and  
w hich  took  p lace betw een  29 M arch and  22 July  2007, L ondon , V&A P ub lications, 2007), ded ica ted  a 
section  to  th e  shop  w indow  (pp. 56-61). H e r pages feature  -  as w ell as A tget, D ucham p an d  C laude 
C ahun  (images 5.18, 5.23 an d  5.22) -  w orks by Salvador D ali and  E lsa Schiaparelli, w hich  I cou ld  also 
have u sed  as v isual exam ples.

T he  w orks o f  N aia del C astillo (5.1 to 5.3) re p re se n t a b ridge betw een  a rt and  design. T hey also show  an 
in te re s tin g  and  in sp irin g  use o f  pho tography . T h rough  a d is tancing  from  th e  object, y e t a 
rap p ro ch em en t th ro u g h  w earing  it, they keep desire in  play, m uch  like M ake Me Yours. T he  particu lar 
w orks I chose o f  S o p h ie  Calle (5.5 to  5.7) also show  links betw een  objects, phan tasy  and  photography , as 
w ell as be tw een  im ages an d  tex t (5.6) an d  a rt an d  psychoanalysis, as I describe in  ch ap te r two. I selected  
Ceal F loyer’s w ork D ouble A c t  (5.4) as a co u n te rp o in t to  the  o th e r exam ples, m o st o f w hich  involve 
p ho tography . H e r w ork show s th e  phan tasy  d im ension  o f seduction  th ro u g h  a m eth o d  encom passing  
th ree -d im en sio n a l space and  im age, directly  involving th e  view er in th e  scene.

W orks by Jo  S p en ce , Nan G old in , S haron  K ivland, F rancesca  W oodm an , C laudia G uderian , Sarah  
Jo n es  o r S h e llb u rn e  T h u rb e r  -  m en tio n ed  elsew here in  th is text -  cou ld  also have been  fea tu red  as
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R ecognition in  ob ject C ap tu re R eflection

B audrillard’s
Seduction

Reversibility V Text style V Text con ten t

Valin out \nL es
Liasons
Dangereuses

Presiden te  de Tourvel as 
m issing object

L etters to o ther 
characters V

G rouping o f letters in  book and 
in troduction

Seducer 's D iary 
{Kierkegaard’s 
seduction , no t 
Jo h an n es’)

Possibility o f an  ethical 
education

Johannes’ diary Diary com m entary

Etant. donnes T he beyond-the-door, the 
bucolic scene

T he act of 
looking through  
the  holes in the 
door

Exegesis o f the  encoun ter 
(potential, n o t w ithin the piece 
-  could be w riting o r image 
based)418

N aia del Castillo 
(5.1 to  5.3)

T he stain, the strangeness in 
the  objects, w hat does n o t 
m ake sense (the lace in  the 
shirt, th e  bib, the  toile 
pattern)

R elationship of
view er to  object 
$

Im age o f w earer w ith object in 
a setting  and  w ith a particular 
pose

Ceal P lover’s 
Double A c t (5.4)

E m pty stage w ith red  curtains V iewer enters 
the  light stage

T he experience th a t the stage is 
a slide

S ophie Calle’s ; 
images o f h e r/h e r 
work with 
F re u d ’s objects 
(5.5 to 5.7)

T he objects b ring  out 
som ething in  h e r  *

T he act of 
placing the two 
objects side by 
side, w ear them , 
re-enact them , 
o r narrate  them

T he photographs o r the 
experience o f seing bo th  object 
and subject (Calle) together and 
the  doubling effect they create

Lee F ricd lander's  
stree t self­
po rtra itu re  (5.8 to 
5.11)

T he finding o f a context in 
w hich subject and 
env ironm ent are equally 
im portan t and m ake the 
sub ject anonym ous b u t give it 
agency (through photography)

Photographic
self-portraiture
Hs

P rin ting  and  com posing the 
images so th a t the m om ent of 
recognition and  the  balance is 
m aintained (centering, 
relationship to K ennedy’s head, 
position of square in  the image, 
breakage d istu rb ing  p icture

images. W orks by artists n o t m entioned  anyw here in  th is text (by Sylvie F leuiy, Jo h n  Stezaker, Ilse Bing, 
L ouise Lawler, David Lynch, Man Ray o r Guy B ourdin, for example) do m anifest the m ethodology, as 
w ell as the  specific use o f a screen  as I describe it. T here are m any examples, for seduction, as 
B audrillard -  and  I -  define it, is a ru ling  principle, and  photographers and artists have attem pted  (and 
som etim es succeeded) in cap tu ring  it. W ith  the display of images 5 .1 -5 .23 ,1 w ant to  create a visual 
jou rney  th rough  the aspects o f the  m ethodology described in the table above, a com plem ent to my 
textual analysis. F o r th is — and  to show  som e parity  w ith the images in  o ther sections — editing is 
im portant.
418. Exam ples o f im age based reflection include R ichard Baquie’s free standing reproduction  o i  E tan t 
donnes, Penelope H aralam bidou’s explorations o f allegoiy, A ndre Raffray’s two dim ensional recreation 
and  M arcel D zam a’s reconstructed  d ioram a Even the Ghost o f  the Past. R ichard Baquie, Sans titre: E tan t 
donnes; 1 ° la chute d ’eau, 2° le gaz d ’eclairage [installation], Musee d ’A rt C ontem porain de Lyon, 1991; 
H aralam bidou, The Blossoming o f  Perspective and  The Stereoscopic Veil', B ernard Blistene, E tant donne 
A ndre R affray; Paris: E d itions de La D ifference, 2008; M ichael R. Taylor, Legacy , in Marcel Duchamp. 
iZtant donnes, New Haven, L ondon: Yale U niversity Press, 2009, pp. 190-227.
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plane)

L isette M odel’s 
self-portraits 
(5.12 and 5.13)

S elf as image in m irror 
(feminine subject) *

Photographic
self-portraiture
*

Placing o f the cam era in the 
p icture plane, view point o f the 
view er and m odel’s gaze *

Lisette M odel’s 
reflections (5.14 
and 5.15)

M ergin of inside and outside 
in screen and lens o f the 
photographic cam era *

Photo  graphic 
image captures 
this im possible 
m erging *

Focus and scale are d isturbed 
and environm ents inside the 
shops and outside in  the streets 
appear as one *

R obert 
D oisneau’s 
w indow  shopping 
photographs 
(5.16 and  5.17)

O bservation of passers-by in 
relation  to the provocative 
pain ting  in the shop w indow

Photographic 
capture from 
w ithin the shop 
window

Angle of the photograph, 
w hich relates the gaze o f the 
passers-by to the object 
(resulting in an anthropological 
study of reactions)

Eugene A tget’s 
images o f Paris 
(5.18 to 5.21)

O bjects resem bling hum an 
forms in shop windows

Photographic 
capture from 
outside the 
shop w indow  *

A bsence o f real hum an 
presence. H um an-like form is 
show n as trapped, enclosed 
and fram ed by the space o f the 
shop w indow  (resulting in a 
study of place), w ith the outside 
clearly reflected -  b u t n o t 
m erged, as in  L isette M odel’s 
Reflections

C laude C ahun’s 
pho tograph  o f a 
shoe shop (5.22)

Shoes and w hat it m eans to 
be w orn *

Close up
photographic
capture

Close up shows the object in 
detail b u t denies context, o ther 
than  the depiction o f a vitrine. 
T he am biguity o f the placing of 
the pho tographer (inside or 
outside) is accentuated by the 
fact th a t die shoes are 
photographed  from  behind.

M arcel D ucham p 
and  E nrico 
D onati’s shop 
w indow  (5.23)

Books and  th e ir possibilities Shop  w indow  
experience and 
photograph *

C ontrast betw een the goods 
sold by the shop and die 
m annequin  (beheaded, in 
specific attire) and o ther 
surrealist objects.

Fig. 22: T he self-reflexive m ethodology in  relation  to key sources.

It is significant that the application of the m ethodology in this way has helped me to 

identify some false clues, some red herrings. An example of this is the exhibition of 

paintings by Francois Boucher, held at the W allace Collection between Septem ber 

2004 and April 2005, entitled Boucher: Seductive Visions. The title was appropriate as it 

offered the viewer the possibility of visual seduction; yet, this only happened within 

the frame of the painting to the people in the scenes. Seductive Scenes would have 

been  a m ore precise title (although less seductive). This, o f course, does not m ean the 

paintings were no t seductive, it ju st m eans that the application of the m ethodology 

was m ore difficult due to the fact that I was removed from the seductive relation. In  a 

way, this was a non-seductive encounter, one where there was no hailing and no
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re sp o n se . T h e  title  o f  th e  sh o w  is w h e re  s e d u c tio n  w as lo ca ted . I t  p ro m ise d  m e 

so m e th in g  b u t  th e  p a in tin g s  d id  n o t  deliver.

C o u ld  th e  re s u lts  o f  th e  self-reflex ive m e th o d o lo g y  n o t  b e  ach ieved  by  a s im p le  

exegesis o r  re flec tio n ?

W ith  o n ly  a n  exegesis o r  a  re f le c tio n , th e re  w o u ld  b e  n o  specific  m o m e n t o f  

se d u c tio n  to  b e  ana ly sed . W h a t  th e  self-reflex ive m e th o d o lo g y  h e lp s  to  b r in g  o u t in  

th e  rev e rs ib le  c o n fu s io n  o f  th e  sed u c tiv e  e n c o u n te r  is th e  id e n tif ic a tio n  o f  th e  

in s ta n c e  o f  s e d u c tio n  (the rec o g n itio n , a n d  th e  c a p tu re  o f  th e  su b je c t by  th e  ob ject) 

a n d  its  re c o rd in g  (the  c a p tu re  o f  sed u c tio n ) fo r analysis. In  a  w ay, all th e  so u rce s  I 

m e n tio n  in  m y  r e p o r t  -  fro m  B au d rilla rd  to  S in a tra  -  e i th e r  fo cu s o n  th e  ca p tu re  

w ith o u t re f le c tio n , o r  p ro v id e  a re f le c tio n  w ith o u t fo cu s in g  o n  th e  spec ific  d e ta ils  o f  a 

s e d u c tio n . P e rh a p s , o u t  o f  all m y  so u rc e s , L es L iaisons D angereuses, and  D ia ry  o f  a 

Seducer  o ffe r th e  m o s t co m p le te  ap p ro a c h e s , as th e re  is re c o g n itio n , c a p tu re , a n d  a 

c e r ta in  level o f  re f le c tio n  -  a lth o u g h  m o s t o f  it  c irc les  a ro u n d  th e  is su e  o f  e th ic s  a n d  

th e  c o n te x t fo r s e d u c tio n , in s te a d  o f  th e  se d u c tio n  itse lf. Y et, th e y  a re  d id ac tic , n o t  

m e th o d ic a l, a n d  th e re fo re  o ffe r exem p lary  n a rra tiv e s , ep ito m es  o f  s e d u c tio n  ra th e r  

th a n  a  w ay to  ana ly se  w h a t h a s  ta k e n  p lace  a n d  w hy.

[Forgetting th a t the subject a n d  the detective are two d ifferen t women] W h y  d id  you  ch o se  

p h o to g ra p h y  as a m e th o d  fo r cap tu re?

I d id  n o t  o n ly  u se  th e  p h o to g ra p h s  as exam p les o f  a c a p tu re  o f  sed u c tio n . I also  u se d  

a c lin ica l d ia ry  a n d  a n u m b e r  o f  w ritin g  te c h n iq u e s . Y et, p h o to g ra p h y  is p riv ileg ed  as 

a m e th o d , I a d m it th a t . A s S u sa n  S o n ta g  w ro te , p h o to g ra p h s  a re  p iece s o f  th e  w o rld , 

m o re  th a n  s ta te m e n ts  a b o u t it. T h e y  re la te  to  d e s ire  a n d  th e  e ro tic  fee lings a ro u sed  

by  u n a tta in a b ili ty  a n d  d is tan ce . W h e n  o n e  e n c o u n te rs  a p h o to g ra p h , o n e  e n c o u n te rs  

an  o b je c t o f  fa sc in a tio n .419 T o  p h o to g ra p h  is to  p a rtic ip a te  th ro u g h  active ob serv in g , 

sh e  a rg u es , ‘like sexual v o y eu rism , it  is a w ay o f  a t le a s t tacitly , o ften  explicitly , 

e n c o u ra g in g  w h a te v e r  is g o in g  o n  to  k eep  on  h a p p e n in g .’420 P h o to g ra p h s  certify  

e x p e rie n c e , b u t  a lso  re s is t en g ag in g  w ith  i t  d irec tly ; th e y  lim it ex p e rien ce  by  

c o n v e rtin g  it  in to  a n  im ag e .421 P h o to g ra p h y  h as  re s is ta n c e  e m b e d d e d  in  its p ro cess . 

M o reo v er, i t  d e m a n d s  exclusiv ity , fu ll a tte n tio n , if  th e  p o w ers o f  o b se rv a tio n  o f  th e

419. Susan Sontag, ‘In Plato’s Cave’, in  On Photography, London: Penguin, 1977, pp. 1-24.

420. Sontag, On Photography, p  12.
421. Sontag, On Photography, p. 9.

185



CHAPTER FIVE: A CASE OF SEDUCTION

photographer are to be improved. Photographs make us see, but, in that process, they 
demand that we surrender to its product.422 It is the ambiguity of the engagement 

with the experience, its tyrannical demand for attention and the resistance embedded 
within it that make it an ideal form for capturing seduction. In fact, it operates a lot 

like seduction, as Baudrillard acknowledged in his analysis of Calle’s and his own 
photographic work/123 There are other forms of visual capture, of course, some of 
which have also been explored in my report, but of all the ones tested, photography 
works best.

T h e  p h o to g r a p h s  r e p r e s e n t  a  r id d le ;  th e r e  is a g am e  b e in g  p la y e d  -  e sp e c ia lly  in  th e  

la te r  o n e s  - ,  th e  g am e  o f  f in d in g  th e  su b je c t. I p lay  th is  g am e  to o , fo r  I  am  s e d u c e d  by  

m y  o w n  im a g e , in  r e la t io n  to th e s e  p h o to g r a p h s  [She leafs through, h er  copy o f  the  

evidence to f i n d  B a u d rilla rd 's  reference to seduction being  a lw ays a  m a tter  o f  s e l f  seduction  

in chap ter one]. T h u s , th e  im ag es  r e f e r  to th e  gaze o f  th e  o n e  lo o k in g  a t th e  su b je c t, 

th e i r  d e s ire  a n d  th e  sc o p ic  d riv e ; p h o to g ra p h y  p e rp e tu a te s  th is  g am e  a d  in fin itum  ,424 

L e t us lo o k  a t g ro u p s  o f  th e m  m o re  in  d e ta il, e sp ec ia lly  a t th e  re la tio n  b e tw e e n  th e  

s u b je c t  a n d  th e  o b je c t. I t  is c le a r  th a t th e  p h o to g ra p h s  w o rk  b e s t  w h e n  th e  c a m e ra  

p e rfo rm s , as re v e rs ib ili ty  is e v id e n t [this w ill be la ter in d en tified  as the position  o f  the  

pervert]. S e e  fo r  ex am p le  th e  se c tio n s  ca lled  Converted, into an. Im a g e  a n d  P assage a 

Vacte. In  th e  p h o to g ra p h s  o f  r in g s  [later the hysteric’s position] th e  su b je c t  is m o re  

in t im id a te d  b y  th e  o b je c ts , g u a rd s  h e r  d is lan ce . T h is  is in  p a r t  d u e  to te c h n ic a l is su e s  

(they  w h e re  ta k e n  w ith  a m e d iu m  fo rm a t film  cam e ra , h a rd e r  to p e rfo rm  w ith , h a rd e r  

to m ak e  a p p e a r  in  th e  im age) b u t  also  to th e  stage  in  th e  se d u c tio n , q u ite  c a ily  o n , 

w h e n  th e  su b je c t w as g e tt in g  to k now  th e  o b je c t an d  it h a d  n o t y e t sp o k en  to h e r.

B u t, o f  c o u rse , sh e  falls fo r th e  r in g  an d , tow ards th e  e n d  o f  th is sec tio n , th e re  is an  

e v id e n t ra p p ro c h e m e n t,  a n d  th e  r in g  gets u n d e r  th e  su b je c t’s sk irt m  I n t e n t I I an d  

Surrender II .

T h e  im ages, as you  can  sec, a re  also  an  exam ple  ol fem in in e  s tre e t p h o to g ra p h y , in  

th e  tra d it io n  o f  Jo  S p e n c e , S o p h ie  C alle, N an G old in , an d  S h a ro n  K iv land , am o n g

/i'22. ‘T o  attempt,  to im prove  o n e ’s p o w e r  o l  observat ion  by lo ok ing  th ro u g h  a lens, o n e  m u s t  r e n o u n c e  
th e  a t t e m p t  to ach ieve  know le dge  by m e a n s  of o th e r  senses  o r  from hearsay  . ViieheJ Foucaul t ,  7 Vie O rder 
o f  Things: an Archaeology o flh e  H um an Sciences (Les idols el les Choses (1966]), tr. by I av is loek / i tou l ledge  
( t r an s la to r ’s n a m e  is nol  given), L o n d o n  and  New Wick: f tou t ledge ,  2002, p. 145.

423. J ea n  Baudr i l la rd ,  F o r  Il lusion ... an d  P/ease•Follow Me.

424. S e e  Burgin, L ooking  at. Photographs.
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o th ers . T h e ir  v isual stra teg ies re la te  to  th e  w ork  I am  p resen tin g  here . Jo  S p e n c e ’s 

‘P h o to th e ra p y ’ uses p h o to g rap h y  as therapy: th e  body, th e  a iling  fem in ine  body  is 

always in  th e  fo reg ro u n d  b u t it  is also sited  in  a place, som etim es expected  (a bed , a 

hospital) som etim es u n ex p ec ted  (in fro n t o f  a b rick  wall, in  a street). S oph ie  Calle 

show s us, fo r exam ple, ho te l room s, s tree ts  in  Paris an d  V enice, and  tra in  jou rneys 

(see ‘L ’H o te l’, ‘T he  S h ad o w ’, ‘S u ite  V e n itien n e ’, and  ‘D o u leu r E xqu ise’) as th e  locus 

o f  h e r  desire  fo r o th ers , and  the  seduction  o thers  exert in  her. E ven th o u g h  these  

places are  real, th ey  becom e en tang led  in  th e  sem i-fiction, th e  co n stru c tio n  o f  h e r  

p h o to g rap h ic  a n d  textual narratives an d  a d o p t th is  d im ension . In  ‘T he  Ballad o f 

Sexual D ep e n d e n c y ’, N an G old in  questions fem in in ity  th ro u g h  its m ateria l and 

em otional trap p in g s. N ightclubs, taxis, o r  q u a in t backgrounds w ith  lace w indow s 

ho ld  a varie ty  o f  fem in ine  subjects, from  th e  young  girl to  th e  tra n sg e n d e r and  cross- 

d resser. S h e  also appears in  th e  im ages som etim es — b ea ten  u p , w ith  a b lack eye -  as 

she is p a r t  o f  th e  p lace she  depicts. S h a ro n  K ivland’s ‘Le B o n h eu r des fem m es’ 

reveals rare ly  seen  fragm en ts o f  the  bod ies o f w om en  as they  fantasize in  the  perfum e 

co u n te rs  o f  d e p a rtm e n t stores. T he  position  o f  th e  feet, m uch  like th o se  o f the  

w om an in  M ake M e Yours has fem in ine  agency an d  speaks o f a p lace w here, th e  

sub jec ts  d ep ic ted  believe, d ream s com e tru e  ... [Dreamily, coming back to herself] So ... 

all fo u r offer a s tudy  o f  various cities, o f  u rb an  spaces, from  an  e th n o g rap h ic  and  

an th ro p o lo g ic  p o in t o f  view. B ut I am  deviating, fo r th is  w ould  be a n o th e r  study, 

p ro b ab ly  n o t a b o u t seduction .

Can you tell us again  w hy th e  exhib ition  o f ev idence in 2008 did n o t work?

I m en tio n e d  th a t, in  o rd e r  fo r seduction  to  w ork, it  relies on  a certa in  d istance 

be tw een  su b je c t an d  object. In  th e  2008 exhib ition , th a t d istance was too  great and  it 

d ilu ted  th e  en c o u n te r. T h e re  are  a n u m b e r  o f  th ings I lea rn ed  from  th e  show , 

how ever: first, it allow ed m e to  h ig h ligh t fragm ents w ith in  th e  im ages p resen ted , and  

th ese  n a rro w ed  th e  d istance  betw een  view er and  w ork (you can  now  experience som e 

fragm en ts in  th e  ph o to -b o o k , fo r exam ple, n u m b ers  35, 36 and 38). T he  fram ed 

im ages w orked  as seductive engagem ent, as I d iscussed  in  ch ap te r th re e  and  as 

re p o rte d  by view ers. Lastly, it was in  th is  show , th a t th e  rin g  began to  speak to  the  

su b jec t -  a lth o u g h  she  did n o t ye t h e a r  o r acknow ledge it -  an d  I can n o t 

u n d e re s tim a te  th e  im p o rtan ce  o f  tha t. T he fact th a t it d id  n o t w ork as a show  does 

n o t  m ean  th a t  an  exh ib ition  o f  ev idence o f seduction  is im possible. T his is an area o f  

fu r th e r  w ork I will ge t to  once  th is  specific case is closed. D oes th is  answ er your 

question?
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O nly partially , as it b rings m e to  a n o th e r  question . W hy  choose  a book as a form  o f 

p resen ta tion?

T h e  book, in  m y subm ission , has th e  sam e sta tus as th is  rep o rt. A n exh ib ition  o f  the  

p h o to g rap h s  was co n sid e red  as a possib le  ou tcom e b u t it w ould  have given th e  

im ages a d iffe ren t sta tus. It is im p o rta n t to  know  th a t  m y case is m ade th ro u g h  bo th  

a n d  th a t  th ey  n e e d  to  be experienced  as sim ultaneously  as possib le. T he  exhib ition  

w ould  have given th e  ju ry  a decalage in  tim e. B esides, I d id  learn  th e  p rob lem s and 

lim ita tions o f  ex h ib iting  seduction  in  2008.

T he  book  fo rm at is well su ited  for p ho tog raphs. As S on tag  acknow ledges, 

p h o to g rap h s  lose little  o f  th e ir  essen tia l qualities w hen  p rin te d  in a book .425 T h ere  

are , o f  course , som e lim ita tions to  th e  form at, from  th e  seq u en c in g  and  o rd e r  o f  the  

im ages, to  th e ir  re la tio n  to  th e  edges o f  th e  fram e and  th e  tim e req u ired  fo r looking. 

T h ese  are n o t m u ch  d iffe ren t from  the  issues e n c o u n te re d  in  an  exh ib ition  an d  have 

b een  taken  in to  acco u n t w h en  consid e rin g  m y p resen ta tion .

W h a t are  we look ing  a t in  these  im ages: a docum en t, th e  rep ro d u c tio n  o f  som eth ing  

else? S h o u ld  w e he  seduced?

[Exasperated a t the return o f  this question, she tries to explain it again, but in a different 

way.] T h e  answ er to  th is  is sim ple. It is n o t a d o cu m en t o r a rep ro d u c tio n  o f  an event. 

T hey  are  n o t  rep re sen ta tio n s  o f  an in stance  o f seduction . You are looking a t a cap tu re  

o f  sed u c tio n , in  th e  sense  I described  in  c h a p te r  two. T h a t is, th ro u g h  a m echan ism  

th a t  does n o t re p re se n t b u t em bodies it, seduction  is m ade p re se n t in  the  

p h o to g rap h s .426 W h e th e r  you  are seduced  o r n o t is n o t the  po in t. W e are  back at the  

b eg in n in g  o f  th e  d iscussion . S eduction  is th ere , in  an d  th ro u g h  the  im ages. T hey  are 

an  in te rface  be tw een  th e  persona l and  th e  cu ltu ral in  w hich , like in  th e  analytic 

s itua tion , a d istance  is, m ore  often  th an  no t, guarded , w hile a t th e  sam e tim e th e re  is 

also a falling. T h is  provokes a quivering , a to -and -fro  gestu re  inv iting  w hile stopping .

425. S o n tag , O n Photography, p . 4.

426. K aja S ilverm an  exp la in s th is p h e n o m e n o n  o f  m ak ing  p re s e n t th ro u g h  an  analysis o f  ph o to g rap h y  
a n d  L a c a n ’s m im icry  (w hich h e  exp la ins th ro u g h  th e  w ork  o f  R o g er C aillois, as I exp lo red  in  c h a p te r  
th ree). ‘W h e n  [m im icry] h a p p e n s , th e  su b je c t does n o t sim ply  h o ld  u p  th e  im aginaxy p h o to g rap h  in  fro n t 
o f  h im  o r  h e r, b u t  ap p ro x im ates  o r  a ttem p ts  to  ap p rox im ate  its fo rm ’. The Threshold o f  the Visible W orld, 
p . 201. M im icry, sh e  exp la in s, sh o u ld  be  taken  as a given; its agency  n e e d s  to  be  m as te red  and , in  
p h o to g rap h y , th is  is by  n o  m ean s  easy as th e  im aginary , the  m irro r  im age, will always ‘p h o to g rap h  us 
b e fo re  th e  p h o to g ra p h  is taken . T h u s , p h o to g rap h y  involves b o th  ex ternal an d  in te rn a l co n d itio n s .
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L ike th is . [The detective gets up and uses her two hands to gesture to the jury. One hand', 

with, her palm, towards her makes a sign, towards her body. A t  the same time, the other, palm  

toward the jury, motions stop. ]427 L ike c lu tch  c o n tro l, se d u c tio n  h a p p e n s  a t a p o in t: n o t  

to o  c lose , n o t  to o  far.

T h e re  is n o  p e rfo rm a n c e  in  th e  im ages, b u t  th e re  is a  sym bolic  perfo rm ativ ity . T h e y  

a re  rea l in s ta n c e s  o f  s e d u c tio n , as th ey  sh o u ld  be, s in ce  th is  is a  s tu d y  from  w ith in . In  

fact, w h e n  I se a rc h e d  th e  h o m e  o f  th e  su b jec t, I a lso fo u n d  h e r  c lin ica l d iary . I t  seem s 

sh e  h a d  b e e n  g o in g  to  psychoanaly sis  fo r e ig h te e n  m o n th s  a t least, a n d , in  h e r  

sess io n s , sh e  d isc u sse d  h e r  d es ire  in  re la tio n  to  o b jec ts  an d  w orks o f  art. in  a hyste ric  

ac t, sh e  tr ie d  to  sh o w  th e s e  im ages to  h e r  analyst, b u t  h e  d e n ie d  th e  in v ita tio n . T h e y  

e n d e d  h e r  analysis  in  m u tu a l a g re e m e n t, so sh e  co u ld  take  th e  p h o to g ra p h s , as th ey  

se em e d  to  fu lfil an  analy tic  ro le , o f  w h ich  I th in k  sh e  is aw are.

H o w  d o  y o u  k now  se d u c tio n  is h a p p e n in g ?  l lo w  does it m an ifes t itself?

A h , th is  is a  g o o d  q u e s tio n . In  th e  d e p th  o f  th e  en q u iry , w e m u s t n o t  lose s ig h t o f  th e  

e sse n tia l a n d  i t  is p e rh a p s  tim e  to  r e tu rn  to  Rex B u tle r’s d e fin itio n  o f  se d u c tio n . In  

th e  e n c o u n te r  b e tw e e n  su b je c t a n d  o b je c t d e sc rib ed  in  th e  d ialogue , th e  o b jec t gets 

w h a t it  w a n ts  from  th e  su b je c t by w o rk in g  on  h e r  free  w ill th ro u g h  p e rsu a s io n . S h e  

e n te rs  th e  sh o p . I d id  n o t  fo llow  h e r  fo r lo n g  (I g o t th e  ev id en ce  I w an ted ), b u t  sh e  

p ro b a b ly  b o u g h t  i t  too . T h e  d iam o n d  r in g  se d u ced  h e r. T h e  p h o to g ra p h s  sh o w  th a t  

p ro ce ss , w h e n  se d u c tio n  is n o t  y e t c o n su m m a te d , b u t  in  th e  c o u rse  o f  h a p p e n in g .

T h e re  seem s to  b e  c o n s ta n t ten s io n  b e tw een  sh o e s , h a n d b a g s , r in g s , lin g erie  o n  th e  

o n e  h a n d , a n d  w o rk s o f  a r t  on  th e  o th e r . W h y  focus on  a r t  an d  n o t  o b jec ts  in  th e  

rea lm  o f  c o n su m p tio n  as th e  c e n tre  o f  y o u r  study?

B ecause  a r t  is o n e  o f  th e  u ltim a te  sed u c tiv e  en g ag em en ts , as B au d rilla rd  a rgues.

427. Dany Nobus, enacted this quivering action, which he called ‘gestural solipsism, an ambiguous 
suspension in front of the law’ in the delivery of his paper ‘Kant with Klossowski: Invitation, Visitation, 
and the Protreptic to Acceptance’, Transmission: Hospitality [conference], Sheffield Hallam University, 1- 
3 July 2010.
428. Only if art maintains its potential for difference and opposition -  that is, being art as adventure, art 
as negation of reality, art as redeeming illusion, art as another dimension -  and it is not completely 
absorbed into the economic and the political, can art be seductive. Baudrillard, Seduction. See also Jean 
Baudrillard, ‘Transaesthetics’, in The T r a n s p a r e n c y  o f Evil: Essays on Extreme Phenomena [La transparence 
du mat Essaisur lesphenomenes extremes [1990]), tr. by James Benedict, London: Verso, 1993, pp. 14-19; 
and Gerry Coulter, ‘Review Essay: The Conspiracy of Ail. (Illustrated)’, International Journal o f  
Baudrillard Studies, vol. 7, no. 1, Januaiy 2010, available from
<http://wiw.ubishops.ca/baudrillardstudies/vol-7_Uv7-l-coulterrevessay.html> [accessed 28.02.10].
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F ig . 23: S e d u c tio n  in  th e  a r t  g a lle ry  (or, e x h ib it  n u m b e r  four).
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O bjects o f co n su m p tio n  use sed u c tio n  to specific ends: m arketing , advertising  ... 

areas my investiga tion  en co u n te re d  b u t d id  n o t e n te r  in to . I h ad  a s tric t tim e fram e. 

W o rk s  o f  art, on  the  o th e r  h an d , p e rp e tu a te  sed u c tio n , keep  it in  play. I t  is n o t only 

the  m o s t a p p ro p ria te  su b jec t o f  study  fo r sed u c tio n , b u t it is also one  o f the m ost 

fitting  ou tcom es. Y et, it is true  th a t th a t in  m y w ork, there  is a ten s io n  be tw een  the 

two areas.

I ’d like to presenL m y th ird  p iece  o f  ev idence, exh ib it n u m b e r th ree , w h ich  takes the 

fo rm  o f  th ree  w orks by S p an ish  a rtis t Naia del C astillo, w ho, be tw een  2002 an d  2004 

p ro d u c e d  a series o f im ages an d  ob jects entitled. Sob re la Seduction [On Seduction), a 

re sp o n se  to B a u d rilla rd ’s b o o k .420 As you can  see, the b o u n d a rie s  be tw een  a rt and  

c o n su m p tio n  are  b lu rred . S h e  crea tes seductive ob jects, w earab les, w hich  cou ld  be 

m ark e ted  an d  m ass-p ro d u ced  b u t are  w orks o f art. S he  re so rts  to p h o to g rap h y  to 

show  the  re la tio n  be tw een  o b jec t an d  su b jec t (the w earer), an d  o ften  show s b o th , 

o b jec t an d  im age, side by side. In  these w orks, del C astillo u n d e rs tan d s  w ell the 

c ap tu r in g  poss ib ilities o f  pho tog raphy .

In  the  case o f the  ev idence I am  p re sen tin g , I cou ld  have stayed in  the rea lm  o f 

ob jec ts by  c o n tin u in g  m y en g ag em en t w ith  those  jew el-like w orks I show ed  after 

c h a p te r  one. T h o se  w orks still re fe r to com m odities , th o ugh , an d  I d o n ’t th in k  I 

w ou ld  have gone very far w ith  them , as I w ou ld  still have h ad  to devise a system  to 

cap tu re  sed u c tio n  in  o rd e r  to be  ab le  to study  it. P h o to g rap h y  offered  it ready  m ade.

I also took p h o to g ra p h s  o f peo p le  in  fro n t o f w orks o f a rt, w hich  ap p ea red  to be 

seductive  to th em  -  see ex h ib it n u m b e r  fo u r (Fig. 23), a w om an look ing  at a w onderful 

p a in tin g  by P h ilip  G u sto n  a t the M useum  o f M odern  A rt in  New Y ork an d  o th e r  

sim ilar im ages. [With the w ord ‘w onderfu l’, she unconsciously verbalises her own seduction 

so the ju r y  sees tha t she, the woman in the images and  the Guston pa in ting  are a ll being 

seduced, reversibly, a n d  they are rem inded o f  L a c a n ’s words: ‘a t the scopic level, we are no 

longer a t the level, o f  demand, but o f  desire, o f  the desire o f  the O th e r f" 0 Y et, I lo u n d  this 

very p ro b lem atic . I h ad  no  way o f  know ing  w h e th e r sed u c tio n  was o pera ting , as I d id  

n o t have access to the  v iew er’s free  w ill. I cou ld  only see ex ternal signs I h ad  lea rn ed

429. Images can be I'ound in the  pages  following this  ch a p te r  (images 5.1 to 5.3). See  Naia del Castillo, 
Sobre hi Scduccion. 2002. 2004, available from  < http:/ /vvww.iia iadelcast il lo .com/seduccion.htmi> [accessed 
04.01.10],

430. Lacan,  Four lu im lam enlitl Concepts, p. 104.

1 9 2

http://vvww.iiaiadelcastillo.com/seduccion.htmi


CHAPTER FIVE: A CASE OF SEDUCTION

to  recogn ise: ce rta in  s tillness an d  a tten tiveness, m o u th s  o p en . T h e  c ap tu re  o f  th e  

sc reen  in  th ese  c ircum stances  is com plica ted  and  I w as m o st o f  th e  tim e 

u n su ccessfu l. T o  a d d ress  th ese  p ro b lem s, I p h o to g ra p h e d  m yself in  f ro n t o f  w orks o f 

a r t  -  see ex h ib it n u m b e r  five (Fig. 24), an  im age o f  m y shadow  in  f ro n t o f  a p a in tin g , 

a n d  m y re f lec tio n  on  fram ed  p h o to g ra p h s  a t th e  C alouste  G u lb en k ian  M useum  in  

L isb o n . Y et, a lth o u g h  I knew  I w as b e in g  se d u ce d , c a p tu rin g  th a t  w as very  d ifficu lt.

O b je c ts  o f  c o n su m p tio n , th e  sh o es, lingerie , an d  r in g s  you  speak  a b o u t, o ffe red  a 

so lu tio n  to  m y  p re d ic a m e n t, w h ile  allow ing  m e  to  ex trac t c h a rac te ris tic s  th a t  app ly  to  

th e  w o rk  o f  a rt. T h ro u g h  th e m , I w as ab le  to  devise  th e  self-reflexive m eth o d o lo g y , 

th e  tra p  to  c a p tu re  se d u c tio n . T h e  case  is n o t  c lo sed , th o u g h . I  fea r  i t  w ill b e  o p e n  fo r 

a lo n g  tim e  a n d  p e rh a p s  th e  n e x t s te p  in  th e  in v es tig a tio n  is to  app ly  th e  self-reflex ive 

m e th o d o lo g y  to  th e  c o n te x t o f  m u se u m s, ga lle ries  a n d  o th e r  spaces in  w h ic h  v iew ers 

en g ag e  w ith  w o rk s  o f  a rt. B efo re  th a t  tak es  p lace , w e  still h av e  to  a rrive  a t a s e n te n c e .

[Not taking any nonsense] Y es, b u t  b e fo re  th a t ,  w e have  a few  m o re  q u e s tio n s : fe m in in e  

se d u c tio n  ... w h a t is th is  a n d  w h y  is i t  r e le v a n t to  th is  case?

I t  re fe rs  to  tw o  th in g s : f irs t, to  th e  su b je c t  o f  th e  re s e a rc h , a w o m a n  w h o  s tu d ie s  

s e d u c tio n  fro m  w ith in  th e  re la tio n ; se c o n d , to  th e  p o ss ib le  d iffe re n c es  I have  

e n c o u n te re d  w ith  r e s p e c t  to  g e n d e r. I n  th e  v a rio u s  p u b lic  sh o w in g s  o f  th is  case  I 

have  m a d e , th is  h a s  alw ays b e e n  m e n tio n e d . I t  re fe rs  to  th e  c h o ic e  o f  o b je c t  o f  

s e d u c t io n  -  th e  fo u r th  ru le  -  as g e n d e r  is o n e  o f  th e  d e f in in g  c h a ra c te r is tic s  o f  th e  

in d iv id u a l. I  m u s t  p o in t  o u t, th o u g h , th a t  th is  h a s  n e v e r  b e e n  a  s tu d y  o f  s e d u c tio n  

fro m  a  g e n d e r  p e rs p e c tiv e  so  th e  m e n tio n  o f  fe m in in ity  w ith in  th e  w o rk  is a lm o s t 

c irc u m s ta n t ia l .  I say  a lm o s t b e c a u se  B a u d rilla rd  h a s  h in te d  a t  a p a r t ic u la r  c lo se n e ss  

b e tw e e n  w o m e n  a n d  s e d u c tio n .432 Y e t, I h av e  n o t  te s te d  o r  spec ifica lly  e x p lo re d  th is . 

W h a t  1 c a n  a lso  a s c e r ta in  in  re la tio n  to  fe m in in ity  is th a t  a  fe m in is t  p o s it io n  o r  

c o n te x t  h a s  n o t  b e e n  a d o p te d . A lth o u g h  th is  r e a d in g  (a lo n g  w ith  so m e  o th e rs )  is 

p o s s ib le , th is  h a s  n o t  b e e n  th e  d ire c tio n  ta k e n  by  m y  w o rk , m o re  c o n c e rn e d  w ith  th e

431. The public showings of the case took the form of lectures, talks and public presentations, for 
example ‘Perversion within Seduction’ at the Museum of the Fashion Institute of Technolog)', New York 
(18.02.09); ‘That Obscure Object of Research’ at the Royal Scottish Academy of Music and Drama, 
Glasgow (24.01.08); ‘Reflections on Seduction’ at the Architexture: Exploring Textual and Architectural 
Spaces conference, University of Strathclyde (16.04.08); and “Created to Lead Astray: Baudrillard’s 
Seduction in Contemporary Artefacts’ at the Engaging Baudrillard conference, Swansea University 
(06.09.06).
432. On page 68 of Seduction, he wrote: “Thus women, being closer to this other, hidden mirror (with 
which they shroud their image and body) are also closer to the effects of seduction’.
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e p is te m o lo g y  o f  s e d u c t io n  t h a n  i ts  g e n d e r  p o l i t ic s .  S e d u c t i o n ’s r e l a t io n  to  g e n d e r  is , 

a d m i t te d ly ,  a n  a r e a  f o r  f u r t h e r  w o rk .

[One o f  the people th a t h a d  not spoken before, looking confused] B u t  h o w  c a n  o b je c ts  

s e d u c e ?  I w o u ld  h a v e  t h o u g h t  t h a t  w a s  a  r e a lm  re s e r v e d  o n ly  f o r  s u b je c ts  . . .  I s  th e r e  

n o t  a  p r o c e s s  o f  subjedification  o f  t h e  o b je c t  in  t h e  c a se  y o u  h a v e  p r e s e n te d  to  u s?

I t  is  t h e  o p p o s i te ,  a c tu a lly . I n  a  s u b je c t - s u b je c t  s i tu a t io n ,  t h e  s e d u c e d - s u b je c t  

o b je c t if ie s  t h e  s e d u c e r - s u b je c t ,  o r  a  p a r t  o f  it. S e d u c t io n  b e lo n g s  to  t h e  r e a lm  o f  

o b je c ts  ( r e m e m b e r  th e  t h i r d  ru le ) . I t  is t r u e  th a t ,  in  m y  c a se , th e  d ia m o n d  r in g  

a s s u m e s  a n th r o p o m o r p h ic  c h a ra c te r is t ic s ,  s u c h  a s  d e s ir e ,  v o l i t io n , o r  s p e e c h ;  b u t  t h a t  

is i ts  s tr a te g y  (as J o h a n n e s  le a r n e d  e v e ry th in g  a b o u t  C o rd e lia ) . T h e  r in g  is th e  

s e d u c e r .  W h e n  th e  ta b le s  t u r n ,  a n d  th e  s y s te m ’s r o le s  d is in te g ra te ,  th e r e  is a  p ro c e s s  

o f  o b je c t if ic a t io n  o f  th e  s u b je c t .  J u s t  r e f e r  to  th e  p a r t  w h e r e  t h e  r in g  d e s c r ib e s  h e r  

h a n d  . . .

I n  t h e  p h o to g r a p h s ,  th e r e  is a  p la y  w ith  d o u b le s  a n d  p a r t  o f  th e  im a g e s  a re  o u t  o f  

fo c u s . Is th is  th e  v isu a l la n g u a g e  o f  s e d u c tio n ?

C e r ta in ly . I n  th e  d o u b l in g  u p  o f  b o d ie s  th r o u g h  s c re e n s , th e r e  is a  re v e rs ib ili ty , a 

p o te n t ia l  fa i lu re  in  th e  sy s te m . T h is  re v e rs ib ili ty  is p a r t ic u la r ly  e v id e n t  in  th e  p h o to ­

b o o k , w h e re  th e  s u b je c t  sh if ts  f ro m  a  p o s it io n  th a t  c o u ld  b e  d e s c r ib e d  as th a t  o f  th e  

h y s te r ic  to  t h a t  o f  th e  p e rv e r t .  T h e  s h if t  is a lso  f ro m  s e d u c e d  to  s e d u c e r . T h e  h y s te r ic  

a sk s  o f  th e  o b je c t  (an d  th e  B ig  O th e r ,  o f  c o u rse )433 w hat do you want from, me; th e  

p e rv e r t ,  lik e  th e  o b je c t  a t  th e  v e ry  b e g in n in g  o f  th e  d ia lo g u e , says key ; look a t me/, 

e n jo y s  d isp la y in g  h e rs e lf , lo o k in g  a t  th e  o b je c t  a n d  b e in g  lo o k e d  a t  b y  i t . . . l3j

433. The Big Other (or A) in Lacanian theory stands for the internalisation ofthe voice of law, whether 
that is one’s parents, teachers, government, or, perhaps the police, for example. It is a concept linked to 
Freud’s agency of the Super-ego, as described in chapter two.
434. Julia Borossa places hysteria between handicap and empowerment, the flip side of feminism and 
the result of patriarchal oppression, the pathological effect of patriarchy and its subversion. This is due 
to the ambiguity and contradiction of the hysteric’s position. She writes: ‘Hysterical symptoms are 
caused by the contradiction between two impulses: a wanting which accepts no limits, and a desire to 
conform to the limits imposed by society.’ Julia Borossa, Ideas in Psychoanalysis: Hysteria, Cambridge: 
Icon Books, 2001, p. 41. Georges Didi-Huberman, in addition, added a performative element to the 
hysteric’s symptoms, as well as a strong transferential relation with their doctor (as we can also see in 
Freud’s Dora). Didi-Huberman, Invention ojHysteria.
435. W. J. T. Mitchell asks ‘What do Piciires “Really” Want?’, shifting the location of desire onto images, 
subjectifying them, converting them into fetishes. He writes: ‘and it’s a real question whether, in Freud s 
case at least, there is any real prospect of “curing” the malady of fetishism. [... T]he subjectivized object 
in some form or other is an incurable symptom, and [...] Marx and Freud are better treated as guides to

[Footnote continues)
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[She dunks it m igh t he too late now  to throw such a. com plex topic as perversion into the m ix, 

bu t it is nonetheless im portant, as the position is evident in the photographs, so she tries to g ive  

an overview, rela ting  it to w h a t she has a lready told them] P e rv e rs io n , like n e u ro s is  (to 

w h ich  h y s te ria  b e lo n g s  to) a n d  psychosis , is o n e  o f  the  th ree  s tru c tu re s  o f  the 

p e rso n a lity  as d e sc r ib e d  by L acan .''36 A  p e rv e r t is a p e rs o n  w ho h as o n e  o f  the  two 

p r in c ip le s  o f  p sy ch ic  fu n c tio n in g  -  the  p le a su re  p rin c ip le  -  m o re  active th a n  the  

o th e r  -  th e  rea lity  p r in c ip le . P e rv e rs io n  is in tim a te ly  re la te d  to the  o b je c t a n d  fan tasy . 

I f  fan ta sy ’s e q u a tio n  is §r<>a, th a t o f  p e rv e rs io n  is its rev e rsa l a o & ,  objet p e ti t  a. in  

re la tio n  to th e  b a r re d  su b jec t. F e tish ism  is a p e rv e rs io n  (rem em b er th e  d iscu ss io n  

a ro u n d  th e  scale  o f  se d u c tio n , a n d  F re u d  a n d  M arx’s d e fin itio n s  o f  th e  term ); in  it  the  

b o u n d a ry  o f  h av in g  a n d  n o t h av in g  in fo rm s th e  o b je c t cho ice . A  p e rv e r t know s 

g ra tif ica tio n  w ith o u t lim it. Y et, th e  o b je c t can  on ly  b e  h a d  a t a p rice . In  p e rv e rs io n , 

th e  ta rg e t is a ch iev ed , as th e  p e rv e r t be lieves h e  h as fo u n d  the  lo s t o b jec t. Y et, the  

p e rv e r t lo n g s  fo r th e  law , wanLs to b e  fo u n d  o u t in  th e  s tag ing  o f  h is tran sg ressiv e  

d e s ire .43' A n d  even  th o u g h  a w ork  o f  a r t c a n n o t b e  a fe tish  -  it d oes n o t  satisfy ~ l381 

am  a rg u in g  th a t th e re  is a c e r ta in  scop ic  p e rv e rs io n  in  se d u c tio n . T h is  is m ad e  

e v id e n t in  E ta n t donnes, in  the  b a r r ie r  to the  eyes th a t D u c h a m p  b u il t  -  th e  S p a n is h  

d o o r  - a n d  in  th e  s tro n g  sen se  o f  being looked a t looking  th a t the  w ork  b rin g s  a b o u t in  

th e  v iew er. [Digressing] I have o ften  w o n d e re d  w h a t w ou ld  h a p p e n  if  I h a d  an  im age 

o f  m y se lf  lo o k in g  th ro u g h  the  p e e p h o le s , a p h o to g ra p h  o f  m e in  E ta n t donnes. T h e  

issu e  o f  d is ta n c e  a n d  s e p a ra tio n  a rises  again , an d  I su sp e c t th a t, p e rh a p s , it  w o u ld  

have  b e e n  in te re s t in g  fo r re se a rc h  p u rp o se s , w hile fo r se d u c tio n  the  m issed  

p h o to g ra p h ic  e n c o u n te r  is m o re  im p o rta n t ... [Bringing h erse lf back to the topic o f  the 

discussion, the language o f  seduction] B u t yes, see in g  a n d  b e in g  seen  see in g  ... B o th

I lie u n d e r s t a n d i n g  o f  th is  s y m p to m ,  and  p e r h a p s  to s o m e  t ra n s fo rm a t io n  o f  it, in to  less pa thological ,  
d a m a g in g  fo rms.  In sh o r t ,  we a re  s tuck  w ith  o u r  magical,  p r e m o d e r n  a t t i tudes  tow ards  objec ts ,  
e spec ia l ly  p ic tu re s ,  an d  o u r  task is no t  to o v e rc o m e  ihe se  a t t i tu d es  b u t  to u n d e r s t a n d  t h e m ’. I h i s  is my 
pos i t ion  in re la t ion  to sed u c t io n  too. Mitchell,  W h a t do Pictures “R ea lly ’ W ant?, p. 72. H is a n s w e r  to the  
q u e s t io n  in the  title is, o f  c ou rse ,  to be asked  th a t  q u e s t io n ,  an d  also, to be lo oked  at, an d ,  thus ,  des ired .  
T h a t  w o u ld  m e a n  th a t  o u r  look a n d  th e i r  gaze w o u ld  meet ,  and  tha t  is im possib le .

430. F o r  a g o o d  a pp ra isa l  o f  the  th re e  s t ru c tu re s ,  see  H enry  Bond,  Lacan at the Scene. 1 he  key text  a bou t  
p e rv e rs io n ,  is, in my o p in io n ,  O c tave  M a n n o n i ’s ‘I. Know W ell,  b u t  All the  S a m e  [Jesais biea nuns q u a n d  
me/ne ... [1908]), tr. by G. M. G o sh g a r ian .  in Molly A n n e  R o lh e n b e r g ,  D e n n is  F o s t e r  a nd  Slavoj Zizek 
(eds), Perversion a n d  the So c ia l Relation, D u r h a m  and  L o n d o n :  D u k e  Univers ity  Press ,  2003, pp. 69-92.

437. S h a r o n  Kivland.  T he Path o f  Perversion, P a r t I t ,  lec tu re  a t the  G la sgow S c h o o l  o f  A r t  Friday E ven t ,  
10 N o v e m b e r  2006.

438. It n o t  on ly  d o e s  n o t  satisfy, but ,  a cc o rd in g  to the  a r t is t  M ichael Clegg, d i s co m lo r l  is essen t ia l  to the  
d y n a m ic  o f  art.. Michael Clegg,  "The M o n u m e n t  for  His to rical C h an g e  , 7 ransnussion: H ospitality  
[conference] ,  S he ff ie ld  l la llam Univers ity , I -3  Ju ly  2010.
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E tan t donnes and  The Large Class are as m uch  ab o u t see ing  as ab o u t n o t seeing. E tant 

donnes l ias banners , and one  n ev er sees th e  face o f  th e  body, no  m a tte r  bow  m uch  one  

tries (and I d id  try m ov ing  a ro u n d , ad o p tin g  aw kw ard positions). And th en  th e re  is 

th e  sco tom isa tion , as to  experience  E tant donnes, one  s tan d s is a very dark  room  and 

has to look in to  a very  ligh t room , p rovok ing  a fee ling  o f b u rn in g  in th e  re tina . The 

Large Class has th e  illusion  o f  giving, as it is free s tan d in g  and  tran sp a ren t. Vet, 

b ecause  it is f re e s tan d in g  and  tran sp a ren t, one  sees o n ese lf  seeing , m ore  than  sees 

th e  w ork. Is th is  n o t w h a t th e  su b jec t was also ex p erien c in g  in fro n t o f th e  objects?

T h e  visual language o f  seduc tion  is n o t u n like  th a t o f  hap tic  im ages, as described  by 

L aura I . Marks. Kor her, th ese  im ages ‘o ffer a variety’ o f  w ay-s o f  know ing  and 

re p re se n tin g  th e  w orld  V i!l th ro u g h  a language th a t in c lu d es u n c lea r, grainy  im ages, 

cIose-t.o-t.he-body cam era positions, changes in focus, p a n n in g  across th e  su rface  o f  

ob jec ts, u n d e r- and  overexposure , decay ing  im agery, sc ra tch in g  on  th e  em u lsion , and  

densely’ tex tu red  im ages. In add ition  to th e  hap tic  visual te rm s, sen su o u s in n a tu re  

and  w hich  sed u c tio n  ad o p ts  and adap ts  for itse lf  in th e  shop  w indow s re p re sen ted , 

th e  im ages develop  a series o f specific visual effects, particu larly  ev iden t in th e  

im ages n u m b e re d  20 to 24. F irst, th e re  is th e  d o ub ling , as you po in ted  ou t, both  

w ith in  th e  o b jec t and th e  sub jec t. You can see th is in th e  neck  o f th e  sub ject; look 

c lo ser at h e r  h a lf open  m o u th , fo r it is also th e re , and in h e r sp ider-like  hands, in th e  

m ultiplicity ' o f  h e r  sunglasses. T h en , th e re  are  dev iations from  th e  norm al scale 

betw een  o b jec t and sub jec t. Som etim es, th e  ob jec t engulfs th e  sub ject, encroaches 

on Iter body'; som e o th e r  tim es, the  w hite shoe  gets red u ced  to a m in ia tu re  and it is 

th e  body  w h ich  envelops is. It is a play on reversib ility , again, by constan tly  ch ang ing  

p o sitio n s, by th is  c o n tin u o u s  flux, th e  system  flow's w ith  a centrifugal force, ever 

g rea ter. T h e  possib ility  for se lf-des truc tion  is there . Lastly, th e  b lu rrin g  o f th e  screen 

th a t keeps su b jec t and ob jec t separa te , also m erges o u ts ide  and inside , m ak ing  it 

po ss ib le  fo r th e  su b jec t to have th e  ob ject, and vice versa. Is she w earing  an elegan t 

u p h o ls te red  sk irt in 40. Converted into a Picture (Cpho/stered)?

4 e s .  \ c r \  n i c e .  \ \  ha l  w o u l d  h a p p e n  i f  w e  p u t  l h e  s c r e e n  d o w n ,  t o r e  il a p a r l .  s h a t t e r e d  

it.  d i s r e g a r d e d  il.  o r  it s i m p l y  c o l l a p s e d ?

T h e  im p o rtan ce  o f  th e  screen  can n o t be u n d e re s tim a te d ."0 T h ere  is a great d anger, a 

risk, if se d u c e r  and  seducee , sub jec t and ob jec t, are n o t kept separate . W ith  no

1‘ld . M arks, Touch, p. I.

110. Ite m e m b e r F re u d 's  Screen Memories. I hose m e m o rie s, m ore vi\i<l. clear and c o lo u rfu l llia n  o th e rs, 
u su a lh  about early c h ild h o o d , tha l lhe  person creates pu rpo se fu lly  as an ael of d isp lacem ent. I hey are a

Footnote e o iilin u e s
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screen, real or imaginary, subject and object would have each other, no transference 
would be possible and, therefore, there would be no reversibility -  they would be one 
-  and no resistance -  there would be no need. The ‘essential dissymmetry’ of the 
relation needs to be maintained if seduction is to operate.441 The same is true for the 
analytic situation, where the couch and the silence of the analyst operate as screens 
in many ways.44 Tearing out the screen would equate to a passage a Vacte, one where 
there may not be a way back into the Symbolic.

[Dreamily, while she looks at the images in the photo-hook intensely. One could almost, say 
there is a hint o f  identification with them] Why do you think she wears sunglasses in 
most of the photographs?
Have you ever seen the opening scene of the film Breakfast at Tiffany's?

In passing, almost unconsciously, one o f them looks at her watch and realises, with horror, 
they have been discussing this case fo r fa r  too long. They have to go elsewhere soon and they 
still need time to make up their minds about the crime. The end o f the discussion is brought 
about abruptly.
Thank you. I think we have all the material we need to make a decision and give a 
verdict on your case of seduction.

c o m p ro m ise  fo rm a tio n , a n d  on ly  sc reen  m em ories , h e  co n c lu d es . T h in k  also  a b o u t th e  c in em a  sc reen , 
w h a t w ou ld  h a p p e n  i f  i t  w as to rn  dow n? T h e  v iew ing  o f  th e  film  w o u ld  b e  re n d e re d  so m ew h at d ifficu lt.

441. N ixon, Couch, p . 68.

442. N ixon, Couch. F o r  a  v isual id ea  o f  th e  co u ch  as a  sc reen , see th e  p h o to g ra p h ic  w ork  o f  S h e llb u rn e  
T h u rb e r , C laud ia  G u d e ria n  an d  S a ra  Jo n e s . S h e llb u rn e  T h u rb e r , Psychoanalytic Interiors, ex h ib itio n  a t 
th e  B lo o m b erg  S p ace , L o n d o n , 24 Ju ly -11  S e p te m b e r  2004, available from
< h t tp : / / w w w .b lo o m b erg sp ace .co m /arch iv e /a rch iv e .htm lParchiveY ear=2004>  [accessed 04.03.10]; C land ia  
G u d e ria n , Magic o f  the Couch, e x h ib itio n  a t  the  F re u d  M useum , L o n d o n , 11 N ovem ber-12  D e c e m b e r 
2004, availab le  from  < h ttp ://w w w .freud .o rg .uk /exh ib itions/10536 /m ag ic-o f-the-couch />  [accessed
26.07.10]; Ilsa  C olsell, ‘S a rah  Jo n e s , a Review  o f  H e r  E x h ib itio n  a t  M aureen  P a ley  in L o n d o n  \ f n e z e  
Magazine, 07.02.08, availab le  from  < h ttp ://w w .fr ie z e .c o m /s h o w s /re v ie w /s a ra h jo n e s />  [accessed
04.03.10]. F o r  a v isual exam p le  o f  th e  s ilence  o f  th e  an a ly st as sc reen , see th e  film  Empathy [film], 
d ire c te d  by  A m y S iegel, 2003, 35m m , 92 m in  < h ttp ://am iesieg e l.n e t/p ro jec t/em p a th y >  [accessed
04.03.10].
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1 wait th irty , and my father thought /  had had breath. 

He made an appointment fo r me with a doctor, whom he 
assumed was a general practitioner. However, when I  arrived 

at h ii office, I  immediately realized that he wao a 
poyeho-analyot. Given the bii.iti/ ily  my father always 
expressed, towardhthis profession, /  was surprised. ‘"I'here 

must he some mistake, "Isa id . “A ly  father is  convinced /  have 

had breath and he sent me to a (JP i ”  The man replied:
“Do you always do what your father te lls you to do/" And so 

1 became h is patient.

S eated  lig iire  »l l 're iid .tiv  O se .ir N cm nn . u ndated . I'Yeml M useum  C ollection
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C O N C LU SIO N

T H E  L A S T  W O R D

I n this m atte r o f the M oonstone the  p lan  is, n o t to 

p resen t reports , b u t to p roduce  w itnesses.'’'*’

G lasgow , b e r  201-.

D ea r reader,

In  this, m y last ad d ress  Lo you , I invite you to p u l on  y o u r sung lasses an d  follow m e to 

N ew York. W e will be, once  again , re -en ac tin g  the  first scene  o f  the  film  B reakfast a t 

Tiffany's. I t is the  early h o u rs  o f  a 1961 m o rn in g  an d  A udrey  H e p b u rn , as H olly 

Golighlly, s tep s o u t o f a taxi w ith  a p a p e r  cup  -  p resu m ab ly  co n ta in in g  coffee -  an d  a 

w rap p ed  pastry. S h e  is d ressed  in  a b lack  sa tin  even ing  gow n designed  by H u b e r t de 

G ivenchy/1'14 L ike us, sh e  is w earing  sunglasses; hers , how ever, cover tired  eyes. S h e  is 

m ak ing  h e r  way to h e r  fla t a fte r a n ig h t ou t. B ut H olly has a fantasy, ig n ited  by an  

im age, w h ich  sh e  seeks befo re  go ing  hom e. T h e  im age th a t seduces h e r  is th a t o f 

h e rs e lf  in  re la tio n  to th e  ob jec ts d isp layed in th e  sh o p  w indow s o f th e  fam ous F ifth  

A venue jew e lle rs  Tiffany  a n d  Co. S h e  is he ld  there , a lm ost su sp en d ed , w ith  th e  coffee 

an d  pastry  in  h e r  h an d , n o t qu ite  ab le  Lo Lear h e r  eyes away. As view ers, we are 

sed u ced  by th is scen e  o f  sed u c tio n  an d  the  film  is n o t anym ore a b o u t H olly’s 

fan tasie s  o f  T iffany’s b u t a b o u t o u r  sed u c tio n  o f  h e r  b e in g  seduced . A  su b jec t 

co n v erted  in to  an  ob jec t; ju s t  like the  w om an in  th e  ph o to -h o o k  M ake M e Yours.

L e t us re tu rn  from  th is daydream  an d  look back, re fre sh in g  the  m em ory  of o u r  

jou rney , as we arc  n e a rin g  its conc lu s ion . A t the  very b eg inn ing , sed u c tio n  was 

id e n tif ie d  as a fo u r-p a rt o b jec t o f study: a p rinc ip le , a p rocess, a p h e n o m en o n , and  a

■443. W ilk ie  Coll ins, The. Moonstone, L o n d o n :  C1\W Pub li sh ing ,  2007 (1868), p. 282.

444. A c co rd in g  to C hr is t ie ’s w ho  auc t ioned  the  dress,  she  was w ear ing  a ‘sleeveless,  l loor - leng th  gown 
with  filled bod ice  em b e l l i sh e d  at the  back with distinctive  cu t -o u t  decol le te ,  the  skirt  slightly ga the red  at 
Lite waist  a n d  slit to the  th igh  on  on e  side, labelled inside o n  the  wa is tband  Givenchy, a ccom pan ied  by a 
pa ir  of b lack  elbovv-lenglh gloves [made later].’ Christ ie’s, Lot I I I  / Sa le  4912: A udrey  Hepburn Breakfast A t  
T if fa n y ’s, 1961, avai lable from
< http://w 'w w.christies.com /Lollunder/lol_delails.aspx:,in tO bjeetfD -4832498> [accessed 27.06.10].
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practice . F ro m  the  lite ra tu re  an d  m ateria ls  s tu d ied , fo u r ru le s  w ere ex trac ted . A t th e  

sam e tim e, two m ain  p ro b lem s w ere iden tif ied : a lack  o f  an  o p e ra tio n a l d e fin itio n  o f 

sed u c tio n , an d  a tro u b leso m e  pervasiveness. R ex B u tle r  h e lp e d  to overcom e th e  issue  

o f d e fin itio n , b u t  pervas iveness rem a in ed . I t  revealed  a co n s id e rab le  d ifficu lty  in  

s tu d y in g  se d u c tio n , th u s  ch an g in g  th e  q u es tio n  a t the  c e n tre  o f  th is case. T h e  

a p p ro a c h e s  I ex am in ed  (from  B au d rilla rd , C asanova, an d  L aclos, to S o p h ie  Calle,

S in a tra , G reen e , V u arn c t, an d  F reud) a re  exam ples o f th is o b stac le , as th e ir  m e th o d s  

a n d  th e  p rin c ip le s  they  o u tlin e  are, in  them selves, se d u c e d  b u t  do  n o t  ack n o w led g e  

its pervasive  n a tu re . W h a t  I d ev ised  to overcom e th is  p ro b le m  is th e  self-reflexive 

m eth o d o lo g y , m y c o n tr ib u t io n  to know ledge. T h is  m ethodo logy , w h ic h  a im s to 

p ro v id e  a p o in t  o f  v iew  o n  th e  unv iew ab le , s tem s d irec tly  from  m y e n g a g e m e n t in  

w ritin g , p sy ch o an a ly tic  a n d  a rtis tic  -  m ain ly  p h o to g ra p h ic  -  p rac tices . U s in g  th is  too l 

in  in s ta n c e s  w h e re  a p a r tic u la r  w o m an  ex p e rien ces  sed u c tiv e  e n c o u n te rs  h a s  rev ea led  

k n o w le d g e  o n  th e  s tra teg y  o f  se d u c tio n , in  p a r t ic u la r  in  re la tio n  to its  reversib ility , its 

in itia l re s is ta n c e  as c o n s titu tiv e , its trau m a tic  a sp ec t, its re la tio n  to fan tasy  a n d  its 

re lia n c e  o n  a p p e a ra n c e , o n  th e  way it  m a n ife s ts  itself. T h is  w as re c o u n te d  in  d e ta il  in  

th e  five p rev io u s  c h a p te rs . T h u s , i f  we re tu rn  to th e  title  o f  th is  s tu d y  a n d  to  th e  

r e s e a rc h  q u e s t io n , th e  p sy c h o d y n a m ic s  o f  se d u c t io n , th e  Row o f  th e  e n c o u n te r  

b e tw e e n  o b je c t  -  w o rk  o f  a r t  -  a n d  su b je c t  -  v ie w e r -  h a s  b e e n  s tu d ie d , f ro m  w ith in  

th e  se d u c tiv e  re la tio n , w ith  th e  h e lp  o f  th e  se lf-re flex iv e  m e th o d o lo g y '. A  n u m b e r  o f  

c o n c e p ts , n o t  le a s t tra n s fe re n c e , th e  D iscourse o f  the A n a ly s t, d e s ire , objet p e ti t  a , gaze 

a n d  vo ice , h av e  h e lp e d  m e  to g ro u n d  th e  s tu d y  w ith in  p sy c h o a n a ly s is , a  r e la tio n a l 

p ra c tic e  w ith  s e d u c t io n  a t its  o rig in s . H e re , in  m y p e rs o n a l a d d re s s  to  y o u , I w ill lo o k  

a t  th e  in v e s tig a tio n  as a w h o le , in  o rd e r  to  re so lv e  a few  d e ta ils  th a t  hav e  r e m a in e d  

u n c x a m in e d .

Before I go any further, however, I must own up to one point related to the issue of 
appearance. Now that you have followed me all the way to these pages, I must confess 
that I have attempted to involve you, the reader, in a play of mirrors, similar to the 
one I found myself in. /  am the detective, the woman, the artist, the investigator, 
enacting -  or, shall I say, acting out -  seduction, falling for it while, at the same time, 
making this text fall for me and, thus, seduce you. So, in this research, you, the 
reader, fulfill a role. This is the reason I am writing you a letter, as I could not ask but 
through a personal address. My writing is yet another screen where the object (me) 
and the subject (you) come logeLher; and now you can understand the demand, the 

injunction in the title of this study. I am asking you, the reader, to make me, this ,
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ob ject, yours. In  ask ing  you, I am  ov ers tep p in g  the m ark, I know, for you have the 

co n c lu d in g  w ord  on  th is case. You, an d  only you, can  p ick  up the  text w here  it was 

left a t th e  en d  o f ch a p te r five.

In  th is p a rticu la r case, it m akes sense  to p u t this very p e rso n a l d em an d  in  w riting , 

an d  the  fem in is t in te llec tu a l F rangoise C ollin  a lready used  this strategy w h en  she 

w ro te  ‘ecrire e ’est entrer dans la seduction ; Lo w rite is to e n te r  in to  sed u c tio n .445 Yet, 

th e re  are  som e w ritings th a t are  m ore  conducive  to th is -  am ong  o thers: le tte rs, 

de tec tive  sto ries , d ialogues, case expositions, w itness accoun ts -  as they ad d ress  an d  

involve the  re a d e r  qu ite  d irectly . T hese  styles o f w riting , these m odes o f address, 

have b e e n  p re s e n t th ro u g h o u t th is thesis, in  the form  o f re fe ren ces (from P a trick  

F re n c h ’s o p en  le tte r , to L o lita  -  a detec tive story  -  the M arquis de S a d e ’s d ialogues, 

o r M alcolm  A sh m o re ’s p u b lish e d  P hD  case), an d  in  m y w riting  itself. T h e  w riting  is 

p u t  in  a rec ip ro ca l re la tio n  to the  p h o to g rap h s . R o land  B arthes sea rch ed  fo r a th ird  

m ean ing : W e  already en c o u n te re d  this at the b eg in n in g  o f ch a p te r th ree  w here  I 

d iscuss th e  still an d  the  fragm en t. T h ro u g h  h is exam ination , h e  p ro p o ses, a lth o u g h  

n o t overtly , a ‘th ird  way’.446 My ow n efforts reco n c ilin g  im age an d  text, the v isual and  

the aud ito ry , the  gaze an d  the voice, m irro r h is, an d  it is im p o rta n t to u n d e rs ta n d  

b o th  to g e th e r, n o t as illu s tra tio n s o r theoriza tions o f  each  o th e r, b u t as d iffe ren t 

m ateria ls  w eaved to m ake o n e  an d  the  sam e th ing. W . G. S eb a ld  a ttem p ted  th is in 

novels; re a d in g  them  is a very d iffe ren t experience  and  this is effected  by h is u n iq u e  

m ix o f p h o to g ra p h s  an d  text -  a lth o u g h  the text is p revalen t. S o p h ie  C alle’s

445. F ranyo ise  Coll in,  ‘Le s ed u c le u r  cache  la s ed u c t io n ’, in M aurice  O le n d e r  an d  Jacque s  S o jc h e r  (eds), 
L a  seduction, Paris: A ub ie r  Monta igne,  1980, pp. 189-196, p. 195. My transla tion.

446. Barthes dist ils  this  th ird  m e a n in g  from o th e r  two, the  obvious  an d  the  symbolic . H e  also calls this 
th ird  m e a n in g  obtuse, im bues  it with ‘theore tical indiv iduali ty ’ (p. 53), an d  places  it beyond  the  levels ol 
co m m u n ic a t io n  an d  s ignification, in to w ha t  he calls signifiance  (p. 54). l ie  writes: ‘the  th ird m e a n in g  also 
seem s to me g rea te r  than  the  pure ,  upright ,  secant,  legal p e rp en d icu la r  ol the  narra tive ,  it seems to op en  
the  Held o f  m e a n in g  totally, that is inf initely (...) [It] appea rs  to extend ou ts ide  cul ture ,  knowledge,  
in fo rm ation ;  analytically, it has s o m eth in g  derisory  abou t  it: o p e n in g  o u t  in to the  infinity' ol language,  it 
can com e  th ro u g h  as l im ited  in the  eyes o f  analytic reason; it belongs  lo the family ol p u n ,  buffoonery ,  
useless e xpend i tu re .  Ind i f fe ren t  to moral o r  aes thetic  categories (the trivial, the futile, the lalse, the 
past iche),  it is on  the  side o f  the  carnival. ’ Bar thes, Image, Music, 'Text, p. 55. 1 re la ted it to a th ird way 
be cause  it seem s to me that , in o rd e r  to ob ta in  this  th ird mean ing ,  a d if ferent way ol th ink ing  -  d ifferent  
from the  obvious  and  the  symbolic  -  needs  to be exercised.  I his is what my efforts have been  geared  to.

Related  to this  is J a n e  R en d o l l ’s ‘place b e tw ee n ’ a r t  an d  arch i tectu re ,  where  art: criticism and a critical 
spacial practice  are  m erged  to provide a critical posit ion,  th rough  the  practices  ol walk ing an d  writing. 
T h is  is, ol course ,  in timate ly  rela ted to the  prac tice  of wri t ing  I describe  here ,  to my walking,  cam era  in 
b and ,  find ing  seduc t ion  in front o f  shop  w indows and to the  fo rensic  gaze ol my detective, my critical 
device. J a n e  R ende l l ,  A rt a n d  Architecture. A  Place Between. L o n d o n ,  1.13. I auris , 2006.
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ex h ib itions an d  cata logues, have been , as you know , a c o n stan t source  o f in sp ira tio n  

to th is re sea rch , as have o th e r  a rtists w ork ing  w ith  these form s, from  S h a ro n  K ivland 

to Jo  S pence . G iven the pervasive, flow ing n a tu re  o f  sed u c tio n  an d  its h is to ry  in  a rt 

an d  lite ra tu re , th is ‘th ird  w ay’ has proved  to he a so p h istica ted  an d  prec ise  

m ech an ism  fo r its reco g n itio n , cap tu re  and  reflection .

F ro m  th e  e n c o u n te r  w ith  the  d iam o n d  ring , the  m odes o f w riting  d isp layed  in  this 

vo lum e allow  fo r Lhe re a d e r  to be  recogn ised  in  them . L anguage, an d  in  this 

p a rtic u la r  case, the  w ritten  w ord , has also o ffered  a fram ew ork  from  w h ich  to analyse 

the  cap tu re  of sed u c tio n , as effected  in  the two ‘re f lec tio n ’ sec tions in  c h a p te r  four. 

T h e  in c lu sio n  o f the  deLcctive was essen tia l. In  ad d itio n  to h e r  seductive 

charac te ris tic s  -  de tec tives lead  read e rs , som etim es astray, as in  N abokov’s D espair -  

an d  h e r  investigative associations, it p rov ided  a d is tan c in g  device, a fo rensic  look in to  

a case in  w h ich  I am  b o th  the  su b jec t an d  the  object. B ecom ing  the cen tre  o f m y ow n 

resea rch , a lth o u g h  I re s is ted  it for a w hile -  as can  be  seen  in  the  w orks a fte r ch a p te r 

one  -  b ecam e abso lu te ly  necessary . I am  a d irec t w itness o f sed u c tio n , a v ictim  o f it.4 '" 

A lso, so m e th in g  m ore . As F re n c h  w riter R oger L ew in te r p u ts  it ‘en effet, on n e s t  

ja m a is  tente -  seduit -  q u ep a r  sod ; in d eed , one is never tem p ted  -  sed u ced  -  b u t  by 

oneself.448 W h ile  th is ap p ro ach  has obvious b iases (see ch a p te r two), it is n o t the  first 

tim e it has b e e n  used . M erlcau -P on ty ’s Phenomenology o f  Perception, to cite b u t an 

exam ple o f  m any, is a sub jective acco u n t from  w hich  the p h ilo so p h e r  extracts 

p r in c ip le s .449 T o m ake it w ork  in  my case, a n u m b e r  o f steps h ad  to b e  taken. T he  

in s tan ces  o f  sed u c tio n  chose  m e, ra th e r  than  m e tak ing  a co n tro lled  ap p ro ach  on  

th em  (w hich was the fa ilu re  th a t m y firs t a ttem p ts  a t c rea tin g  ob jec ts o f  sed u c tio n  

rep re sen ted ) . T h e  detec tive, a d is lancing-dev ice  en ab lin g  analysis, h ad  to be given 

voice as a m eta-reflex ive en tity  w ith in  the w hole text. Lastly, all asse rtions h ad  to be  

verified  by th e  ev idence  in  the  form  o f the  p h o to g rap h s  an d  the d ialogue. T he  

d ialogue, by th e  way, was co n stru c te d  in  fro n t o f the p h o to g rap h s  at the E n d  G allery 

ex h ib itio n  an d  in  fro n t o f  the  ob jects, th a t is, w ritten  s tan d in g  up in  Argyll A rcade 

an d  oLher sh o p  w indow s, m u ch  to the d is tu rb an ce  ol the security  guards there  w ho 

cou ld  noL u n d e rs ta n d  the re la tio n  b e tw een  m y w et eyes an d  my w ork ing  p en . T he

417. T h is  is my research ,  and  also my te stimony. As Michael Clegg ascerta ined ,  however,  one  ca n n o t  
I.eslify w i th o u t  an e n o rm o u s  loss. Clegg, M onum ent fo r  Historical Change.

448. R o g er  L ew in ter ,  ‘La com ed ie  m a g n e t iq u e ’, in Maurice O le n d e r  and  Jacques  S o jc h e r  (eds), La 
seduction, Paris: A u h ie r  M onta igne,  1980, pp. IJ 15, p. 15. My transla tion.

449. M er leau-P only ,  PhenomenologyojPerception.
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writing of the dialogue was, therefore, not a wholly personal enterprise. Even if 
subjective, it gives body to Marx’s thought i f  commodities could, speak..., and to his 
desire and mine. This is precisely what I want to tease out in this letter: Lhe bigger 
picture in which seduction is situated and its relation to desire.

The relation between desire and its object is often portrayed as negative and aporetic; 
we desire what we cannot have and this structure also characterises gaze and voice, 
the partial objects of the drives of desire. Both are essence-less objects, areas of 
analytical impossibility and theoretical resistance. They have the function of 
interpellation, as they are related to the experiences of addressing and being- 
addressed. The experience of being addressed is imposed from the outside and 
cannot be readily defended against. For that reason, voice and gaze can become 
invasive and threatening. The self-reflexive methodology, among other things, helps 
to modulate this experience, through the screen. The writings, the camera, the shop 
windows regulate the seductive relation and, whilst doing so, render it visible. As 
Belgian psychologist and anthropologist Francis Martens wrote: ‘C’est ainsi que la 
seduction, le inirroir et. le masque out aussifonction de verite et de devoilemenT; it is thus 
that seduction, the mirror and the mask also have a function of truth and unveiling. 
Yet, as we have seen throughout this investigation, the screen is also the locus of 
anxiety and trauma. Duchamp knew this very well, as the words he uses to define his 
experience of shop windows arc unequivocal: interrogation, exigency, examination, 
sentence, demands, inevitable, determined,penalty, regret

The question of shop windows ...
To undergo the interrogation of shop windows ...
The exigency of the shop window ...
The shop window proof of the existence of the outside woi’ld ...
W hen one undergoes the examination of the shop window, one also 
pronounces one’s own sentence. In fact, one’s choice is ‘round trip.’
From the demands of Lhe shop windows, from the inevitable response 
Lo shop windows, my choice is determined. No obstinacy, ad absurdum, 
of hiding the coition through a glass pane with one or many objects of 
the shop window. The penalty consists in cutting the pane and in feeling 
regret as soon as possession is consummated. Q.E.D. (Ncuilly, 1913) 4,1

<150. Francis M artens, ‘Eloge de  la grim ace’, in M aurice O len d er and Jacq u es So jc lie r (eds). La seduction, 
Paris: A ub ier M ontaigne, 1980, pp. 25-3-1, p. 29. My translation .

451. M arcel D ucham p, ‘A r in f in i t i r .  It. by Cleve Gray, in The Writings o f  Afarce! Duchamp (tUarchand dtt 
set [1959]), ed. by M ichel S an o u ille t and  E lm er Pe terson , New York: Da Capo Press, 1973, pp. 74-101, p. 
74.
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T he reflection e lem ent of my m ethodology, like som e m ethods in the clinical setting 

-  from  dream  in terp re ta tion  to free association -  help, if  the evidence is constantly 

re tu rn ed  to, to m ake sense o f the seductive encounter. This may no t be of necessary 

use on  a day-to-day basis, in  those seductions tha t take place w hen I walk to work, for 

exam ple, o r w hen  I visit an art gallery in a city I have never been  to. Yet, going 

th rough  its process may help  w ith those o ther seductions, those that stay longer than 

they should  until they becom e som ew hat m ysterious, those that make me look for 

D ucham p books in  second hand  shops to see how E tant donnes has been  

docum ented . T hese are the seductions that, in the scale I discussed in chap te r one, 

risk becom ing pathological. T he m ethodology is also useful, o f  course, for those 

seductions w here, even though they are n o t recurren t, o r violent, or dangerous in the 

sense o f leading astray -  compulsive buying, for example -  the subject is efficiently 

en ticed  by a lure and wants to understand. T he m ethodology helps to loosen the tigh t 

grip o f seduction  by show ing its w orkings, and the relation  betw een subject and 

object, th rough  the recognition-capture-reflection  steps. Yet, it does n o t b reak  its 

spell, o r drive it away.

So, for w hom  is this research? In  first instance, the knowledge obtained  can be 

applied by artists using photography, text o r any o ther form acting as a screen, and 

who are in terested  in seduction and desire, and their m anifestation in visual and 

w ritten forms. It will appeal to viewers -  hysterics and obsessional neurotics -  

seduced by specific works o f art. The m ethodology and findings also have a w ider 

appeal for anyone w anting to understand  how to negotiate their own seduction in 

neoliberal econom ies. Lastly, some aspects of the self-reflexive m ethodology may 

have applications in fields w here the visual and the textual act as a screen betw een a 

subject and an object (m arketing and advertising, for example), b u t I write this w ith a 

w ord of caution, as the overall aim of the m ethodology is precisely to em pow er the 

viewer, thus lessening the effect o f Lhe seduction of advertisem ents.

T he research has produced  a num ber of findings, discussed in the previous chapters. 

Yet, I w ant to h ighlight here  the role of resistance and reversibility in relation to 

seduction  and, particularly, to the self-reflexive methodology. The discovery o f the 

part resistance and reversibility play in the practice o f seduction was som ew hat 

surprising, a lthough the psychoanalytic texts I consulted h ighlight the im portance ol 

resistance in the clinical setting, and B audrillard is categorical about reversibility. Yet,
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these were no t clear until I had the opportunity  to experience them  -  dare I say 

em body them  -  by studying seduction from w ithin the seductive relation. Resistance 

was m ost evident during  the recognition phase of the m ethodology and it was m ost 

unexpected because of the positiveness it came with. Seduction  was happening, yet, I 

d id no t recognize it as such and, thus, did no t give it any im portance. It was only 

w hen I began photographic capture as a m atter of course that I realized I had been 

seduced, unaware, ju s t like the P residcn te  dc Tourvel and Cornelia had been  w hen 

they said ‘n o ’ b u t carried on their engagem ent w ith their suitors. Michele Polak 

C ornillot defines resistance as ‘som ething that stands in the way of the progress of 

analytic w ork during  treatm ent (...) the psychic force that the patien t opposes to the 

b ring ing  into consciousness of certain  unpleasurable represen tations during 

treatm ent: the psychic force developed to m aintain repression ’/'52 T he resistance here 

was that of acknow ledging w hat was happening. The self-reflexive methodology, ju s t 

like transference in the analytic setting, allowed the identification and recognition of 

this resistance. Reversibility’s im portance becam e clear during the sustained use of 

Lhc methodology, especially in the capture and reflection phases. The transform ation 

o f the agency of the seducee and the change in h e r role to that of seducer enabled  the 

clear visualization of the self-destructive tendency of seduction -  especially through 

the photographs. In  reversibility, it is no t the seducer or Lhe seducee that are 

destroyed, o r seduction  itself, b u t that.particular seduction. A nd this, I found, is 

in h e ren t to any seduction  system, as seen in all the sources I consulted and in the 

work in these two volum es -  bo th  in the w riting and the images, w hich contain visual 

and textual examples of resistance and reversibility. So, the lesson learned about 

these two aspects o f seduction is that bo th  resistance and reversibility are inevitable, 

and w hile no th ing  will stop the latter, any researcher w anting to study seduction 

needs to be very aware o f the former, overcom pensating lor it.

T here are three areas 1 w ant to h ighlight as conclusions to this study. These 

conclusions are separate from the findings -  the role ol resistance, the reversibility ol 

the encounter, the relationship  to traum a, fantasy and appearance -  and my 

con tribu tion  to knowledge -  the methodology. The conclusions place the study in its 

contem porary  cultural context and rep resen t generic thoughts on the seduction ol

452 .  M i c h e l e  P o la k  C o r n i l l o t ,  ‘R e s i s t a n c e ’, in  A l a i n  d e  M i jo l l a  (eel.), In terna tiona l D ic tionary  o f  
Psychoanalysis , G a l e  C e n g a g e ,  2 0 0 5 ,  a v a i l a b l e  f r o n t  <  h t t p : / / w w w . e n o t e s . e o n i / p s y c h o a n a l y s i s -  

e n c y c l o p e d i n / r e s i s t a n c e >  [ a c c e s s e d  0 6 . 0 3 . 11],
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works o f art. T he conclusions are related to three areas: engagem ent, dialectics, and 

enchantm ent.

T he politics of engagem ent has been a thread th roughout this work, from the very 

first encoun te r w ith D ucham p’s Etant. donnes. Moreover, photography as a ‘concrete 

en co u n te r’, Lo quote W. J. T. M itchell, and a critical tool, has allowed me to take 

position  in relation  to the capitalist object, the work of art and its contexts, and my 

own desire, allowing for a personal political in tervention, and agency.'153 This is in 

itself, a situated  act in photography, through a placem ent of the subject, the viewer, 

the object and the cam era in a specific relation, a social bond.

This leads to a second contextualisation in the dom ain of dialectics. I w ant to 

in troduce a disclaim er here, as dialectics has no t been the object o f my study and I 

w ould no t want to claim a contribu tion  to this held. This is also true for my earlier 

m ention  o f politics. Here, I simply w ant to place seduction w ith in  a m ode o f relation  

acknow ledging the struggle o f opposite forces, o f conflict and contradiction , and  tlie 

negotiation of differences through a dialogue enabling their in terchange/1”4 W hile 

binary opposites are static, dialectics are dynamic as they enable a transform ation. 

Bearing the contradictions and conflicts in a dialectical engagem ent, staying w ith 

them  and allowing for the dialogue -  literally -  to effect a transform ation is w hat this 

research  aims. T he jou rney  has certainly been true for myself.

The engagem ent w ith the work o f a rt and the dialectic o f seduction ensue in a third 

conclusion, perhaps the m ost social and cultural o f all. Freud is often seen as a 

d isenchanter, a consequence of the traum a that the enchan tm en t period  of the late 

e igh teen th  and early n ine teen th  century effected in  h im .45” D esire is obscure, and so

4 5 3 .  YV. ,). T .  M i t c h e l l  w r o t e :  ‘T h e  “w o r k i n g  t h r o u g h ” o f  e k p h r a s i s  a n t i  t h e  o t h e r ,  t h e n ,  is m o r e  l ik e  a  
t r i a n g u l a r  r e l a t i o n s h i p  t h a n  a  b i n a r y  o n e ;  i ts  s o c i a l  s t r u c t u r e  c a n n o t  h e  g r a s p e d  fu ll y  a s  a 
p h e n o m e n o l o g i c a l  e n c o u n t e r  o f  s u b j e c t  a n d  o b j e c t ,  b u t  m u s t  b e  p i c t u r e d  a s  a menage, a trois in  w h i c h  t h e  
r e l a t i o n s  o f  s e l f  a n d  o t h e r ,  text  a n t i  i m a g e ,  a r e  t r i p ly  i n s c r i b e d .  I f  e k p h r a s i s  t y p ic a l ly  e x p r e s s e s  a  d e s i r e  
f o r  a v i s u a l  o b j e c t  ( -w h e th e r  to p o s s e s s  o r  p r a i s e ) ,  i t  is  a l s o  ty p ic a l ly  a n  o f f e r i n g  o f  t h i s  e x p r e s s i o n  a s  a  g i f t  
to  t h e  r e a d e r ’. ‘E k p h r a s i s  a n t i  t h e  O t h e r ’, in Picture Theory: Essays on Verba! and  Visual Representation, 
C h i c a g o :  T h e  U n i v e r s i t y  o f  C h i c a g o  P r e s s ,  19 94 ,  p p .  1 5 1 -1 8 2 ,  p .  164. S e e  a l s o  D a m i a n  S u t t o n  a n d  K e n  
Neil ,  ‘T h e  P h o t o g r a p h i c  Ac t :  E n c o u n t e r ,  E v e n t ,  C o n f i g u r a t i o n  N e t w o r k ’ p a n e l ,  2010 College Arts 
Association A n n u a l Conference, C h i c a g o ,  1 0 - 1 3  F e b r u a r y ,  a v a i l a b l e  I r o m  
< w w w . c o I I e g e a r l . o r g / i j d f / 2 0 1 0 C a l K b r P a r t i c i p a t i o n . p d f >  [ a c c e s s e d  27 .06 .1 0] .

454 . T h e  g e n e a l o g y  o f  d i a l e c t i c s  fall s  o u t s i d e  t h e  r e m i t  of t h i s  s tu d y .  N e t ,  a l in k  c a n  b e  m a d e  b e t w e e n  
G e o r g  W i l h e l m  F r i e d r i c h  H e g e l ’s c l a s s i c  thesis + antithesis = synthesis a n d  K a r l  Marx .

4 5 5 .  W .  J .  T .  M i t c h e l l ,  Seminar at the Faculty o f  Arts, U n i v e r s i t y  o f  G l a s g o w ,  08  J u n e  2 0 10 .
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is our relation  to ourselves. W hile I would not w ant to claim that the period of 

d isenchan tm en t is over, I w ould like to propose seduction  -  and especially a know ing 

seduction  o f works o f art -  as a way o f finding a re-enchan tm en t w ithin 

d isenchan tm en t/'56 A nd, as w ith dialectics, I w ould also like Lo propose an 

engagem ent with it in which desire, while aporetie, is no t negative, b u t 

transformative. O f course, conflict and traum a rem ain a p art of it, inseparable from 

seduction  and desire. B ut rem em ber the pleasure o f the woman in the dialogue, the 

pleasure in the flow o f desire through the scopic and the invocatory drives, the 

pleasure o f h e r having  -  as in holding, o r possessing -  th rough  engaging and 

understanding, ra th er than  p u rch as in g /5' She did purchase in the end, that is true, 

and this is w hen she lost the pleasure the relation had b rough t to h e r and h e r desire 

moved elsewhere, taking seduction  w ith it. D esire is always in  m otion, especially in 

consum ption, so, an alternative to buying, ano ther way o f having that keeps desire in 

play, is a positive outcom e. T he self-reflexive m ethodology should  provide courage 

and confidence to the subject to stand h e r own ground w ithin seduction.

T here are im m ediate areas for fu rth er research  in relation to seduction. These are 

areas I have encoun tered  in  this journey  b u t which posed too big a prob lem  to 

engage w ith in a cursory m anner, and thus fell outside of the scope of w hat I could 

do. They relate to the issue o f gender, and seduction in the a rt gallery and its 

d issem ination and display in visual form.

G ender, in  its relation  to seduction , rem ains troubling. In  this subm ission, I begun to 

show the individual pow er o f contem porary fem inine fantasies and their 

performativity, as understood  by psychoanalysis; that is, a psychic organisation and 

dram atisation, usually in visual form, in which the subject has a parL to play. T he 

diam ond ring, the shoes, and all the o ther objects in the shop w indows fulfill psychic 

desires. Fantasies enable the subject to sustain h e r desire and, therefore, herself. T he 

im ages o f the woman -  m e -  and the object -  the object ol: my desire -  rep resen t an 

identification  with an image of the self. A n image related to the Lacanian imaginary, 

b u t also with sym bolic coordinates. It is this fantasy that gives the images power. They

4 56 .  T o d d  M c G o w a n  p o i n t s  t o  t h e  e n d  o f  d i s s a t i s f a c t i o n  a n d  t h e  e m e r g i n g  s o c i e t y  o n  e n j o y m e n t .  T h i s  
e n j o y m e n t ,  h o w e v e r ,  is t h e  injunction o n  t h e  s u p e r - e g o ,  a n  i m p e r a t i v e .  M c G o w a n ,  A W ojD issa tis fac tion .

4 57 .  W i t h o u t  w a n t i n g  to o p e n  a  c a n  of w o r m s  in  t h e s e  l a s t  p a g e s ,  1 w o u l d  v e n t u r e  t o  s a y  t h a t  t h e  
e n g a g e m e n t  I p r o p o s e  t h r o u g h  s e d u c t i o n  is n o t  c o n s u m p t i o n ,  a s  d e s i r e  is n o t  u s e d  u p  a n d  n o  p u r c h a s e  
is m a d e .  R e m e m b e r  t h e  q u i v e r ,  t h e  g e s t u r a l  s o l i p s i s m  of m y  d e t e c t i v e ,  w h o  c o p i e d  D a i ly  N o b u s .
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also show the contingency and artificiality of femininity, the fem inine as a pure void, 

and in which I canno t identify with any of my features, for, in the words of K irsten 

Cam pbell, ‘there is no true fem inine beh ind  the m ascarade’, the fem inine is already a 

m ascarade, an im aginary mask h id ing  the void of the subject b u t w hich enables h e r to 

sustain h e r desire and, therefore, herself.458 W hat are the seduction fantasies of 

fem ininity and  o f m asculinity are questions that rem ain, and for w hich the self­

reflexive m ethodology can becom e a useful tool. In  my no te  1 44 ,1 give an indication 

for possible starting  poin ts for a study o f gender, sexuation and  seduction /'59 As I 

m en tion  in chap te r one, m erging psychoanalysis and fem ininity is problem atic. In  

fact, m ost o f the texts on seduction  I have m entioned  here  are w ritten by males, and 

yet, from B audrillard to Sibony, they speak of femininity. I have tried to address this 

with accounts from Parveen A dam s, Bice B envenuto, Joan  Copjec, D ianne H unter, 

Sharon  Kivland, M ignon Nixon, Jane R endell, Kaja Silverm an and others. W ork by 

female scholars on fem inine fantasies in  relation  to seduction can a ttend  Lo this 

im balance and, perhaps, con tribu te  a d ifferent voice to the debate.

More could be explored o f the displays o f seduction, specifically in relation to the 

work of art in exhibition, b u t also on the o th e r side of the shop window. Etaut, doiui.es 

and Breakfast at Tiffany's arc bo th  good examples of successful attem pts at creating 

seductive displays. My visits to these, and others, and my own engagem ent in 

constructing  shows -  in particular A. Case o f  Seduction, as I m entioned  in chap ter 

three, bu t also o thers -  po in t to the fact that context (what su rrounds the object, the 

environm ent, the situation), lighting, and the positioning of the object in relation Lo 

the viewer play an essential part in the process o f leading astray.400 A lthough I was no t 

explicitly w riting about displays, I discussed some issues around  positioning through 

L acan’s schem a of Lhe inverted bouquet in my chapters. The psychoanalyst A ntoine 

Vergotc, in his study on divinity and the devil, points to the im portance of light in the

45 8 .  K i r s t e n  C a m p b e l l ,  ‘T h e  N e w  S e x u a l  C o n t r a c t :  L a c a n ,  F e m i n i s m ,  a n d  t h e  M a k i n g  o f  C o n t e m p o r a r y  

S u b j e c t i v i t y ’. Jacques L acan Today [ eon  lo re  nee ],  T h e  P s y c h o a n a l y s i s  U n i t ,  U n i v e r s i t y  C o l l e g e  L o u d o n .  8 
9 . M ay 2 0 It).

4 59 .  P a r t  l o u r  o f  D i a n n e  H u n t e r ’s e d i t e d  c o l l e c t i o n  Seduction and Theory. Readings o f  Gender, 
Representation and  Rhetoric ( L T b a n a  a n d  C h i c a g o :  U n i v e r s i t y  o f  I l l in o i s  P r e s s ,  1989 ,  p p .  193 24 0)  e x p l o r e s  
m a s c u l i n e  a n d  f e m i n i n e  c o n s t r u c t i o n s  in t h e  w o r k s  o f  J a c q u e s  L a c a n  a n d  B a u d r i l l a r d ,  a s  t h e y  rela te '  lo 
s e d u c t i o n .  'P lu s  is a l s o  a g o o d ,  i f  b r o a d e r ,  s t a r t i n g  p o i n t  l o r  t h e  s t u d y  ol  s e d u c t i o n  a n d  g e n d e r .

40 0 .  T a l c  M o d e r n ’s  Surrealism: Desire I/abound  a n d  M a n o l o  B l a h n ik  s e x h i b i t i o n  at t h e  D e s i g n  M u s e u m  
in L o n d o n  a r c  a l s o  e x a m p l e s  t h a t  h e l p e d  lo  h i g h l i g h t  t h e  i m p o r t a n c e  ol  l i g h t in g ,  c o n t e x t  a n d  p o s i t i o n i n g  
f o r  t h e  d i s p l a y  o f  s e d u c t i o n .  J e n n i f e r  M u n d y  (ed.) .  Surrealism: Desire hnhonnd, L o n d o n :  l a t e  P u b l i s h i n g ,  

2 0 0 1 ;  B l a h n i k .  Manolo R/ahnik.
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play of seduction: ‘This contrariness of presence -  absence, obscure light, provokes 

the im patience of desire and the seducer finds a space in it for the game of its 

disguises’.461 The study of displays of seduction should, in turn, help to explore 

seduction  in the gallery, as I attem pted, bu t no t quite succeeded, in figs. 22 and 23.

You may rem em ber the w om an in the Arcade and h e r conversation w ith the ring, 

w here the jew el prom ises h e r som ething. Q uoting Vergote has rem inded  m e of 

ano ther part of his text w here he explores exchange, prom ises and w hat the seducer 

and the seducce give away in the relation, l ie  writes:

The collusion betw een the desires of the subject and the seducer 
m eans that the gift offered becom es b ind ing  and that the seduced 
subject subm its to the will of the seducer. W hat this diabolical 
disguise hides deep, is that in the last-instancc the gift is the gift of 
nothing. F o r the seducing devil does no t give him self. It possesses. It 
does n o t en ter into a system of exchange, it does no t give b u t certain  
things in exchange for the total gift of the seduced subject him self.462

Seduction  m ight no t have given me all in this pu rsu it we have been  having with each 

other. YeL, I am confiden t that what it has been  forced to trade w ith m e in exchange 

for my seduction  -  parts o f its m ode of w orking -  is valuable knowledge, all the m ore 

useful thanks to the self-reflexive methodology.

O ne last them e I would like to m ention briefly, before I leave you (and my object), is 

the auto-seduction  of the w ord itself. To nam e it is to conjure it up, b u t there is 

always som ething that rem ains un-w riteable, un-photographable, som ething beyond 

sym bolization w hen speaking of seduction. This is because ol its pervasiveness, and 

ou r own involvem ent in it. As Maurice O lcnder and Jacques Sojcher write, 7e concept.

461 .  My t r a n s l a t i o n .  T h e  o r i g i n a l  t e x t  r e a d s :  ‘C e t t e  c o n t r a r i e t e  d e  la p r e s e n c e  -  a b s e n c e ,  d e  l u i n i e r e  
o b s c u r e ,  p r o v o q u e  I’i i n p a t i e n c e  d u  d e s i r  e t  le s e d u e l e u r  y t r o u v e  I’e s p a e e  p o u r  le j e u  d e  se s  
d e g u i s e m e n l s . ’ A n t o i n e  V e r g o t e ,  ‘C h a r i t i e s  d i v in s  e t  d e g u i s e m e n l s  d i a b o l i q u e s ’, in M a u r i c e  O l e n d e r  a m i  
J a c q u e s  S o j c h e r  (eds) ,  La seduction. P a r is :  A u b i e r  M o n l a i g n e ,  1980, p p .  7 7 - 8 4 ,  p .  78.

462 .  M y  t r a n s l a t i o n .  In F r e n c h :  ‘L a  c o l l u s i o n  c l i t r e  les  d e s i r e s  d u  s u j e l  e t  le s e d u e l e u r  (a il  q u e  le d o n  
olTerl  d e v i e n t  c o n t r a i g n a n t  et  q u e  le su jel .  s e d u i t  s e  s o u i n e l  a la v o l o n l e  d u  s e d u e l e u r .  C e  q u e  le 
d e g i i i s e m e n l  d i a b o l i q u e  c a c h e  a n  f o n d ,  e ’e s t  q u ’e n  d e r n i e r e  i n s t a n c e  le  d o n  e s l  d o n  d e  r i e n .  C a r  le 
d i a b l e  s e d u e l e u r  u e  s e  d o n n e  p a s  l u i - m e m e .  II p o s s e d e .  J1 u ’e n l r e  p a s  d a n s  m i  s y s t e m e  d e e h a n g e ,  m a i s  il 
n e  d o n n e  q u e  e e r l a i n e s  e h o s e s  e n  e e h a n g e  p o u r  le d o n  lo la l  d u  s u je l  s e d u i t  l u i - m e m e .  V e r g o l e ,  Charities 
divins, p.  80.
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icry la/sserat de sesplumes, [...] la seduction ainsi au.mil le dernier mod', I hc co n c e p t  would  

leave here  som e o f  its feathers ,  [...] s educ t ion  would thus have the last word.  '6’

Yours, sincerely so,

463. M aurice (R en d er and  Jacques S o jcher (eds), ‘Preface’, in La seduction, Paris: A ub ier M ontaigne, 
1980, pp. 7-10, p. 7. My translation .
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THE IMAGES BETW EEN T HE CHAPTERS

Gonzalez is the au thor of all the works, unless otherw ise indicated  im m ediately 
; the title.

Untitled. Two clay objects. 2.5 x 2.5 x 2.5 cm. 2005.

1.2 Dolls and, Vdlains. Clay, gloss, sewing pin. 2.5 x 2.5 x 2.5 cm., 2006.

1.3 Bijoux #4 (engage and, commit)- P in cushion, sewing pins. Variable 

dim ensions, 2006.

1.4 Bijoux #5. Paper, sewing pins. 2.5 x 3 x 5 cm. approx., 2006.

1.5 Bijoux #6. Clay, sewing pins. 2.5 x 3 x 5 cm. approx., 2006.

1.6 Fuck Dance Fuck. T hree bracelet, diam ante letters. Variable dim ensions, 

2007.

1.7 Misrecogni.ti.on (Split, Flip series). L ooped, anim ated photographs. Variable 

duration. 2006. Screened in Ax W e Speak, Experim ental F ilm  screening 

event as p art of 2010 Glasgow International Festival of Visual Art, S tereo, 

Glasgow, 28 April 2010.

1.8 Flip (SplitFlip series). Looped, anim ated photographs. Variable duration. 

2006.

1.9 Split Flip (Split Flip series). L ooped, anim ated pho tographs. Variable 

duration. 2006. Screened in A? We, Speak, Experim ental F ilm  screening 

event as p art o f 2010 Glasgow In ternational Festival o f Visual Art, S tereo, 

Glasgow, 28 April 2010.

2.1 Breda. Inkjet p rin t on gloss. V ariable m easurem ents, 2007.

3.1 Map of the two doors of the exh ib ition /I Case o f  Seduction. E nd  Gallery, 

Sheffield Hallam UniversiLy, 19-25 May 2008.

3.2 Gallery view of the exhibition A  Case o f  Seduction. E nd  Gallery, Sheffield

Hallam University, 19-25 May 2008: Agent Provocateur, with Beaheaded
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(lower floor) and Arcade (upper floor) in  the background.

3.3 Gallery view o f the exhibition A  Case o f  Seduction. E nd  Gallery, Sheffield 

Hallam University, 19-25 May 2008: Beheaded and A  Case o f  Seduction 

(Approach) in the background.

3.4 Gallery view o f the exhibition A  Case o f  Seduction. E nd Gallery, Sheffield 

H allam University, 19-25 May 2008: A  Matter o f  Two and A  Case o f  Seduction 

(Surrender) in the background.

3.5 Gallery view of the exhibition A  Case o f  Seduction. E nd  Gallery, Sheffield 

H allam  University, 19-25 May 2008: A  Case o f  Seduction (Approach, Statement o f  

Intent, Surrender) and Headless, to the far right.

3.6 Gallery view of the exhibition A  Case o f  Seduction. E nd  Gallery, Sheffield 

Hallam University, 19-25 May 2008: U pper F loor View.

3.7 Gallery view of the exhibition A  Case o f  Seduction. E nd  Gallery, Sheffield 

Hallam University, 19-25 May 2008: Arcade and viewer.

3.8 Gallery view of the exhibition A  Case o f  Seduction. E nd  Gallery, Sheffield 

Hallam University, 19-25 May 2008: Arcade.

4.1 Objet-Suppose-Savoir, clinical diary, title page, 148 x 210 mm. approx., 2008- 

2009.

4.2 Objet-Suppose-Savoir, clinical diary, sam ple contents page, 148 x 210 mm. 

approx., 2008 2009.

4.3 Objet-Suppose-Savoir, clinical diary, sam ple entry page, 148 x 210 mm. 

approx.,2008-2009.

4.4 Objet-Suppose-Savoir, clinical diary, sam ple invoice page, 148 x 210 mm. 

approx., 2008-2009.

4.5 Objet-Suppose-Savoir, clinical diary, sam ple index page, 148 x 210 mm. 

approx., 2008-2009.

4.6 Objet-Suppose-Savoir, clinical diary, ou t o f the book page, variable dim ensions, 

2008-2009.
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4.7 Objet-Suppose-Savoir, clinical diary, ou t o f the book page, variable d im ensions, 

2008-2009.

4.8 Objet-Suppose-Savoir, clinical diaiy, ou t o f the book page, variable d im ensions, 

2008-2009.

4.9 Objet-Suppose-Savoir, clinical diary, ou t o f the book page, variable d im ensions, 

2008-2009.

4.10 Objet-Suppose-Savoir, clinical diary, out of the book page, variable dim ensions, 

2008-2009.

4.11 Objet-Suppose-Savoir, clinical diary, ou t o f the book page, variable d im ensions, 

2008-2009.

4.12 Objet-Suppose-Savoir, clinical diary, ou t o f the book page, variable dim ensions, 

2008-2009.

4.13 Objet-Suppose-Savoir, clinical diary, ou t of the book page, variable d im ensions, 

2008-2009.

4.14 Objet-Suppose-Savoir, clinical diary, ou t o f the book page, variable d im ensions, 

2008-2009.

5.1 Naia del Castillo, Seductor (Seducer), S h irt and Seductor (Seducer), Luxachrom e, 

100x100 cm., 2002. Source: Naia del Castillo, Sobre la Seduccion. 2002-2004, 

available from  <http://w w w .naiadelcastillo.com /seduccion.htm l> [accessed 

04.01.10],

5.2 Naia del Castillo, S.TSeduccion  (S .T Sedu.ci.ou), Luxachrom e, 100x100 cm., 

2002. Source: Naia del Castillo, Sobre la Seduccion. 2002 -2004, available from 

<http://w w w .naiadelcastillo.com /sedaccion.htm l> [accessed 04.01.10].

5.3 Naia del Castillo, Seduccion {Seduction), Luxachrom e, 76x100 cm., 2002. 

Source: Naia del Castillo, Sobre la Seduccion. 2002 -2004, available from 

<http://www.naiadelcasLillo.com /scduccion.litm l> [accessed 04.01.10].

5.4 Ceal Floyer, Double Act, Photographic gobo, gobo ho lder and theatre lam p, 

dim ensions variable, 2006. Source: L isson Gallery, Ceal Floyer, Works,
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available from <http://w ww .lissongallery.eom /#/artists/eeal-floyer/works/>

[accessed 22.07.10].

5.5 Sophie Calle wearing F reu d ’s coal in fron t of 20 M aresfield G ardens, F reu d ’s 

L ondon  H ouse and now the F reud  M useum. Source: Sophie Calle, 

Appointment with Sigm und Freud, tr. by Charles P enw arden, L ondon  and  New 

York: Tham es and H udson 2005, p. 14.

5.6 Sophie Calle’s B ad  Breath. Source: Sophie Calle. -Appointment with Sigm und  

Freud , tr. by Charles Penw arden, L ondon  and New York: Tham es and 

H udson 2005, pp. 42-43.

5.7 Sigm und F reud  and Sophie Calle wearing F reu d ’s coat. Source: Sophie Calle, 

Appointment with Sigmund Freud, tr. by Charles Penw arden, L ondon and New 

York: Tham es and H udson 2005, pp. 2-3.

5.8 Lee F ried lander, New Orleans, Louisiana, 1968, gelatin silver prin t, 17.8 x 27.4 

crns. Source: M useum of M odern A rt (MoMA), The Collection: Lee Friedlander, 

available from

<http://w ww .m om a.org/collection/brow se_results. php?criteria=0% 3AA D% 3A  

E% 3A2002&page_number=82&template_id= 1 & sort_order= 1> [accessed 

23.07.10],

5.9 Lee F ried lander, Colorado, 1967, 17.2 x 24.8 cms. Source: T he M etropolitan 

M useum  o f Art, He ill) r win Timeline o f  A r t History, available from: 

<http://w ww .m etm useum .org/toah/works-of-art/1993.360> [accessed 23.07.10],

5.10 Lee F ried lander, New York City, 1968. Source: A rt Ieono , Lee Friedlander, 

available from <http://pliom ul.canalblog.com /arcliives/p345-5.htm l> [accessed 

23.07.10],

5.11 Lee F ried lander, Denver, Colorado, 1998. Source: Fraenkel Gallery, Artists: Lee 

Friedlander, available from <http://w ww .fracnkelgallcry.com /artists/lee- 

friedlander/1990s-2000s/photos-pi_21.hlm l> [accessed 23.07.10].

5.12 Lisctte Model, S e l f  Portrait, 55 Manhattan, 1940s. Source: Cyberm use, Lisette 

Model, available from:

<hLtp://cyberm use.gallery.ca/cyberm use/show cascs/m odel/index_e.jsp>
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[accessed 23.07/10].

5.13 Lisette Model, S e lf  portrait window reflection, Fifth Ace., N Y C , 1960s. Source: 
Cyberni u se , Lisette Model, available from:

<http://cyberm use.gallery.ca/cyberm use/show cases/m odel/index_e.jsp> 
[accessed 23.07.10].

5.14 Lisette Model, Reflection with hand , 1939-45, gelatin silver photograph , 

48.3x39.5 cms. Source: Cara Phillips, Ground Glass: Women Photographers-Part 

One, available from <http://caraphillips.wordpress.com /2008/02/18/wom en- 

photographers-part-one/> [accessed 23.07.10],

5.15 L isette Model. Reflections, NYC, Fifth Avenue, 1945, Silver p rin t, 33x27 cms. 

Source: A rtnet, Lisette Model -  Reflections, NYC, F ifth Avenue, available from: 

<http://www.artnet.com /artwork/425511825/424187413/lisette-m odel- 

reflections-nyc-fi.fth-avenue.htm l> [accessed 23.07.10].

5.16 R obert D oisneau, Sidelong glance, 1948. Source: M asters o f Photography, 

Robert. Doisneau, available from <http://www.masters-of- 

photography.eom /D /doisneau/doisncau_sidelong_glance.htm l> [accessed 

23.07.10],

5.17 R obert D oisneau, La Dame Indign.ee (The Indignant Woman), 1948. Source: 

University of Kansas, Spencer M useum of Art, La Dame Indignee (The 

Indignant Woman), available from

<http://em pw eb.nhm .ku.edu/eM useurnPlus?service=Extcm alIntcrface& m odul 

e=collection&objectId=15100&viewType=detailView> [accessed 25.11.10],

5.18 Eugene Atget, Boulevard de Strasbourg (Corsets), 1912, gelatin silver p rin t, the 

M useum of M odern Art, New York. Source: G hislainc W ood, The Surreal 

Body, London, V&A Publications, 2007, p. 56.

5.19 Eugene Atget, Avenue de VObserva.toi.re., 1926, silver printing, 18x22.4 cms. 

Source: Georges Eastm an H ouse, Eugene Atget, available from 

<http://www.flickr.com/photos/george_easLman_house/sets/7215762101125500 

3/> [accessed 23.07.10].

5.20 E ugene Atget, Bon Marche, 1926-27, silver p rin ting -ou t paper prin t, 17.8x22.9

cnis. Source; Georges Eastm an H ouse, Eugene Atget, available from
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<htlp://www. flickr.com /photos/george_eas tm an_house/scts/7215762101125500

3/> [accessed 23.07.10],

5.21 E ugene Atget, Coiffeur, Bd. de Strasbourg, 1912, silver prin ting , 22.7x17.6 cms. 

Source: Georges Eastm an H ouse, Eugene Atget, available from 

<http://www.flickr.com /photos/george_eastman_house/sets/7215762101125500 

3/> [accessed 23.07.10],

5.22 Claude C ahun, Shop Window with Shoes, gelatin silver prin t, c. 1936, Musce 

N ational d ’A rt M oderne de la ville de Paris. Source: G liislaine W ood, The 

Surreal Body, London, V&A Publications, 2007, p. 58.

5.23 Marcel D ucham p and E nrico D onati, Shop Window, Gotham Book M art (Lazy 

Hardware), 1945, Philadelphia M useum of Art. Source: G hislaine W ood, The 

Surreal Body, L ondon, V&A Publications, 2007, p. 57.
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