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ABSTRACT

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

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

The first step towards disentangling this problem is to define seduction, a concept
that 1s contingent, ridden with confusion, contradictions and connolative
interpretations, even in the gallery space {as recent exhibitions on seduction
demonstrate). Any attempt at pinning down the term, however, shows that it is
pervasive and as a ruling principle, it operates everywhere — especially where efforts
to study it are made. The problem, then, becomes a methodological one: how might
one study scductlion as it operates in the encounter with works of art? I put forward a
subjective, practice-led approach, comprised of three strands: artistic — in particular
photography — psychoanalytic and wriling practices. All three enacl the self-reflexive
methodology that is at the core of the contribution my project aims Lo make and

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

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

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

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

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

A FIRST ENCOUNTER

T will start with a detour, even though I know it is too soon for this kind of liberty.
Yet, the diversion will be very productive as circuitous routes are at the core of what
this text investigates. Not long ago, I had the opportunily to visit Philadelphia. T had
always dreamed of my encounter with Marcel Duchamp’s Le Grand verre (La Mariée
mise a nu par ses célibataires, méme) (1915-1923)." { had puzzled over Richard
Hamilton’s meticulous reproduction housed at the Tate Modern in London; yet, 1
suspected that seeing the ‘definitively unfinished’ version, the one with the aesthetic
breakage, would answer some of my questions around this enigmatic work of art.” But

I was not prepared for what was to happen.

Le Grand verre is in room 182 of the Philadelphia Muscum of Art and joins other
masterpieces by Duchamp including his 1932 Green Box notes and the infamous
Richard Mutt signed original urinary, entitled Fountain (1968). In the next room,
numbered 183, one can find Etant donnés (1946-1966), which has not been moved
since its permanent installation in 1969. I had not thought much aboul Etant donnés,
concentrating on the riddles posed by Le Grand verre but the way visitors related to it

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

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

reads, in French:

1. The tide of the work translates as The Large Glass (The Bride Stripped Bare by fer Bachelors, £ven).

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

3. In English, Gicen: 1. The Waterfall, 2. The Hluminating Gas.

10
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INTRODUCTION: A FIRST ENCOUNTER

a ‘State of ResU’, a ‘choice of Possibililics’, with capitals and underlined, and these
led me to Sigmund Freud’s death drive. The title, Given, suggests an offering,

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

1 had read that Duchamp worked on Etant donnés for twenty years, during which most
of the world thought he had completely abandoned art to play chess. Like the latter
game, Etant donnés vepresents an individual encounter with the work of art; a group
of people, small as it may be, would be pressed (o see it exactly at the same time.
With this thought, and prepared for a punning game of chess — as I know something
of Duchamp’s work — I lcave the ready-mades and paintings of room 182 to venture
into the next room. And like in any great adventure, there are a number of obstacles I
have to address. The [irst one, often forgolten, is one 1 had already avercome: to sce
Erant donnés one has to go all the way to Philadelphia. In a late capitalist world, where
art lours o venues near almost anybody in the Western world, travel is made casy,
blockbuster shows are traded and permanent collections are decimated by loans, the

site specificity of Ztant donnés is unheard of.

The second obstacle is a constitutive part of the piece. In the darkness of room 183,
al the far end of the Philadelphia Muscum of Art — a darkness one has to get used to —
I first encounter a wooden door, which Duchamp had sent to New York [rom Spain.
Tt is mounted on to the wall, with handsome bricks forming an arch in its upper edge.
The door is not any door, however. This is a door without a handle, a door that is
visibly not for opening and closing. This may be one of the reasons why visitors to
the Philadelphia Musewn of Art that make it all the way to the end of the Modern
and Contemporary Art galleries turn around barely alter entering room 183. This is
what I took great pleasure in observing. With the works Priere de toucher (1947),
Fountain, Comb (1916), 50 cc of Paris Air (1919), With Hidden Nowse (1916) and Why Not
Sneeze Rose Sélavy? (1921) among others in the adjacent room, a keen but uninformed
visitor cannot be blamed for thinking that the door of Erant donnés is also a ready-

made.b Either that, or the door just puts people ofl.

The third obstacle £zant donnés presents is only applicable to people like me. This is

6. Iector Obalk, writes: “The only delinition of “readymade” published under the name ol Marcel
Duchamp (“MD” to be precise) stays in Breton and Eluard’s Dictionnaire abrégé du Surréalisme: *an
ordinary object elevated to the dignity ol a work ol art by the mere choice of an artist.” “The Unlindable
Readymade’, in Yout-fuit. The Marcel Duchamp Studies Online Journal, vol. 1, issue 2, May 2000, available
from <hup://www.toutfait.com/issues/issue_2/Articles/obalk.hml> [accessed 09.04.10).


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

INTRODUCTION: A FIRST ENCOUNTER

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

shaky, representation?

Tired and jet-lagged, I was ready to give up. I stomped back into light and airy 182,
with the reassuring Le Grand verre and where a bored gallery assistant was sitting.
‘No,” she giggled when I asked, she did not have anything I could stand on — even
though we were sitting a particularly apt bench, but my pleadings and travel dramas
only added to her boredom. I was not even worthy of a look. Nothing. Who cared
aboult art, anyway? I walked back to room 183, and resolved to perfect my jumping
technique. I was not going anywhere. I was even prepared lo ask somebody to lilt me
—and body contact with strangers is the very last resort — when I had an idea. As a
small person, I tend to wear shoes with heels, and, although the ones I was wearing
then were not high enough for the occasion, doubling their height would suffice. So 1
took off one shoe and stood on one leg and two shoes. I could rcach now, propping
my one-legged body by holding on to the Spanish door. The irritating third obstacle

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

The last obstacle I had to overcome is the most disconcerting. This piece is viewed

from a single and specific poinl of view, through holes.® T was not prepared for the

7. So why is this piece not about the gendered body! After all, are we not looking at a naked woman? Or
are we! 1 was only loo aware of the theories around the bulging genitalia of the naked body, the question
of hermaphroditism, and the feelings of throbbing fleshiness felt by some intellectual and critical
viewers in relation to the unreal landscape in the background. I must say, my impression is that this
body does not ouly refer to a body, but also points towards a history ol representation.

8. The encounter with £tant donnés is so personal that, as Julian Jason Haladyu explains, the experience

is always very diflicult o summarize, let alone document. One Work Marcel Duchamp: Etant donnés,

London: Afterall Books, 2010.
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INTRODUCTION: A FIRST ENCOUNTER

What one can see through the holes has been well documented — you can sec my own
images in Fig. 2 - bul the strong experiential content of the work requires I record it
again, in writing. Straight after the holcs is a thick darkness - a darkness, I learn in
books, that is velvet-lined. Then, bricks are arranged so that they form a casual but
meticulous gap though which I peep at the scene. The scene, with elements of Lthe
psychoanalytic primal one," is brightly lit, which immediately challenges my shadow-
accuslomed 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, Lo 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 Lo
write about it. Nothing goes with anything, bul it has some sort of unity. Is this the

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

Etant donnés conlinues to balfle Duchamp scholars some of whom find it difficult to
place within his work. There have been theories around Civen being a three

12 s some of the themes are re-worked

dimensional representation of Le Grand verre,
— not least the bride, stripped bare — and they both share elements articulated in 7%e

Green Box."

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

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

12. Qctavio Paz, ammong others, wrole about this in Apariencia Desnuda: La Obra de Marcel Duchamp,
Madrid: Alianza Editorial, 2003 (1973}, pp. 107-187.

13. Of course, fotant donnés could be articulated in the context of Le Grand verre, but it also references a
number of other works by Duchamp. For some crilics, FEtant donnés means a come back Lo {some would
say a slep back) representalion. But, as Dalia Judovilz points out, this is not a negation ol ready-mades
and conceplualismy; vather, £iant donnés 1akes Duchamp’s groundbreaking ideas to their extreme: is the
Philadelphia Museum of Art not a ready-made, when looked at through the holes of the Spanish door?
Dalia Judovilz, ‘Rendez-vous with Marcel Duchamp: Given?, in Unpacking Duchamp: Art in Traunsit,
Berkeley: University ol California Press, 1995, pp. 195-232. Read the English wanslation ol the Green Bor
in Marcel Duchamp, “The Green Box’, tr. by George Heard Hamilton, in 7%e Writings of Marcel Duchamyp
(Marchand du sel [1959}), ed. by Michel Sanouillet and Llmer Peterson, New York: Da Capo Press. 1973,

26-71.
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I could write many inlerpretations about my experience, [rom what I saw and what |
have read in books. Of all the explanations, I found that psychoanalysis lent itscll
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 £rant donnés. 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 scducee in the seductive
encounter. This specific relationship, as will be seen, is governed by conflict. To
study it, I have taken a psychodynamic approach, looking at the psychological,
cultural and active forces underlying behaviour. Yet, the guiding principle of the
research is practice — artistic and others, including looking — as this is what enables a

psychodynamic relation with objects and works of art."

There are certain rules of engagement I must mention before I set oul to explore the
complex phenomenon of seduction. The present volume is structured around chapter
three, which acts as a pivot on which all the other chapters hinge. Chapter three, 77e
Scene of a Crime, is the kernel, the point at which the writing changes, reversing and
mirroring itself — and reversibility, as we will see, is a key characteristic of seduction.
This chapter introduces Roland Barthes’ conceptualisation of the ‘still” as what allows

us to see, and also makes a case for different modes of writing, using Jacques Lacan’s

14. The research is indebted to various works of art, which have inspired it along the way. These will be
explored throughout the text and the visual material. What may be more obscure is the influence of a
number of literary lexts, namely Choderlos de Laclos’ Les Liaisons Dangereuses, Marquis de Sade’s
Dialogue between a Priest and a Dying Man, Giacomo Casanova’s memoirs istory of My Life and Vladimir
Nahokov's prose. Of all of these, the first three have a direct link to seduction, as they approach issues
linked to libertinism. The last inspiration, however, may require a litlle explanation. The divine details,
precision, interest in detectives and delection, unraveling of the story at the end (for example in 7he
KEye), narrative structure (Pale Fire) and the act of recounting without telling but by showing (as in Lo/iia,
Bend Sinister, The Real Life of Sebastian Knight or Despair) ave all writing attribules 1 have kept in mind
while constructing this text. Malcotin Ashmore’s PhD thesis, more acadenic in its execution, has also
stimulated my writing. See Choderlos de Laclos, Les Liaisons Dangereuses [1782], we. by P.W.K. Stone,
London: Penguin Books, 1961; Marquis de Sade, ‘Dialogue between a Priest and a Dying Man’ {Dialogue
entre un préire et un moribond [1788)), in The Misfortunes of Virtue and Other Early Tales, \r. by David
Coward, New York, Oxford: Oxford University Press, 1992, pp. 149--160; Giacomo Casanova, /fisiory of
My Life, vols 1 1o 12 (Histoire de Ma Vie [1960]), tr. by Willard R. Trask, Baltimore and London: The Johns
Hopkins University Press, 1997; Vladimir Nabokov, The Eye (Soglyadatay [19309), tr. by Dmitei Nabokov,
London: Panther, 1968 (1966); Pale Fire, London: Penguin, 1973 (1962); Lolita, Loudon, Weidenfeld and
Nicholson, 1959; Bend Sinister, London: Penguin Modern Classies, 2001 (1947); 7%e Real Life of Sebastian
Knight, London: Penguin, 1964 (1941); Despair (Oichayanie [1934]), Lr. by the author, London: Panther,
1969; Malcolm Ashmove, The Reflexive Thesis. Wrighting Sociolog) of Scientific Knowledge, Chicago:
Chieago University Press, 1989.

17



INTRODUCTION: A FIRST ENCOUNTER

work as an example. Often secn as obscure and impenctrable Lacan’s use of language
reflects the structure and ways of working of what it describes, the unconscious. The
second part of the chapter is the transcription of a seductive encounter between an
object and a subject. Based on Sadeian dialogues, this piece should be read both as a
work and as cvidence of seduction. Duality, another trait of seduction, will also make
an appcarance in chapter three, in the form of this book’s doppelganger, the other
volume in the submission. While this volume contains mainly text, the other is

comprised mainly of photographic images.

On ecither side of chapter three ave the other four chapters, which together with this
introduction and a conclusion, form the seven parts of this text. Chapter one, “The
Seduction of Objects and its Problems’ sets the context through a review of the
existing literature on the topic, including a brief outline of disciplinary areas
concerned with seduction (psychoanalysis, consumer studies, captology, criminology),
a review of the key arguments in Jean Baudrillard’s monograph and the analysis of
several examples. [ took special care to explore the two main recurrent problems of
seduction, as pointed al by extant studies: its definition and its pervasiveness, which

paradoxically, makes it difficult to apprehend.

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

as these also take place in a clinical transference situation.

In chapter four, a declective, with delusions ol an analytic and artistic practice will
take over me while I rest and prepare for the finale. It will be her task to gather and
organise evidence (a dialogue and a pholo-book), analysing it using the tool I have
provided her with in chapter two, the sclf-reflexive methodology. A way of reading it,

of interpreting what is scen through the methodological instrument, is proposed.

18
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The deteclive will then put her case forward to a jury or panel and defend it in
chapter five. This chapter is oullined as a series of questions and answers that relate
the context ol seduction, as sel out in chapter one, to the work developed in this
invesligation. This chapler also shows additional visual evidence by other artists,
notably Sophie Calle, Naia del Castillo, Lisette Model, Lee Friedlander and Eugéne
Atget. By putting the work undertaken in my study back into its context, its validity is

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

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

my delective in her case and me.
Y

My aum is Lo formulate a way of studying the seduction excried by certain works of art
from wilhin the seductive relationship. Thus, my original contribution to knowledge
is a methodology — a conceptual [ramework for operation — that [acilitates the study of
seduction, in particular of works of art. As the investigalive work is done [rom the
inside, the capture of seduction is essential to its study and reflection and, thus, the
methodology focuses on these two aspects — capturc and reflection — as well as
recognising the moment where the subject falls for the object. The focus on works of
art comes from the facl that this research is concerned with object-subject
encounters, rather than with subject-subject encounters. Works of art arc seductive
in themselves, as we will see in the first chapler, and provide a more complex and
open case study than objects of consumption such as lemon squeczers, shoes or

. . ) i 15
electronic goods, which are more openly governed by market rules.”

The first question my study proposed was ‘whalt makes a work of art seductive?” An
altemplt at answering it showed that there is another question that needs to be asked
first. If we assume, given the cvidence shown in the literature, thal seduction is a

pervasive phenomenou, but one that is not completely visible, thic only possible way

15. These were also considered as polential objects of seduction for this study and my thought process
can be read in the blog | kept throughout this PhD study (Laura Gonzilez, A Sedictress's Jowrnal,
available from <hup//www.lauragonzalez.co.uk/blog> [accessed 09.04.10]). I wrote about lemon
squeezers (in pacticular Phillipe Stark’s Jurcy Salifj in Laura Gonzilez, “Juicy Salif'as a Cultish Toten’, in
Barbara Townley and Nic Beeeh (eds), Managing Creativity: Exploring the Parador, Cambridge:
Cambridge University Press, 2010, pp. 287-309, and aboul the iPod in “White worship: the iPod’, Arura:
Forum for Contemporary Arts, 2005, available from <hitip/www.artira.co.uk/leatures/ipod/ipod.humi>
‘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 elements that take place. There is no current methodology to do
this, however, so my research question cvolved, to become an epistemological and
methodological one: how might one study seduction as it operates in the encounter
with a work of arl? 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 specilic relation formed with the work of art is reversible, that they are not
passive, but active, and that the encounter is not a fatal one, but one that can bring
about self-knowledge. This would thus allow the viewer to avoid the classic literary
and Iragic positions of Cordelia and the Présidente de Tourvel — which will be

explored in this text."

The argument Lo support niy claim to knowledge is not provable (or positivist), as
seduction is not an object of study concerning logico-deductive processcs. It is also
not statistically verifiable — at least for the moment - and therefore cannot be strictly
classified as probable. My argument, therefore, concerns persuasion: it is plausible
(or inlerpretist), my evidence is sincere and, I hope, will convince my reader. IFor
that, I will appeal to emotions and establish the credibility and legitimacy of my
claims with the help of authorities.”” 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 non-analytical object and which thus obstructs any truth-theory,

leaving room for the fiction-theory and the pleasure of its pursuit’.*®

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

16. Both Cordclia and the Présidente de Tourvel are the victims of the seduction of Johannes and the
Vicomle de Valmont, respectively. Their stories end tragically, either with loss o honour or death. Sce
Soren Kierkegaard, Diary of a Seducer ({irst published in Lnten - filler. £t Livs [Fragment "1843)), tr. by
Alastair Hannay, London: Pushkin Press, 1999, for an account of Cordelia’s tale; and Laclos, Liaisons
Dangereuses, lor the Présidente de Tourvel’s story.

17. This comment refers to both my mode of enquiry and my writing, which, together with the
pliotographs, is an essential part of the unfolding ol my argument. Aristotle divided persnasive,
argumentative writing into three categories: logos, pathos and ethos: reasoning, emotion and the authority
of the writer. These are the three essential categories that will be brought to bear in my Lext, supporied
by visual evidence and the work of others. Declaring this framework allows for the process by which 1
obtain my results to be recovered by others. This sharing of meaning-making also addresses subjective
objections that may arise. Avistotle, 7%e Art of Rhetoric, tr. by Hugh Lawson-Tancred, London: Penguin
Classics, 2005; Janet McDounell, Completing the Doctorate [workshop], Central Saint Martins College of
Art and Design, London, 27 June 2007.

£8. Jean Baudrillard, ‘Les abimes superficiels’, in Maurice Olender and JTacques Sojcher (eds), La
séduction, Paris: Aubier Montaigne, 1980, pp. 197-207, p. 197. My translation. The original passage reads:
‘Le charme de la séduction est d’abord d’étre un objet théoricque non idenlifié, objet non analytique et
qui par la fait échec & toute théorie-vérité, laissant place i la théorie-fiction et au plaisir de son exercice.’
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anthropomorphism, of role-playing, of dressing up, and of leaving false clues in my
work: in chapter three, a diamond ring speaks. My decisive encounter with Lzant
donnés will return, throughout this material in the form of a writing prop. In trying to
build a trap for seduction I take a risk because seduction is used to tending traps and
is bound to know all the tricks. Baudrillard knew this very well, but he never had to
wrile about seduction for a doctoral thesis. My area of inlerest is complex and its
boundaries are not always controllable.” The issues raised by seduction are
controversial and people in the field hold different views on them. As the enquiry is
driven by practice rather than a priori goals or hypotheses, I experiment, assess and
lake decisions. Thus I propose a [ramework for my pursuit, one that is fully declared
so the process by which results are obtained can be recovered by others, in turn.
Sharing this meaning-making addresses any subjective objections studying seduction

from within the seductive relation may raise.

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



CHAPTER ONE

THE SEDUCTION OF OBJECTS AND ITS PROBLEMS

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

is seduction?

In the sources I consulted and which I examine in detail throughout this study, I
found a repetition of themes in relation to the meaning of seduction, starting with the
simplest dictionary definition. Etymologically, the term seduction comes from the
Latin se- (aparl), and ducere (Lo lead). Its verb form is defined as ‘to lead astray from

20 ¢

right behaviour’,”” “to err in conduet or belief”.*' Seductive behaviour is often

. . .. . 92
considered ‘in contradiction with moral law’

a position thought of as positive by
some —** and tends to be related to sexual matters.” These recurrent themes of
leading and being led astray, erring, morality and sexuality - illustrated here by short

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

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

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

20. Henry Fowler and Francis Fowler (eds), The Concise Oxford Dictionary of Current Iouglish, 5th edition,

Oxford: Oxford Universily Press, 1964.

21. Rex Budler, ‘Seduction’, in Jean Bandrillard: The Defence of the Real, London: Sage, 1999, pp. 71-118,

p. 71

22. Maria Tortajada, ‘Eric Rohmer and the Mechanics of Seduction’, Studies in French Cinema, 4 (3), 2004,
pp- 229-238, p. 230.

23. Jean Baudrillaed, Seduction (De lu séduction [1979]), e, by Brian Singer, New York: Saint Martin’s

Press, 1991; Sebastia Servano, £/ fustinto de Seduccion [The Seduction Instiuct], Barcelona: Anagrama,

2005.

24, Buller, Seduction, p. 71.
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CHAPTER ONE: THE SEDUCTION OF OBJECTS AND ITS PROBLEMS

These two examples allude to the crime of seduction, which applies to men who

* % and

obtain ‘a woman’s consent Lo sexual intercourse by promising to marry her
also used to reler to women who embellished themselves by artificial means or
through accessories. The crime of seduction, however, has deep contradictions.

Stephen Robertson alerts us Lo the [act that

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

Despite the apparenl precision of seduction’s legal definition, these two vignelles
p PI I g g
highlight a conflict at the core of the term, which is related Lo promises —often broken
—and also to artifice. The criminal term, although containing some noteworthy

8 g Y
poinls, is not readily applicable to my encounter with Duchamp’s last work. After all,

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

This text is of course not the first attempt at grasping what this elusive thing called
seduction might be. There have been a number of attempts to systematise,
characterise, qualify and taxonomise seduction. The most relevant example is
represented by Jean Baudrillard, as he dedicated a substantial part of his work to the

. 3 - . . ‘jl
study of seduction, and wrote onc of the most extensive studies on the topic.” Much

28. Stephen Robertson, ‘Seduction, Sexual Violence, and Marriage in New York City, 1886-1955, Lasw
and History Review, vol. 24, no. 2, Summer 20006, available from:
<htp://www. historycooperative.org/journals/thr/24.2/robertson. himl> [accessed 26.01.08].

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

30. This sudden shift from object - Etant donnés - to subject — Sinalra and the 1770 Act ~ and back o the
object may be uncomforlable to the veader. In order Lo address the curious case of seduction exerted by
objects, as described in the introduction, T starl with Sinatra’s example, 1o which the reader may relate,
given it refers Lo a subject. The vignette also addresses the issues of reversibility and objectilication,
pivotal to this enquiry. Laler on in this chapter, I introduce Karl Marx’s coucept of commodity fetishism, a
characteristic of capilalist societies, by which objects adopt characterislics related to the social relation
belween subjects, and relations belween subjects assume characteristics reserved for objects. This shilt,
this sharing of characteristics will become even more evident in chapter three, when a diamond ring
speaks.

31. See, for example, Jean Baudrillard, ‘Seduction, or, the Superficial Abyss’, in The Festasy of
Communication (L antre par lui-méme [1987)), r. by Bernard and Caroline Schutze, New York: _
Semiolext{e), 1988, pp. 57-75; Baudrillard, Seduction; Jean Baudrillard, Fatal Strategies (Les strategies
Jatales [1983)), tr. by Philip Beitchman and W. G. J. Nieslichowski, London: Pluto Press, 1999. Ol,hexl'
approaches, notably those by Robert Greene (Zhe Art of Seduction, London: Profile Books, 2004), Julie
Khaslavsky and Nathan Shedroff (Understanding the Seductive Experience’, Communications of the ACM,
42.(5), 1999, pp. 45-49, available fronu:

<hupicaplology stanford.edu/Key_Concepts/Papers/CACMseduction.pd> [accessed 04.09.09}), and
Jean-Noél Vuarnet (‘Le séducteur malgeé lui’, in Maurice Olender and Jacques Sojcher (eds), La

[Ifootnote continues)
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CHAPTER ONE: THE SEDUCTION OF OBJECTS AND ITS PROBLEMS

sccondary literature has been devoted to the examination of his texts and the
contextualisation of this concept in his thought.*

For Baudrillard, seduction is a reigning principle:* ‘everything is seduction and
nothing but seduction’.”* To address the confusion of the term, he undertook a
comparative study between seduction and love in Fatal Strategies, extrapolating

opposing characleristics for each, which are summarised in Iig. 4.

SEDUCTION LovE
Dual Universal
Appearances 7  Alfects 7
Immoral, perverse ‘ Ethical
Pact, Cha“enge Exchange -
Distance Proximity
Artificial form of illusion Natural form of illusion
Strategic Gratuitous o
Pagan Chuistian
Enigmatic - Mysterious
Ritual Political
Ceremonial - Pathetic
Rl T
Intelligible Unintelligible
Form Metaphor

Aesthetic difference

Moral or psychological

difference

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

5 35

from ‘the evil genie of passion’.

He sces seduction as opposed Lo production and belonging to the realm of

séduction, Paris: Aubier Montaigne, 1980, pp. 65-76) will be examined more in depth in chapter Give,
32. Butler, Seduction; Heather Marcelle Crickenherger, ‘Baudrillard’s Seduction and Walter Benjamin’s
Use of Gambling in The Arcades Project’, in 7he Arcades Project Project or The Rhetoric of Hyperiext,
unpublished doctoral thesis, Universily of South Carolina, 2003, available (rom
<hltp://www.lhefemming.com/lemming/dissertation-web/home/seduction tund> faccessed 02.02.07);
Mark Fisher and Suzanne Livingstone, l)e.s'l,'/'l,'ngSe(//[c/l.b/l, Cybernetic Gulture Research Unit, 1998.
available from <hutp//www.ceru.net/archive/seduction.hun> [accessed 02.02.07]; Greene. Azt Q/.
Seduction; Douglas Kellner, Jean Bandrillard: From Marzisu to Postnodernisi and Beyond, Cambmd.g(::
Polity Press, 1989; Charles Levin, Jean Baudrillard. A Study in Cultural Metaphysics, London: l?l'ellll(fe
Hall/Harvester Wheatsheaf, 1996; William Stearns and William Chalowupha (eds), Jean Baudrillard: The
Disappearance of Art and Politics, London: MacMillan, 1992.

33. Butler, Seduction, p. 71.
34. Baudrillard, Seduction, p. 83.

35. Baudvillard, #aral Strategies, pp. 99-110.

Do
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CHAPTER ONE: THE SEDUCTION OF OBJECTS AND ITS PROBLEMS

appearances: ‘to seduce is Lo dic as realily and reconstitute oneself as illusion’.* For
him, seduction is dual, a matter of two, and it involves a duel, a challenging play or
game. Baudrillard sees seduclion as a principle that is reversible, ambiguous. One
can never be surc it really happens. He illustrates this with two examples:
Kierkegaard’s Diary of a Seducer — discussed in Seduction and examined more in depth
below — and Sophie Calle’s Suite Venetienne — from Please Follow Me.” In both of these
cases, the seducer (Johannes or Calle/the man) is a person, but, in the encounter, a

process of objectification takes place.

Another example of systematisation of seduction can be found in Julie Khaslavsky
and Nathan Shedroff’s study of Phillipe Starck’s celebrated lemon squeezer, Juicy
Salif, where they extract cight characteristics which, they argue, make this object
seductive.” As studies [rom the fields of material culture, consumption studies, and

marketing show,” the seduction of material objects, related to Karl Marx’s
conceplualisation of comuodity fetishism ~ which I will explove below — is contingent

on late capitalist praclices.

There are many visual examples aimed at systematising seduction and 1 am
particularly concerned with those in the enclosure of the art gallery or the museum,
even though I acknowledge that these are not the only places where an encounter
with the work of art can take place. Recently, London art spaces have seen a
proliferation of shows that openly aim to seduce the viewer by means of display.™

Manolo Blahnik’s 2003 exhibition at the Design Muscun is a particularly relevant

36. Baudrillard, Seduction, p. 69. He further explains the relation between seduction and production in
Forger Foucault: “To produce is 1o force what belongs to another order {that of secrecy and seduction) to
materialize. Seduction is that which is everywhere and ahways opposed Lo production; seduction withdraws
something from the visible order and so runs counter to production.” (Qublier Foucault [1977)), tr. by
Nicole Dufresne, New York: Semiotext(e), 1987, p. 37.
37. Baudvillavel, Seduction, and *Please Follow e (1983), in The Jean Bandrillard Reader, ed. by Steve
- ; ’ ~ . farci v Prece © 3 i
Redhead, tr. hy Dany Barash and Danny Hatfield, New York, Columbia University Press, 2008, pp. 71
82.
(, Y .. g 7 e S solai aHeard s
38. Khaslavsky and Shedrol¥, Seductive Experience, p. 47. T exploved this paper in relation to Baudrillard’s
conceptualization of seduction in my book chapter ‘Juicy Salif as a Cultish Totem”.
39. See, for instance, Russell Belk, Giiliz Ger and Soren Askegaard, “The Fire of Desive: A Multisited
Inquiry into Consumer Passion’, Journal of Consumer Research. vol. 30, Dec. 2003, pp. 326-351; and
s ) g . e Lo T . ] OC . . D)
Stephen Hoch, ‘Product Experience is Seductive’, Journal of Consumer Research, 29, Deceniber 2002, pp.
448454, available from: .

. v / eranea’201<%20sed ucliv S
<http:/morris.wharton.upenn.edw/ideas/pdf/Hoch/product%20exper ience%20is%20seductive.pdf>
accessed 07.03.05).

40. See Boucher: Seductioe Visions at The Wallace Collection - exhibition calalogue .e(l. by Joanne ?:lmllp),
London: The Wallace Collection, 2004 - ov Seduced: Art and Sex from Antiquity 1o Now at the Barbican Art
Gallery - catalogue ed. by Marina Wallace, Martin Kemp and Joanne Bernstemn, London: Merrell
Publishers, 2007.
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example, as il emphasises a play between funclional and contemplative objects.®! The
display was highly theatrical, claborating on potential narratives, maximising the
impact of the shoes’ appcarance. Each room represented one, often conlradictory,
aspect of the shoes: cultural significance, technical innovation, architectural qualities,
or ethnological value, for example. The precious shoes, however, were out of reach
and there was an air of hysteria in the gallery; Constlant little cries were being uttered
in what is normally a quiet space. As a woman viewer, I can say it was a deeply

unsalisfying show, but for that reason, a successful one, a show that lefl me begging

s 42

for more because it revealed an ‘ironic reverie on the principle of functionality’.
Lel us return to the issue of definition, in an attempt to pinpoint a starting point for
my investigation. Rex Butler, in his analysis of Baudrillard’s monograph on
seduclion, gives the most complete definition | have come across: he says seduction is
‘the getung of another to do what we want, not by force or coercion, but by an
exercise of their own, though often mistaken or misguided, frce will”.® For Butler,
scduction is a relational situation in which one element or part of the relationship
tampers with the free will of the other, using a ‘softer’” approach than physical power
or threats to get what it wants. The seducer gets the seducee to want what he or she
wanls, perhaps with the help of a promise, as seen above: for seduction to occur,
both desires must conflate, even il they previously did not.* Butler’s definition is
useflul as it highlights the term’s play with desire while, through the term ‘misguided’,
maintaining the spatial reference encountered in the Concise Oxford English
Dictionary definition. It does not completely rule out issucs of morality and sexuality,
but does not highlight them ecither. Butler’s wording also differentiates the idea of
seduction from others - such as fetishism, attraction, fascination, addiction, or love,
for example — which may be confused with seduction. I will address these dillerences

in this chapter.

41, Manolo Blalnik, Manolo Blahuik [exhibition], Design Museum: London, 01 February-11 May 2003.
42. Baudrillard, Seduction, p. 64.
43. Butler, Seduction, p. 71.

44. The psychoanalyst Daniel Sibony explains the natuwe ol the promise in his book on seduction and
the (eminine. He writes: “ln current opinion, to seduce the other is to tell him what he wants lo hear, or
1o shiow him what he wants to see, ete. And il what he « wanted » Lo see is whal horrifies him? And if
what he « wanted » Lo hear is the unheard that that puts him « out of itusell' » and breaks up the limits
ol listening?” My wanslation. The original Lext in French reads: *Dans Popinion courante, séduire Vautre
cestlui dire ce qu'il a envie dentendre, ou lui montrer ce qu’il a envie de voir, ele. Etsi ee qu’il a«
envie » de voir ¢'est ce qui ni fait horreur? Bt si ce quil a « envie » d’entendre ’esL Pinoui qui le mel «
hors de lui » et fair éelater pour fui les limites de Pécouls?” Daniel Sibony, Le Féminin et la séduction,
Paris, Grasset, 1986 (1982), p. 19.
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SEDUCTION AS PRINCIPLE, PHENOMENON, PROCESS OR PRACTICE

Although it reflects the complexily of the term, broadens the scope tightly held
around morality and sexuality, and makes its relation lo desire explicit, Butler’s
definition does not address the confusion around the nature of the term thal seems to
pervade in studies on seduction. For Maria Tortajada, seduction is a ‘fundamental
human social behaviour’.” It has also been thought of as art,”® instinet,” strategy or
system,/‘3 and experience.” Different perspectives on what seduction is have
sometimes even been adopted simultancously. The paragraph below is an example of

this confusion:

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

Tortajada alludes to seduction in Eric Rohmer’s film Conte d’Automne as principle
(‘more general behaviowr’), process (‘mechanics’, ‘system’), phenomenon, and
practice. I argue that these different conceplions are in need of clarily and, more
important, acknowledgement. They can be classified into four main categorics; in
cach one, the same Lhree elements (the seducer, the act of seduction, and the
seducee) are at play, and what changes is the focus on specific aspects of their

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

* Seduction as principle integrales conceplions that consider it to be an instinct and
behaviour. Seduction is understood as a principle that regulates relations in the
world. Authors that adhere to this perspective see the relationship between
seducer and seducee as primordial and all acts are acts of seduction. If' seduction is

to lead astray, the logical problem with this approach is that its ubiquity would

45, Tortagada, Rohumer, p. 229.

46. Greene, /st of Seduction.

47, Serrano, Iustinto.

48, Baudvillard, Seduction; Fisher and Livingslone, Desiving Seduction; Tovtajada, Rofuner; Crickenberger,
Arcades Project.

49. Khaslavsky and Shedvoll, Seductioe Eaxperience; Lloch, Product Eaperience.

50. Tortajada, Rohmer, pp. 231-232; emphasis added.
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blur the path and no opportunity for an off-course direction would be possible. As
T will explore, even if all acts arc acts of seduction, it does not mean that they are
seductive for everyone. The possibility for a seductive encounter, however, is

inherent 10 all acts and objects, for the thinkers in this category.”"

* Seduction as phenomenon assimilates seduction as experience and as event. This
calegory is concerned with the context in which the seducer commits the act of
seduction that captivates the seducee, and with the nature of each of these
elements. Consumption studies, marketing and, to a certain extent, psychoanalytic

theory can be conceptualised in this category.

* Seduction as process incorporates seduction as mechanics, system, and art. The
seducer, through an act of seduction, entices the seducee. The emphasis is placed
in the characteristics and qualities of the act. History, [ilm and literature studies,
marketing, consumption studies, and popular psychology mostly belong Lo this
cluster. ™

* Seduction as practice combines discussions around libertinage. Studies focusing on
this aspect are concerned with, and place emphasis on whom, or rather, whar the
seduacer is and docs. Literature, popular psychology, and biology have studied the
figure and role of the seducer through examples such as Don Juan, Valmont,

. . . . Y
Casanova, dandies, sirens, Medusa, peacocks, and the praying mantis.” Art -

51. This approacl; tends to take on a philosophical viewpoint and authors include Baudrillard, Seduction;
Roy Ascott, ‘Twrning on Technology’, in Robert Rindler and Deborah Willis (curators), “Techno-
Seduction. An Exhibition of Multimedia Installation Work by Forty Artists’, Aesthetics and the Body
Politic, Art Journal, vol. 56, no. 1, Spring 1997, pp. 113-132, also available [rom
<hitp://www.cooper.edu/art/techno/essays/ascoti.himl> (accessed 02.02.07); Servano, /ustinto; and Gilles
Lipovetsky, L ére du vide: Essais sur Uindividualisme contemporain, Paris: Gallimard, 2001 (1983), and 7%e
Empire of Fashion: Dressing Modern Democracy (Eimpire de lephémére: La mode et son destin dans les sociéles
modernes [1987]), tr. by Catherine Porter, Princeton, N.J.; Oxford: Princeton University Press, 1994.

52. Authors include Khaslavsky and Shedroff, Seductive Lxperience: Hoceh, Product Eaperience; Jeflrey
Moussaiefl Masson (ed.), 7he Complete Leters of Sigmund Freud 1o \Vilhelm Fliess, 18871904, Cambridge,
MA.: Harvard University Press, 1985, excerpts available from
<http:/Awww.haverford.edw/psych/ddavis/flliess.himl> [accessed 28.01.07); Jean Laplanche, “The Theory
of Seduction and the Problem of the Other’, te. by Luke Thurston, Juternational Journal of Psycho-
Analysis, 78, 1997, pp. 653-666.

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

54. See Greene, Art of Seduction; Slavoj Zizek, The Parallax View, Cambridge, MA.: MIT Press, 2006; or
Frangois Roustang, The Quadrille of Gender: Casanova’s ‘Memoirs’ (Le Bal masqué de Giacomo Casanova
[1984)), L. by Aune C. Vila, Stanford, GA: Stanford University Press, 1988, for example.


http://www.cooper.edu/art/techno/essays/ascolt.hlinl
http://www.haverford.edu/psych/ddavis/lllies8.hfml
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CHAPTER ONE: THE SEDUCTION OF OBJECTS AND ITS PROBLEMS

THE RULES OF SEDUCTION

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

follows:

First rule: seduction is pervasive

A lack of clear definition or boundary in the term makes seduction conflicted. The
prevailing contradiclion, however, is not this, but its pervasiveness, ils omnipresence.
Thus, this first rule accounts [or the [act that, as Baudrillard warns, scduction will
seduce everything. Cunningly, ficrcely in its challenging nature, it resists clforts at
systematisation whatever the approach. Seduction is eternal and its mastery,
impossi])le.5S Baudrillard’s answer Lo seduction’s power is reflected in the wriling

style used in his study:

We would say that Baudrillard’s writing embodies this
disorder, does not try to master it or commenl upon il but is
subject to it, an elfect of it. In speaking ol the fundamental
scduction of the world, it too wants to be seduced. It is to know
that, insolar as what he is speaking of is true, he cannot say
what it is, cannot dircetly imilate iL. It is only by driving the
inner logic of his writing to its furthest point, by itimilating
nothing but itself, that he might somehow capture it, that this
seduction might come aboul in writing or this wriling be shown
to be an effeet of seduction.™

Instead of examining the principle, he lets himsell be seduced by i, making its
workings visible through the practice of writing. Or perhaps he is seducing us,
demonstrating it, like an effective master — and pulting into practice the second rule
of seduction. In any case, Baudrillard’s text is writlen from within seduction and is

only about it insofar as it is i it, inside the seductive relation, with the shortcomings

58. Baudrillacd, Lestusy, p. 74.

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

This, ol course, presents the researcher with a considerable obstacle: the inevitability
that everything falls under the spell of seduction, including attempts to cxamine it.
My research is in agreement with Baudrillard and takes seduction as a ruling
priuciple, particularly in capitalist socicties. Yet, within that principle, there are
practitioners, which can be observed. Through studying the manifestation and
actions of the seducer, the most aclive part of the dyad, something about the general
philosophical ground of seduction might be apprehended and a model for it can be
devised in order to gain a better understanding of its operation. The approach to the
praclice, however, has to be left open, at least in this case, as it is precisely the
practice that will lead the investigation. Through it - rather than through the
phenomecnon or process, for example, which focus more on mechanics — the

psychodynamic elements will be made manifest.

Second rule: seduction is seductive

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

being a rellection, itis a deceplion, a broken promise. Death, for Baudrillard, is the

60. Critical distance in relation 1o wriling is discussed by Jane Readell in *Site-Wriling’, in Sharon
Kivland, Jaspar Joseph-Lester and Emma Cocker (eds), Transmission: Speaking and Listening, vol. 4,
Sheffield: Site Gallery, 2005, pp. 169--176.

61. Roustang, 7%e Quadrille of Gender. Although present thvoughout the narrative, this vule is at its most
vivid in Casanova’s account, of his meeling with the castrato Bellino (pp. 54-63).

0G2. Baudrillard, Seduction, p. 81.

63. Baudrillard, Seduction, p. 8.
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- . 24
ultimate seduction.*

The reversibility of seduction in all its weakness and ambiguily 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 sirength’.%®
Butler, in his study of Baudrillard’s analysis of Seren Kierkegaard’s Diary of a

Seducer,” further explains this reversibility:

The ‘perlection’ of his [Johannes’s] crime lies in the [act that
she [Cordelia] can never be sure it happened, cannot be certain
whether it was he who robbed her of her sell-identity or
unconsciousness or whether it is this pre-existing loss which is
merely reflected in him. It is this doubling without evidence
that is the real seduction.”

Cordelia does not know whether she is the seducer or the one seduced. In lact, she is
not even certain thatl 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 represcnts the kernel of their story.

This second rule is one that has a special impact [or the practitioner, as [ will show in
the next chapters. Understanding the principle of reversibility is what will make
seduction an active practice, avoiding the role of victim that Cordelia adopted. Being

engaged in specilic forms of art and writing, and also analysis as analysand — will

64. Baudrillard, Seduciion, p. 69.

65. Baudrillard, Seduction, p. 83.

66. Diary of a Seducer is a collection of refleclions and letters, which Kierkegaard first published in
Lither/Or. 1L narrates the encounter between Johannes — the owner of the diary - and Cordelia. Johannes
sets himsell the challenge of seducing Cordelia - which he does twice - a challenge he likens loa test or
a trial and to which he applies himself methodically, learning all he can about her before meeling he].'.
When [inally the two meet, Johannes is distant, does nol show interest in her but creates an emglynallc
persona around him, which Cordelia surrenders to. There are tvo main acts in this story. In the [irsL,
Johannes auracts Cordelia and builds her confidence by showing her ‘all the powers of love, its uneasy
thoughts, its passion’ {p. 136). To even further the deception, Johannes finds an inadequale suitor,
Ldvard, whomi he befriends and advises in his courtship. Cordelia, already seduced by Johannes, can
only think about him and, eventually, he asks her to become engaged 1o him. When Cordelia’s A
conlidence in her feminine power reaches its height, Johannes withdraws and the secon)d sedll(‘.ll(‘lll, Lthe
fatal one, takes place: Johannes leads her o break their engagement - the only way out for Cord(‘fha -
and 1o her shame. She gave herself (o Johannes and then broke her engagement entirely of her free will, .

although misguided, of course.

67. Buller, Seduction, p. 110.
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cnable me to [ind a position from which this reversibility, this changing of positions,

is [Tuid.

Tlurd rule: only objects seduce

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

diagrammes in figure six:

SOTS. Desires S
/[ 0BJECT Y ———————"SUBJECT

(Coer P A

[ Seduces e
Secucer Seducee

Fig. 6: Seducing object and desiring subject graph.

The seducer is an object — as | will also show in the discussion on French
psychoanalyst Jacques Lacan’s objet petit a — whether this is by nature or through a
process of objectification of a subject, or an aspect of a subject. Therefore, il is also
possible to state that what the subject desires is an object, the object of desire — obyer
petit a. The relation of seduction is, therelore, subject/object, rather than
subjeet/subject. 1t is one of the few points in which Baudrillard and Lacan agree. This
may seem rather unclear, given that Lacan also explained that the seducer only

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

There is a high correlation belween many perversions and
the subjects who are sent for criminological examinations,
but this correlation can only be evaluated psychoanalytically
as a function of fixalion on an object, developmental
slagnation, the unpact of ego structure, and neurotic

T NG o
repressions in cach individual case.”

This refers, as I will show below, to seduction as part ol a scale, where it is located al

the tipping point between pathological and non-pathological behaviour. The

G8. Baudrillard, Fatal Sirategies, p. 111

69. *A Theoretical Introduetion to the Funetions of Psychoanalysis in Criminology’. in Eerirs. The First
Complete Ldition in Fnglish (Kerits |1966]), tr. by Bruce Fink, New York, London: W.AW. Norton, 2006, pp.
102--122, p. 121, In parallel, Baudrillard writes: “Worse: perhaps the subject will see itsell one day
seduced by its object (which is quite natural), and it will become once more the prey o{‘appc:aranc}e -
which is by far the best thing that can happen 1o it, to it and to science’. Baudvrillard, Fatal Strategies, p.

83.
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psychopathological structures lacan develops from Sigmund Freud (psychosis,
neurosis and perversion) have a clinical dimension and arc treatable conditions, but
they are also wider structures of personality. As such, seduction is most closely
located within perversion — although the position of the hysteric (neurosis) also
applies, as I will show [rom chapter two onwards. Thus, in a structure of perversion,
the subject desires an object. Moreover, the subject desives Lo be an object for the

other.

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

object of seduction becomes a subject:

The object of love changes into the subject the moment it
answers the call of love. And it is only by way of this reversal
that a genuine love emerges: I am truly in love not when I am
simply lascinated by the agalma in the other, but when 1
experience the other, the object of love, as frail and lost, as
lacking ‘it’, and my love none the less survives this loss.”

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

will show.

70. Slavoj Zizek, The Metastases of Enjoyment: Six Essays on Women and Causaliy, London: Verso, 2005, p. -
104.

71. Jacques Lacan, Le séminaire de Jacques Lacan, livore VITT: Le transfert, Paris: Seuil, 2001
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Fourth rule: the choice of an object of seduction depends on the individual subject

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

subject. Victor Burgin relates this to pleasure in arl:

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

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

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

NOT SEDUCTION

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

manifeslalions.

While the definition of seduction I adopt is not inherently pathological — this mostly
depends on context, and is nol absolute - thie incorporation of words such as ‘misled’
and ‘misguided’ alludes Lo the fact that, somelimes, seduction could take the seducce
on a journey from a posilive slale - of clation, for example — to a negalive one - say, of
dishouour. The pathological aspects | am briefly discussing here have many
dimeusions, from social, legal, ethical (as it is related to free will), political (in

particular Marxist) to consumer ethics. I do not intend to go in depth into these - for

72. Victor Burgin, ‘Victor Burgin 02.02.05°, in Sharon Kivland, Jaspar Joseph-Lester and Enuna Cocker
(eds), Transmission: Speaking and Listening, vol. 4, Shetfield: Site Gallery, 2005, pp. 106-115, p. 113.
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CHAPTER ONE: THE SEDUCTION OF OBJECTS AND ITS PROBLEMS

These pathological and, sometimes, criminal elements of seduction are evident, for
example, in the vignettes discussed above (from Sinatra to the 1770 Act and Diary of a
Seducer), and in literary narratives such as Choderlos de Laclos’s Les Liaisons
Dangereuses, which is one of the best examples of pathological seduction.” This
epislolary novel Lells the slory of two parallel seductions where the rules, in particular
its reversible aspect, ave evident. First, the Vicomte de Valmont wants to seduce
Madame de Tourvel, who is already marricd. Her innocent prudishness becomes an
obscssion for him, unbeknown to her. Second, the Marquise the Merteuil wants to
seduce Gécile Volanges, corrupling her virtuous characler, as she is lo marry one of
her former lovers. The Marquise de Merteuil and Valmont team up through a bet in
which the Marquise promises o spend the night with Valmont if he brings to her
written proof of his seduction of Madame de Tourvel. As a lavour to the Marquisc,
Valmont scduces Cécile — who has also, incidentally fallen in love with her music
teacher, Danceny - and also succeeds with Madame de Tourvel, whereas the
Marquisc takes Danceny, Cécile’s beloved, as her lover. Seduction, in its reversibility,
however, plays a trick on the lwo schemers: Valmonl falls in love with Madame de
Tourvel. A jealous Marquise breaks the bet, which Valmont won, prompting him to
confess. Spitefully, he advises Danceny to go back to Cécile, abandoning the
Marquise. She relaliates by Lelling Danceny how Valmont scduced his lover, the
consequence of this being fatal for Valmont as he is killed in a duel. Before dying,
Valiwont lakes revenge on the Marquise by giving Danceny compromising letters,
forcing her to leave France and announcing a shameful illness she has contracted,
which leaves lier face permancntly scarred. The story thus ends with Valmont dead,
the Marquise ruined, Cécile back in the convent from where she came (her mother
learncd of her being seduced), Danceny unable Lo have his love reciprocated, and
Madame de Tourvel ill with a fever provoked by the news of Valmont’s death. The
wisleading and misguiding of this tale’s characters’ free will still makes them all
responsible for their fates. Their end is the result of the Marquise and Valmont’s
pathological seduction as seducers and seducees, in whosc web the other three

characters find themsclves.” In Les Liaisons Dangereuses the pathological aspect of

74. Laclos, Liaisons Dangercuses.

75. Gender in relation to seduction is also patent in the tale, and it is one of the most balanced accounts,
showing that both men and women can be seducers and victims, as opposed to other libertine novels,
for example Diderot’s The fndiscreet Jewels or the Marquis de Sade’s narratives, and even Kierkegaard’s
Diary of a Seducer. Denis Diderot, The Indiscreet Jewels (Les bijowr indiscrets [L743)), . by Sophie Hawkes,
in The Libertine Reader: Eroticism and Enlightenment in Kighteenth-Century France, ed. by Michel Feher,
New York: Zone Books, 1997, pp. 344-541; Marquis de Sade, Philosophy in the Boudoir (Philosophie daus le
boudoir 17957, tr. by Joachim Neugroschel, Loudon: Penguin, 2006.

38
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seduction can be taken literally as a behaviour that brings discase and death.

Seduction can also, in some cases, lead to states of addiction and fetishism, where the
object of seduction dominates the subject, making it dependant upon it. Fascination
and attraction, on the lower end of the scale, refer to one’s atlention, interest and
liking being drawn towards something. In these two cases, however, promises are not
made and the free will of the receiver remains intact. Although one could rightly
argue that these slates contain an clement of activity, since attention is diverted, the
lower levels of engagement have prompted the threshold described in the
diagramme, as such a distinction may be useflul to dilferentiate the term at the centre

of my text from others often confused with it.

What is common to these elements, what makes them belong to the same scale, is the
notion of interpellation, of being called out by an object.76 Louis Althussecr coined the
word interpellation in relation to ideology and how this changes individuals into
subjects by hailing them, calling out to them: ‘Hey, you there!” Interpellation involves
recognition, interaction, identification and identity formation, as the usual answer to
this hailing is “Yes, it really is me!’”” In seduction, particularly, the object, in its
primordial quality of player ol a principle, also interpellates the subject,
supplementing Althusser’s ‘Hey, you there!” with ‘Look at me! Take me! Make me

yours!’

I have also encountered conlusion between the seductive object and the fetish object.
Although there may be situations in which these overlap (for example, where the
seductive object beconues a felish object, in the progression in the scale of seduction),
thesc two qualities are distinet. There are lwo competing uscs of the term ‘fetishism’
one clinical and one related to political economy, as a quality inherent to

commoditics.”® This research is closer to Karl Marx’s notion of commodity [ctishism

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

77. Louis Althusser, fdeology and ldeological State Apparatuses (Notes towards an Investigation), 2007 [1970],
L. by Ben Brewster, available [rom:
<hup://www.marsists.org/relercnce/archive/althusser/1970/ideology him> [accessed 02. 12.07].

78. 1 have simplitied the meanings and uses of the term feush here for clacily purposes. In his study of
the felish in architecture, Mark Wigley offers a very good genealogy of the term, ‘coined at the
intersection of discourses rather than within themy’. For him. the term is critical, as it questions the
status of the object and, by extension, of discourse. It translates belween radically dilferent systews, but
does not inhabit theni. Both Frend and Marx’s conception of the felish would fit this description, the
systems being realily and psychic space, cultural syslems or systeis of l)l‘O‘(lllClj.Oll. Bau(lr.illzu'd also ‘
thought aboul the fetish (mainly in For a Critique of the Political Economy of the Sign) Ell'I(I his aceoun Lis
summarized and examined by Wigley. Mark Wigley, “Theoretical Slippage: The Architecture of the

[Footnote continues]
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than Sigmund Freud’s clinical concept for the following three main reasons: [irst, it
is significantly connected to the third rule of seduction and to Baudrillard’s assertion
that seduction is something objects do. Secondly, Marx’s idea is primordial, essential
and operales as a principle in commodities and in the capitalist world in which this
study is immersed, in a similar way to seduction. Thirdly, commodity fetishism is
intimately related to the phenomenon of commodification, as process undergone by
certain areas of social interaction, including art. For now, I will address Marx’s
definition, discussing it in relation Freud’s term, but relegating this to the
background in order to show the enigmatic qualities of objects and how all objects

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

Before Krafft-Ebbing’s conceptualisation of the term In relation to sexuality, a fetish
was an inanimate objecl of worship, as those found, in the eighteenth-century, in

primitive religions.” This etymology allows to understand why and how Marx

Fetish’, feeush, The Princeton Architectural Journal, vol. 4, New York: Princeton Architectural Press, pp.

88-129, p. 88.

79. Dylan Lvans, An niroductory Dictionary of Lacancan Psychoanalysés, London: Roulledge, 1996, p. 63.
Since Kralft-Ebbing’s adoption of the term in a clinical setting, fetishism is a deviation, a perversion that
occurs when sexual excitement is dependent on a particular object, usually inanimate - a shoe, a special
shine on the nose. This object acts as a symbolic substitute, in contrast to the phobic object. an
imaginary substitute. These two terms — symbolic and imaginary - take us to Lacan whose theorising,
from 1953 onwards, turns around a classification system known as the ‘three orders’: the Real, the
Imaginary and the Symbholic (Evans, /utroductory Dictionary, pp. 133-134; see also Alan Sheridan’s
glossary al the end of his translation of Jacques Lacan, The Seminar of Jucques Lacan, Book XI: The Four
Fundamental Concepts of Psychoanalysis (Le séminaire de Jacques Lacan, livre X1 Les quatre concepts
Joudamentaur de la psychanalyse [1973)), ed. by Jacques-Alain Miller, tr. by Alan Sheridan, New York:
W.W. Norton, 1981). The most 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 rove; the Imaginary would be represented by the pieces themselves (a knight instead ol a messenger,
for example) whereas the Real would be the contingent circumstances alfecting the game (Slavoj Zizek,
How to Read Lacan, London: Granta, 2006, pp. 8-9). Although they interact and relate in various and
complex ways, these realins are distinel [rom Freud’s two classic triads: the Unconscious, Pre-conscious
and Conscious; and the Id, Ego and Super-Ego. Freud asserts that fetishism is an almost exclusively
male phenomenon as it relates Lo the horror of castration (Sigmund Freud, ‘Fetishism® (Fetischismus
[1927)), The Standard Fdition of the Complete Psychological Works of Sigmund Freud, under the general
editorship of James Strachey in collaboration with Anna Freud. assisted by Alix Strachey and Alan
Tyson, 24 vols, London: Vimage, 2001, vol. 21, pp. 147-158. Passim veference 1o the complete works of
Sigmund Freud is made througl the abbreviation SE, followed by the volume number in Arabic
numerals and the page range, as is customary when referencing this authoy). Lacan, with his argument
that the penis is a fetish object substituting the phaltus, readdressed this gender imbalance, establishing
that, thus, fetishism can be a female activity (Evans, /ntroductory Dictionary, pp. 63-64). This is important
to my argument, as | develop an essentially feminine position. Whereas a complete study of the term
fetishism and its relation 10 objects and subjectivity would constitule a separate study in its own right, its
differentiation from the seductive object and fetishism as a feminine perversion are of relevance to this
research. | also 1ake into account psychoanalylic approaches to the study of (etishism and the gaze in
relation to contemporary cultural manilestlations (see, for example, Henry Krips, Fetish. An Zroties of
Culture, Ithaca, NY: Cornell University Press, 1999).
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adopled the term commodity fetishism in his discussion of capitalist societies.” Marx
titled his fourth section of the first volume of Capital, “The Fetishism of the
Commodity and its Secrel’. In that section, he coined the term commodily fetishism,
arguably one of his major contributions to the field of political economy, which
signals the complicated relation between objects and people. Marx opens with a
definition of commodity: ‘[it] is, first of all, an external object, a thing which through
its qualities satisfies human needs of whatever kind’.*' However, he also warns that ‘a
commodity appears al first sight an extremely obvious, trivial thing. Bul its analysis
brings oul that it is a very strange thing, abounding in metaphysical subtleties and
theological niceties’.* Commodities have two types of value associated with them:
use-value — what satisfies human nced - and exchange-value — a quantitative measure
that converts a product into a commodity by relating it to other commodities.* It is
this latter value, an ideal and social one (that is, collective, as it applies to many
subjects) that appears to be natural to the object, and which contains the
‘metaphysical subtleties and theological niceties’ that make commodities

contradictory, riddle-like, obscure to interpretation.

Marx’s usc of the term fetishism in his coining of commodity fetishism is radically
different to Freud’s conception, who understood it as ‘a psychological condition of a
subject, whose desire transforms the significance of particular objects’.* Freud’s
conception also differs [rom Marx’s in that it has psychoanalytic individuality, thal is,
it applies to one subject, rather than a collectivity. To understand Marx, we must
return to the definition of the fetish preceding Freud and even before the
Enlightenment, and to the understanding of commodily as value rather than a
physical object. For Marx, the fetish character of commodities is inherent to them
insolar as they are commodities. So, in commodily fetishism, commodities are not
fetishised by individual consumers - thal may be termed, instead, consumer
fetishism.® Commodity fetishism is a product of the social relations of production
characterislic of capitalism. When we think of comumnodities, we think of their use-
value and their exchange-value, but the labour that goes on Lo producing them is not

instantly graspable within them. This is what Marx refers to when he writes of the

80. Karl Marx, Capital. Volume I (Das Kapital. Kritik der politischen Ockonomie, J. Bd. [1867]), . by Ben
Fowkes, London: Penguin, 1976.

81. Marx, Capital, p. 125.

82. Marx, Capital, p. 163.

83. Peter Oshorne, How to Read Marx, London: Granta, 2005, pp. 12-14.
84. Oshorne, How o Read Mare, p. 11.

85. Oshorne, How to Read Mare, p. 1.
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fetish character of commodities:

The commodity-form, and the value-relation of the products of
labour within which it appears, have absolutely no conneclion
with the physical nature of the commodity and the material
[dinglich] relations arising out of this. It is nothing but the
definite social rclation between men themselves which assumes
here, for them, the fantastic form of a relation between Lhin.gs.86

Put simply (and simplifying a complex concept), Marx is saying that, in capitalist
societies, a commodily ‘stands on its head’, as social relations take the form of
relations between things, and material relations are established between persous.87
According to Osborne, because commodity fetishism is an effect of something ‘purely
social’ (exchange value) hiding its social basis, il ‘performs an internal critique of
capitalism’s aspirations to be a rational social form’.* Thus, Marx brings the term
‘fetishism’ back to its clymological roots in Portuguese — féitico — which relates to

. . . . 4
charm and sorcery and also “artificial, skillfully contrived’.®

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

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

86. Marx, Capital, p. 165.

87. Marx, Capital, pp. 163-166.

88. Osbhorne, How i Read Marz, pp.19-20.

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

0. Baudrillard, Seduction, pp. 79-85.

91. Slavoj Zizek. The Sublime Object of ldeology. London: Verso, 1989, p. 28,

02, Zizek, Sublime Object of ldeology, p. 29.

3. José Antonio Marina, Las Arquitecturas del Deseo: Una Investigacicn Sobre los Placeres del Espiritu [The
Architeetures of Desive: An Investigation of the Pleasures of the Soul], Barcelona: Anagrama, 2007, pp.

18 and 30,
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The delinition of commodity adopted by Marx, together with the rapid development
of capitalism,u/' led to the conceptualisation of commodification, a term used to
explain the ‘transformation of relationships, formerly untainted by commerce, into

. . . . - . . Y5
commercial relationships, relationships of exchange, of buying and selling’."”

Although this term was first coined in 1977, its processes and social implications are
already criticised by Marx and Engels through their concepts of commodity fetishism
- discussed above — and alienation, and in The Conununist Manifesto: ‘The bourgeoisie
has stripped ol its halo every occupation hitherto honoured and looked up to with
reverenl awe. It has converted the physician, the lawyer, the priest, the poet, the man
of science, into its paid wage labourers’.”® Commodificalion gives economic value Lo
things not previously thought of in those terms, converting them into tradeable
commaodities.” This includes, for example ideas (their tradeable slatus expressed
through intellectual property and copyright laws), identities, sports (through their
professionalization), education and health systems (though their privatisation) and, of
course, arl (through its commercialisation).” The commercialisation of art and its
impact in the practice of artistic creation has sprung a heated debate, largely still
unresolved,™ arguing the function of culture and, by extension art, in the capitalist

world.

ART, FEMININITY AND PSYCITOANALYSIS

The central idea to the ‘commerce-and-culture” debate postulates that commerce and
culture are becoming increasingly inseparable and harder to tell apart. Nigel Whitely
arguecs that the most interesting culture arises from commercial opportunitics
(adverlising, crealive commercials and popular culture) suggesting thal the role
traditionally fulfilled by high art is now satisfied by sonie manifestations of

commerce.'™ He sees the origins of the commerce-and-culture debate in the cultural

94. See, for example, Todd McGowan, Zhe End of Dissatisfaction? Jacques Lacan and the l'merging Socicty
of fnjoyment, Albany: SUNY Press. 2004. Enjoynient and dissatislaction, or rather, disenchamiment. will
return in the conclusion to this research.

95. Brian Basgen and Andy Blunden (eds), Eneyclopedia of Marzism Glossary of Terms: € “ommodification,
2004, available from: <hitp://www.marxists.org/glossary/terms/c/o.inmn> [accessed 03.12.07).

96, Karl Marx and Friedrich Engels, The Communist Manifesto (Manifest der Aomumunistischen Partet [1848]),
. by Samuel Moore. London: Penguin Books, 2004, p. 6.

97. For works of art that talk overtly about this process. see the collaborative works of Neil Cummings
and Mavysia Lewandowska, Chance Projects (1993-2008), available from <hitp:/Avww.chanceprojects.cony/>
laccessed 30.07.101.

98. Basgen and Blunden, Commodification.

99. See, for example, Julian Stallabrass, Art /ncorporated, Oxlord: Oxford University Press, 2004.

100. Nigel Whitely, *Iligh Art and the High Street. The “Conmmerce-and-Culture™ Debate’, in Russell

{(Footuote continues]

43


http://www.marxisls.0rg/glossa1y/terms/c/o.hlm

CHAPTER ONE: THE SEDUCTION OF OBJECTS AND ITS PROBLEMS

and socio-economic changes that started taking place with the arrival of Pop Art -
and are associated with postmodernism. In the 1960s, the life-style approach to
culture, where contemplation and critical attitude are traditionally part of high
culture, gives way to images understood as commodities that can be consumed. "
Whitely, of course, contends this through staling that first, the commerce-and-
culture debate sees culture as a form of legitimisation and homogenisation, where
there is no difference between being consumer or spectator; second, that design has
displaced the type of engagement of high culture but cannot replace it; and third,
that culture, through a distancing mechanism, offers some generalisations on the
condition of society. lle makes the case for high culture through highlighting the two
main roles that culture plays in society: that the aesthetic realm, where culture is
placed and whose main function is contemplation, offers a distinct and unique type
of engagement, even if not wholly disinterested; and that high culture plays a crucial
role in providing critical discourse, especially in the case of two lendencies developed

in the 1960s: de-materialised art and politicised culture.

The ‘commerce-and-culture’ debate discusses the different functions of art and
design and their relation to capitalism. With the rise of semiological approaches that
help de-mythologise the artefacts of high culture, the impact is reversed for design
objects, which acquire the status of art."” This, argues Whitely, changes the approach
of spectators [rom a critical, contemplalive, reflective and relatively disinterested one
to a ‘knowing’ one, which does not necessarily provide the viewer with an insight into
society’s condition and ideology.'” The primary function in design (function and
value for money) is overruled by its tertiary function (status and possession value).
Culture, on the other hand, is scen as entertainment. Levelling culture down to the

values of commercc results in a dangerous loss of the aesthetic realm and critical

Keat, Nigel Whilely and Nicholas Abercrombie (eds), The Authority of the Consumer. London: Routledge,
1994, pp. 119-137.

101. The genealogy in this argument, however, is debatable, as this phenomenon is not exclusive Lo
postmodern culture: one might also see this in Dutch genre paintings of the seventeenth-century, for
example.

102. As [ discussed in “Juicy Salif*.

103. Whitely, High Art and the High Street, pp. 132-133. Although some of these characteristics - crilical,
conlemplalive, reflective and disiuterested - may appear to be knowing in the epistemological sense,
Whitely refers Lo ‘knowing’ (with inverted comas) as aware of cultural capital. He refers Lo these
‘knowing’ viewers as ‘sophisticated but it is at the level of distracting {and often engaging) activity with
litde significance or generalizable eriticality. [...] (AJuthority is supposed to have moved away from
producers, or even an awareness of the intended values of the artwork, and now appears to reside with
the consumers. And so authorily is litlle more than liking or disliking, of being entertained. 1 is less a
matter of learning, experience, judgement and discrimination, and more a maltter of the “personal
choice” of the consumer” (p. 132, 134-135).
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discourse. The authority of culture moves away from producers or the value of the
work of art to the consumer; from learning, judgement, and discrimination to
personal choice. Whilcly concludes his analysis with a defense of high culture: far
from being elitist and intolerant, he says, high culture provides a sense of otherness
from the consuming experience, promoting reflection, understanding and criticalily.
This position is crucial in relation to seduction, as niy aim is to show this shift from

personal choice to critical reflection.

Changing the focus from more general culture Lo the specificilies of contemporary
arl, recent advances in this debate see Julian Stallabrass disproving the common
conception that contemporary art lies in a zone of [reedom of expression and of
market forces by destroying some of the myths surrounding it.'* Placing it in the
context of neoliberalist economics and globalised markets, he looks at links between

art, politics, and cconomy since 1989.'%

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

cconomy — a consequernice of capitalism.

He challenges art’s fundamental ‘unknowable’ condition by looking at two main
discourses that conceal its unilormity: academic wriling, dominated by archaic

models; and art criticism, which promote an all-round positive view of the eclectic

104. Stallabvass, Art Incorporated.

105. Pavallel to this runs Charlie Gere’s avgument that art is the new religion. See Charlie Gere and
1 ol H A Y ! N corcl s e Q

Michacl Corris, Non-refational Aesthetics, London: Artwords Press, 2008.
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and diverse conlemporary art world. He puts forward the argument thal views about
art are beginning to change by looking at two recent accounts: Nicolas Bourriaud’s

Relational Aesthetics,'™

a study on the use of social intcraction as an aesthetic medium,
and Paul Virilio’s Arrand Fear,'” an analysis of the cthics of contemporary art
(including genetic manipulation) and its use for instrumental purposes. Stallabrass
analyses tensions in contemporary arl by scparaling them into three categorics: use ol
arl’s usclessness; the wide but exclusive appeal of its elitism; and conflicts between
arl’s new modes of making and its relation to production. He concludes by describing
four strategics art and artists could adopt Lo exploit these lensions and escape from
capital’s servitude: iconoclasmy; political aclivism; the exploitation of technological
means Lo side step the system (for example, internel art); and the production of works

with explicil use.

As scen in lhe wo len-year apart debates described above, the commerce-and-
culture debate produces tensions belween what art’s funclion may be and its place in
{or oul of) the capitalist system of production. The commodification process has
implications for the study of seduction in art, as hailing techniques, similar to those
employed in the marketing and advertising of products are morc or less overtly
present in arl and ils machinery (museum adverlising, privale view events,
educational programmes in galleries, ete.). Thus, the study of these processes is
essential Lo ground the present project in a contingent and conlemporary context in

whicl art praclices take place.

If the position of this project in relation Lo seduclion is to consider it as a practice in
a principle, studying seduction itsell may be problematic, if' not impossible
(remember the first rule). Yel, one may identify and study scductive objects {and,
also, seductive works of art). Through summoning seduction, practice redelines our
relation to it, as seducers, ov seducees. Baudrillard offers many examples of Lhis in his
study, mainly {rom the ficlds of music and literature. " Butler argues that it can be
concluded, {rom an analysis of these examples, that music and literature are
“themselves seductive’.'® If we also consider Baudrillard’s laler interest in artists such

as Sophic Calle and his attempts to relate her work to themes developed in Seduction,

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

107. Paul Virilio, Art and teear ({.a Procédure silence [2000]), tr. by dulie Rose, London: Continuum, 2006.
108, Baudrillard. Sediection.

109. Baudrillard, Fatal Strategies, p. 107.
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onc may arguc that visual arts cau be added 1o the category of things seductive in

themselves.

Seduction may be a universal principle. Objects of seduction, however, are not
universal even though there are some instances where certain objects, like the iPod
or the Mona Lisa, for example, are a wide success in relation to the promises made by
its marketing strategics. There is a sexual asymmelry when it comes to seduction'"
and genecrally, those who identify themselves as men do not like the same things as
those who identily themsclves as women. The same applies to thie choice of object in
relation to gender. Given its subjective (bul not personal) approach, this project is
specifically grounded in relation to feminine seduction and assumes a heterosexual
dimension."! My argument sides itself with Michael Biggs’ discussion around
subjeclive approaches in art and design doclorales, which, in his view, are not only
legitimate, but appropriate“2 Baudrillard dedicated the first of his three sections on
seduction to the argument thalt it is esseutially feminine, which is 1ot to say female.'”

He also acknowledges that this is a relation in need of further study.""*

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

problematic in relation to [‘emininity.“5

110. Davian Leader, Why Do Women Write More Leters Than They Post?, London: Faber, 1996.

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

112, Michael Biggs, ‘On Method: the Problem of Objectivity’, in David Durling and Ken [Friedman {eds),
Proceedings of the Conference Doctoral Feducation in Design: Foundations for the Future. La Clusaz, France, 8-
12 July 2000, Stoke-on-Trent: Stalfordshire University Press, 2000, pp. 209-214.

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

L4, Levin, Baudrillard, p. 33. Daniel Sibony specifically examines the relation between seduction and
the feminine, from a psychoanalytic point of view (see his work, mentioned above, Le féminin} and this
stuy will draw primarily on his work, Baudrillard’s and that of Jacques Lacan. Femininity will be
adopted as a position in relation to the choice of an object and the rapport established with it. The study
will not be concerned, however, with leminism or feminist strands in psychoanalysis, as this is not its
intellectual context. Lwill endeavour, nouetheless, Lo point out any theoretical issues relaled to {eminism
arising from my subjective approach to arl making and seduction.

115. See, for example, Monique David-Ménard, ‘Lacanians Against Lacan’, tr. by Brian Massumi, Socia/
Texrt, no. 6, Autumn 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 Lo this aspect of
psychoanalysis liberates this study from a merely interpretive analysis of seduction,
which may have ensued from theoretical models. Furthermore, through an
examination of the parallels between artistic and analytic practices, transference,'®
Lacan’s Four Discourses — in particular the Discourse of the Analyst — and his obyet petit
a, I will argue, in chapter two, that psychoanalysis, like art, is a seductive practice.'"”
Thirdly, desire and lack are at the centre of the clinical practice of psychoanalysis. As
I will show, seduction and desire — in and through obyet petit a — are conslituted 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. Winnicolt, as well as Lacan and Freud)."®

116. In the clinical setting, transference refers to the relationship between patient and analyst, as it
develops during treatment. In analysis, as something is transferred, from past to present, into the room
where the analysand finds herself and to the person of the analyst, situations are worked through not by
reruembering, but by re-living and re-enacting them. Listen to Adam Phillips in Lisa Appignanesi,
Freudian Slips, 4: Fragment of an Analysis of a Case of Hysieria, [Radio Programme] BBC, first aired on
Thursday 17 March 2005 at 3.45pm, available from
<hitp://www.bbe.co.uk/radiod/science/[reudianslips.shtml> [accessed 22.08.09]. Of course, transference
is evident in most relationships (friends, teaching situations, PhD supervision) but the context of’
analysis, the privileged enclosure, the rules of engagement, and the analytic hour - the tool of analysis,
whiclt allows unseen things to be made visible - heightens it (Susie Orbach in Lisa Appignanesi,
Ireudian Slips). Transference has a transforming effect. If transference is love, as Freud asserted, that
love is first and foremost a love of knowledge (wissentriel). Jacques Lacan, 7he Seminar of Jacques Lacan,
Book I Freud’s Papers on Technique, 19531954 (Le séminaire I: Les écrits techniques de Freud [1975)), ed. by
Jacques-Alain Miller, tr. by John Forrester, New York: W.W. Novton, 1991, p.109; Freud, *Observations
on Translerence-Love (Further Recommendations on the Technique of Psychoanalysis L)
(Bemerkangen tiber Die iibertragungslicbe [1915)), SE 12, pp. 157-174; Evans, lntroductory Dictionary, p. 212.
[17. John Forrester, The Seductions of Psychoanalysis. Essays on freud, Lacan and Derrida, Cambridge:
Cambridge University Press, 1990.

118. My approach to psychoanalysis [alls in between wo schools: Lacanian - promoting a return to
Freud’s texts — and Object Relations — placing emphasis on Freud’s drive theory and the importance of
early relationship formations. Whereas the intellectual terrvitory of this research is firmly anchored
within Lacan’s writings, Object Relations will help me address some of the relational issues around
ohject and our choices. Object Relations places especial emphasis on childhood and child
psychoanalysis, which is why I do not go any further with it. Lacan, on the other hand, helps me to
bridge between anthropology and philosophy - through phenomenology - as his teaching was

[Footnote continues
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Thus psychoanalysis will Lielp to examine the crossing between the
phenomenological thing, through the psychoanalylic object - objer petit a — 1o the
work of art, and the position of the object in the gallery space and the consulling
room. Chance encounters and the finding and re-finding of an object will be key Lo

my engagement with art through practice.

Lastly, seduction hias a peculiar place in psychoanalysis. Freud devised a theory he
called Neurotica, and which later came Lo be kinown as the seduction theory, a
misnomer.""” In his 1896 letters to his friend Wilhelm Flicss, Freud explains his
discovery of inslances of childhood seduction in most of the hysteria and obsessional
neurosis cases he was treating, s finding a possible causal link {or the afflictions.'?
On the 14 August 1897, however, hie writes ‘T no longer believe in my neurotica’,
describing how he had understood that the seductions recounted by his patients were
fantasies."' This came Lo be known as the abandonment of the seduction theory. '**
Seduction, as a clinical term and as recounted by Freud, is, according to Baudrillard,
the ‘lost object’ of psychoanalysis ' and it is believed that this rejection allowed the
praclice of psychoanalysis, as we know it today, Lo emerge, as Jean Laplanche and

Jean-Bertrand Pounlalis note:

Itis waditional to look upon Freud’s dropping of the seduction
theory in 1897 as a decisive step in the foundation of psycho-
analytic theory, and in the bringing to the fore of such

influenced by Claude Lévi-Stauss and Maurice Merleau-Ponty, among others. Object Relations was
formed by British analysts and its main exponents include Melanie Klein, D. W. Winnicott and Willred
Bion. Lacan erilicises the Object Relalions approach to psychoanalylic treatment in Seminar 11. 77%¢
Seminar of Jacques Lacan. Book 11: The Fgo in Freud’s Theory and in the Technique of Psychoanalysis, 1954~
1933 (Le séminaire, livre I1: Le moi dans la théorie de Freud et dans la technique de la psychanalyse 1954 1953
[1978]), ed. by Jacques-Alain Miller, tr. by Sylvana Tomaselli. London: W. W. Norton, 1991.

119, Laplanche, Seduction and the Problem of the Other, p. 653; Freud and Masson. Complete Letiers, Cathy
Caruth, An futerviews with Jean L(l/)/(l/lc/z(), 2001, available from <htip://www3.iath.virginia.edu/pme/text-
only/issue.101/11.2caruth.ixt> ‘accessed 28.01.07 .

120. Freud, Letler 52, ‘Extracts [rom the Fliess Papers’ (in Aus den Anfiingen der Psychoanafyse, ed. by
Marie Bonaparte, Anna Freud and Ernst Kris [1950]), SE 1. pp. 173 280, pp. 238-239. In 1\(,'///.'0.//}-/1,
Freud ‘specified the childhood erolic experiences which were precursors (o the adult neurosis’. Doug
Davis, *A Theory lor the 90s: Freud’s Seduction Theory in Historical Context’, Psychoanalytic Reviesw,

3.

81(4), 1994, pp. 627- 640, p. 6
121, Freud, Letter 69, filiess Papers, pp. 259-260.

122, Masson, Complete Letiers. See also, lellrey Moussaiell' Masson, The Assandt on Truth: FFreud’s
Suppression of the Seduction Theory, London, Boston: Faber and Faber, 1984,

123. Baudrillard, Seduction, p. 55.
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conceplions as unconscious phantasy, psychical rcality,
spontaneous infantile sexuality and so on. '™

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 attempls to study it, a synthesis of the approaches to seduction taken by different
areas -and not least psychoanalysis — and a discussion of terms rclated, 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 shilted from the principle itsel(, and

onto the examination of seductive practices.

124. Jean Laplanche and Jean Bertrand Pontalis, T/e Language of Psycho-Aunalysis (Vocabuluire f/e lu .
Psychanalyse [1967)), tr. by Donald Nicholson-Smith, London: The Hogarth Press and the Insiitute of
Psycho-Analysis, 1973, p. 361. How Freud’s rejection of the seduction theory all'owed the (levelolpmenl.
of psychoanalytic practice is explained by Shirley Nelson Garner (Freud and Fh@ss: l'l()lllO[).ll()I)lﬂ and
Seduction’, in Seduction and Theory. Readings of Gender, Representation and Rhetoric, ed. l')y Dianne
Munter, Urbana and Chicago: University of Hlinots Press, pp. 86-109). There, she explains how the end
of the friendship hetween Freud and Wilheln IMliess over a professional matter nnd,.laler on, the
seduction theory, also had an effect in the transference Freud felt with regards to this ears, nose and
throal doctor. IFreud worked through the transference in his sell-analysis, which in 1900 gave rise lf)}l:e
publication of his major work “The Interpretation of Dreams’ (Die Travmdeutung [1900]), SE 4 and SE 5.
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CHAPTERTWO

SCREEN AS METHOD

FINDING A METHODOLOGY TO STUDY SEDUCTION

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

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

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

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

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

going to come to me. For that matter, psychoanalysis was nol going to materialise in
my studio either. It was then that three realisations, separale, bul in hindsight
intimately related, managed to turn around the problem of a methodology to study

seduction.

FIRST REALISATION

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

malerial Lo formulate a methodology in relation to seduction.

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

126. Shoshana Felman argues that, according 1o Lacan, psychoanalysis is, first and foremost, a practice,
a practical engagement of patient and analyst, the concrete process of an analysis. This comes befove the
idea of psychoanalysis as a method. a technique or a theory. Shoshana Felman, Jacques Lacan and the
Adventure of Insight: Psychoanalysis in Contemporary Cullure, Cambridge, MA.: Harvard University Press,
1987, p. 57. See also Bruce Fink, A Clinical Introduction to Lacanian Psychoanalysis: Theory and Technigue,
Cambridge, MA.: Harvard Universily Press, 1999. Analysand is an equivalent term for patient. 1t
eslablishes a clear relation between doctor and patieut, analyst and analysand, through the root of both
words.

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

128. Tlerbert Muschamp, “The Talk: Leons; Freudian Slipeovers’, The New York Times, 8 October 2006,
avatlable from
<l1ll.])://que[y.nyl.imes.con1/gsl/('l||||)agc.lllnlli’l‘(*s=9/10()E6D.‘]163()1*‘93BA35753C11\9609()8B(i3&sec:&5|)0
n=&pagewauted-all> |accessed 05.02.09].
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misspellings, wrong words, and inserting thoughts, interjections and images of the
works of art I talked about in the session. I indexed every entry with keywords, kept a
database of topics, hoping to find a pattern, something. I ended up with a text similar
to this one, of around 40,000 words. What could I do with it? I could use quotations
in my thesis but that may bring the experiencc back into the real of theoretical
concerns, and my analysis had been, above all, a performative action, something
more akin lo practice (arlistic practice, I mean) than theory. My clinical diary became
a work, providing material for various manifestations. The work is a book based on
Sandor Ferenczi’s diary'™ and the Enigma codebook. I designed the layout and the
typography, with occasional advice from experts. I could not let anyone read it. The
pages are skin pink and so is the main text colour. In order to read it, the viewer
would have to deface it, perhaps colouring the pages with a peneil so the printed
letters appear. After all, they are there, available; like the unconscious, they speak,
but not readily understandable. Keywords and section headings, printed in red ink,
arc legible; that is all the reader needs to know about my unconscious. Why would
anyone want to know more? Without the details, it is evident what one will find there
- the Highway Code. I made images visible, and I included letters and invoices for my
sessions, marking money and lime, getling into the rouline of the sessions and the
process of exchange. These were the enigmalic traces of the intense engagement of

my analysis.

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

analysand." Although one could also arguc for dissimilar elements in both practices,

129. Séndor Fevenesi, The Clinical Diary of Sdndor Ferenczi (fournal Clinigue (Janvier-Octobre 1932) {1990]),
ed. hy Judith Dupont, tr. by Michael Balint aud Nicola Zarday Jackson, Cambridge, MA.: Harvard
Universily Press, 1995. Reading Ferenczi’s diary inspired me to work with my text as it was writlen,
withoul editing it (although the text colour would perforn a kind ol editing, or erasing) and withoul
picking parts of it to create other work. Ferenczi’s writing, although edited, conserves a raw quality and a
contradiction - perhaps a consequence ol working through - related Lo the practice of psychoanalysis.
This | found important o the integrity of my own clinical diary.

130. Vincent Dachy, ‘One or Two Things? A Few Remarks about Psychoanalysis and Art’, in Sharon
Kivland and Mare du Ry, /i the Place of an Object, Journal of the Cenre for Freudian Analysis and Research,
vol. 12, Special lssue 2000, pp. 17-23, p. 18.
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looking at the similarities will enlighten the motivations behind my methodological

choice.

Art and analysis arc practices, whose aim can be put in relation to the impossible,
which, in wrn, relates o the Freudian 7%ing, the inaccessible object of desire, called
objet petit a by Jacques Lacan.™" This is, arguably, his major contribution to the field
of psychoanalylic practice and theory. Objet petit a is a complex concept, in flux
throughout Lacan’s work. This algebraic formula, normally le{t untranslated, refers to
the little other (autre, in French), which in Lacanian theory relates to reflexivily,
identification and the FEgo, as opposed to the big Other, the radical allerity ol
language and the law. Objet petit a is the cause of desire: not the object to which is
desire is directed, but that which provokes desire.'™ It is unspecularizable, il resists
symbolisation and has no representation or alterity. Objer petit a evolves from carlier
formations such as Plalo’s agalma, which I mentioned in chapter one. Desire is
paramount Lo Lacan’s thought: in its unconseious form, it is ‘at the heart of human
existence and [is] the central concern of psychoanalysis’;"* objet petic a mobilises this
force. Paradoxically, the objer petit a is also the object of anxiety. It is a lack, a void,
around which the drives (to which 1 will return) circle. As such, oblaining it and
satisfying desirve is impossible. Attempts, however, are made through partial objects,

which stand in for objer petit a.

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

reaching obyet petit a. As Bice Benvenuto writes:

Art and psychoanalysis are practices ol the impossible on the
path of iniliation Lo the mystery, the beyond discourse. Their
search is for a pure language, ideally coinciding with the Thing
itself; not a [amiliar reflection of oursclves but a going towards

131. Lacaw, Four Fundamental Concepts, pp. 65-119. Das Ding, The Thing, is a concepl Freud separales
from that of ohject, stating that the Thing is a lost object. itis difficult to pinpoint where exacily Freud
discusses the Lerm, as it appears throughout his work, (irstin his *Project for a Scientific Psychology”
(Entswurf liner Psychologie (1950 [1895)), SE 1, pp. 281 397. Jacques Lacan, however, in his return to
Frend's texts, studies the concept in Seminar VIL Jacques Lacan, The Seminar of Jacques Lacan Book VII:
The Ethies of Psychoanalysis 1959 1960 (Le séminaire, livre VII: L'éthigue de lu psrchanalyse [1986]), ed. by
Jacques-Alain Miller, i, by Dennis Porter, London: Routledge, 1992, pp. 43-70.

' in The Lacanian Subject. Between Language and Jouissance,

132. Bruce IFink, ‘Object {a): Cause ol Desi
Princeton, NJ.: Princeton University Press, 1995, pp. 83-97, p. g1.

133. Yovans, /ntroductory: Dictionary, p. 30.
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the most forcign and intimate land. And reaching it ... is
. . 34
impossible. '

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

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

There arve a number of received ideas around these practices. The analyst does not
begin the session by inviting the analysand 1o talk about her mother, as one sees in
films; success does not always depend on the creative ‘genius’ of the artist as biopics
of modernist painters show. These received ideas are fuclled by a lexicon that
permeates our culture. From Picasso to Oedipus, art and psychoanalysis are
represented and discussed, even by those who do not engage in the encounters
proposed by these practices. As both deal with issues common to many viewers or
analysands, some of the work required will involve dismantling and challenging these
assumplions, conlending with the analysand and the viewer’s resistance Lo enler inlo
the intersubjective transference offered. Received ideas are nol new to seduction
cither, as I showed in the previous chapter. It constantly has 1o contend with sexual

and moral matters that limit its full workings.

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

space, for example.”” These contexts arc often governed by institutional conventions.

134, Bice Benvenuto, *The Lmpossible’, in Kivland and du Ry (eds). /n the Place of an Object, JCFAR. pp.
45-59, p. 59,

135, Dany Nobus and Malcolm Quinm, Knowing Nothing, Staying Stupid. Elements for a Psychoanalytic
Lpistemology, London: Routledge, 2005.

136, Davian Leader, Stealing the Mone Lisa: What Art Stops us from Seeing. Washington D.C.: Shoemaker
& Hoard, 2002.

137. While the cousulling roont is usually the constant context in which analysis takes place - although 1
have kinown somie sessions 1o lake the for of telephone conversations - the gallery space is oe of the
many conlexts in which an encounter with art. may happen. Others may be fields, shop windows,

[Foolnote continues]
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In the casc of the consulting room these include time and fee of the sessions, carpels,
cushions, chair, couch, prints, paintings, books, objects; in the gallery space, white
walls, ceiling light, a discreet desk, a fire hose ..."** Both Mignon Nixon and Brian
O’Doherty coincide in naming these particular scttings the ‘frame’." These frames
provide the constants in which the process takes place.' According to Donald
Winnicott, this environmental provision, the arrangement of place, is a condition to
the work of analysis, essential Lo the unbinding that needs to be done."" The viewer
and the analysand are in the world of an other, since works of art and analysts will
not casily come Lo one’s home. These spaces, the gallery and the consulting room are,

i the words of the psychoanalyst Chris Oakley, ‘privileged enclosures’.'”

The issue of setting raises very interesting and complex points and I wanl to
acknowledge again here my assumption of the gallery as a ‘situation’ of art, which is,
of course, reductive. There are other defining {rames, more importantly the
discursive frame which houses the process and/or the object. In the absence of a
gallery this frame is made even more manifest. Likewise, in the absence of a chair
and a couch, what are the essential elements that make an analysis it, and not
something else? This is a rhetorical question in the context of this study, but an
interesting one [or future research. Seduction is dependant on a context, but not on a
speciflic one; that is, the context will promote certain behaviour but seduction can
take place almost in any context. This is why it is closer to the setting in which art

takes place than that of the analytic relation. Yet, the setting of seduction, the place

studios, private dwellings, books, almost everything and everywhere. Yet, 1 will use the gallery space [or
argument’s sake, as il is a context most viewers will recognize as having specific rules of engagement, as 1
describe. The gallery is, thus, to be understood as a conlextual frame, which could, and oflen is,
something other than a gallery.

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

139. Mignon Nixon, *On the Couclt’, October 113, Summer 2003, pp. 39-76, and Brian O’Doherty, Wihie
Cube.

140. Nixon, Couch, p. 47.

141, D.W. Winnicol, Psychoanalytic fxplorations, London: Karnac Books; Cambridge, MA.: Harvard
University Press, 1989. T am conscious that I am assuming that the gallery is the frame for art, and this is
nol entirely accurate. The consulling room is a clearer case as it consists not of décor but of objects thal
can be replicated anywhere and also, importantly, used for the practice. The opposi‘te is lLrue 0['1 {qallel:‘y:
there are rarely objects other than the art. Yet, what 1 am trying lo poinl out is that in the specilicity ol
these places the encounters happen.

142, “[Wlhat is exemplified heve is the privileged enclosure. At one Jevel the analylic space, bchindl
closed doors, the locus of seduction, a place of the wildness ol intimacy, {for believe it or not, all this
does exist, which is nol 10 say that it happens to all.” Chreis Oakley, ‘A Disturbance of Memory on the
Acropolis - A Response’, in Kivland and du Ry {eds), In the Place of an Object, JCITAR, pp. 141-160, p.
149.
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in which it can and does take place is cssential to its working as is shown in the
stories of Casanova, Johannes and Valmont.'” The seducer always takes the context,
the [rame into account, be this a carriage, or the bedroom. There is no one specific

context for seduction, yet, the context is specilic 7o the individual seduction, and the

encounler happens, in part, thanks Lo iL.

Thesc privileged enclosures are Leslimony o an enigmatic encounter, governed by
particular rules ol engagement, conventions and quasi-ritualistic behaviour. In a
gallery, the distance between viewer and work is calculated, voices are lowered,
behaviour is socially controlled, walking happens at a certain pace.'* In the
consulting room, the posilional relation between analyst and analysand is precise,
rules about laying down on the couch and not looking at the analyst are observed,
talk outside of the couch is kept to a minimum, the analysand is free to ask, the
analyst is bound not to answer. However, within those conventions, there is also
space [or almost anything to happen. One could, acting out one’s anxiely, get up in
the middle of analysis and look at the analyst in the eye; or, in a passage a Uacte, just
lecave. In a gallery, the light could turn itself on and off, as in Martin Creed’s Work No
227."% The whole space could be laken up by a nightmarish vision, as happens in
Mike Nelson’s complex installations.'® The couch and the physical or virtual floor
line of the gallery have an essential role in managing Lhis engagement: they keep

147

analyst and anaysand, object and viewer aparl, ™ scparate, 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-hy-step guides of the

0 . - L . . 1{8
rules of engagement necded for each particular seductive encounter and setting.™

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

144. My thinking of these parallels was very much inspired by Sharon Kivland’s Are and Psychoanalysis
seminars lectures al Sheffield [lallam University, which 1 attended between October 2005 and February
2006. In ther, she made parallels between lovers, work and viewer, and analyst and palient.

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

146. Rebecea Duclos, Mike Nelson: Triple Bluff Canyon, Museum of Modern Art, Oxford, 8 May-4 July
2004, available [rom
<http:/Awww.surrealismeentre.ac.uk/publications/papers/journal2/acrobat_files/duclos_review pdl>
Jaccessed 11.02.07).
147. Nixon, Couch, p. 50.

148. Particular rules ol engagement perlain, also, Lo a politics ol sexuation, Lo the relation belween men
and women, and their own relation to loss and jouissauce, the beyond desire. Although [ want to
acknowledge and mention this, it falls outside my remit here: it is, as 1 explain in the conlmlnsinm, one ?l‘
my pointers [or immediate future research. Yet, a good beginning lor this can he found in Br.um‘e l‘lll.l\' $
exploration of Lacan’s statement “There is no sexual relation’, in which he explores the l)h{l“.l(‘, [lll.](,‘[l()l']
and Weoman as Other to hersell, in Jean-Clande Milner’s study on Man and Woman as inscribed in
language, and in Colete Soler’s exploration of Lacan’s l)erspe('li\'«-‘, on women, Fink, 7%he Lacanian

[Foolnole conlinues

6l


http://www.surrealisnicentre.ac.Uk/pubHcal:ions/papers/journal2/acrobat._files/iluclos_review.pdl

CHAPTER TWO: SCREEN AS METHOD

Iu Darian Leader’s Stealing the Mona Lisa: What Arr Stops Us From See[/zg,l/'” one finds
an cxample that illustrates another key characteristic shaved by art and analysis: their
relation to distance and absence. This example further links art and analysis as
practices of the impossible. Exploring the thelt of Leonardo’s Mona Lisa (rom the
Louvre, carried out by Vineenzo Peruggia in 1911 and the subsequent queues of
people wanting to look at the empty space lelt by the stolen painting, Leader explores
what art can give people, iis relation to desire, and the visual seduction it represents.
He proposes that, rather than humans being image-capturing devices, il is in fact the
other way round: images arc human capturing devices, especially in their absence.™
People seeing the emply space of the Mona Lisa did not qucuc for the sight of the
actual painting. Leader plays with the idea of desiring objects, of objects embodying
the enigmalic, invasive and malevolent dimension of the look of the Other, our
internalised image of language and the law.”" Luring and deceiving are, for Leader

152

and for Lacan, intrinsic to the image.™ What we cannot see, what is lacking from
visual reality is what attracts our look. He illustrates this with examples from I'rancis
Bacon’s work, which, for Leader, include something that resists being turned into an
image (a scream, a breath of air). This absence from the [ield of vision is based
around an impossibility rather than a prohibition. Desire and seduction rely on a
certain distance, even absence as described in Leader’s example; or the impossibility
to obtain the desired ob‘ject.'53 Distance to the analyst is necessary for transference,

and thus, for the treatment to take place.

Subject, pp. 98-125; Jean-Claude Milner, ‘Extracts from for the Love of Language’ (L Amour de la Langue
(1978]), tr. by Aun Banfield, in Jecques Lacan, Critical Evaluations in Cultural Theory, ed. by Slavoj Zizek,
vol. I1: Philosophy, London: Routledge, 2003, pp. '5'19)—3/! 1; Colelte Soler, What Lacan Said about Women:
a Psychoanalytic Study (Ce que Lacan disait des femmes: Etude de psychanalyse [2003]), te. by Jolin Holland,
New York: Other Press, 2000.

149. Leader, Stealing the Mona Lisa.

150. In Seminar X1, Lacan explains this further with the help of Choang-tsu’s dream of himsell as a
butlerfly. ‘But this does not mean that he is captivated by the butlerfly - he is a captive bulterlly, but
captured by nothing, for, in the dream, he is a butterlly for nobody. IUis when he is awake that he is
Choang-tsu for others, and is caught in their butterlly net.” Four Fundamental Concepts, p. 76.

151, To illusteate this, Leader used the example of masks, especially in the work of Pablo Picasso. See
Stealing the Mona Lisa, p. 42.

152. See Lacan’s part two of Seminar X1, entited ‘Of the Gaze and objet petit &, Four Fundamental
Concepts. pp. 65-119.

153. See Steve Dulton., Perey Peacock and Steve Swindells’ exhibition Awyakoy shown in Pekao,
Toronto. and Catalyst Arls Licli'asl,, in 2000 and 2001. The work Look as its motif'an abandoned ghost
village converted into a tourist alivaction. They show that the attraction of absence is not only a defining
characteristic of a work of art. In addition, Anthony Vidler argues thal distance and proximity play an
important part in different phenomena related to engagenment. from estrangement to neighbourliness.
Anmthony Vidler, Warped Space. Art, Architecture, and Anzxiety in Modern Culture, Gambridge, MA. and
London: MI'T Press, 2000.
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In the analytic room and the gallery space, resistance and commitment are both
present. Whereas the formenr is inevitable, the second is required for the encounter Lo
develop. Resistance is structural Lo the practice of analysis.'™ A riddle-like resistance
is also necessary to pul works of art into play. A prime example of this is Marcel
Duchamp’s Erans donnés. Although numerous attempts have taken place, everything
aboul it resists interpretation: (rom its litle, to its choice of materials and its
imagery.'” Sometimes, il even resists contemplalion, as in the story of my first
encounter with the work, an encounter that led me divectly Lo seduction and to this

writing.

Gaze is presenl in analysis room and in the gallery space. Lacan separated the
concept of gaze from that of look, the latter being concerned with the organ of sight
and with the subject.”™ For Lacan, gaze is an object thal cannol be assimilated or
represented. It is fundamentally linked to obyet petit a, the object cause of desire, as it
is the partial object of the scopic drive, how objet petit a manifests itsell though the
scopic drive.” When the analysand takes her place on the couch, the analyst

normally sits al her head."™ In the presence of its abscnce, in ils separalion [rom the

154. Evans, /ntroductory Dictionary, p. 166.

155. See, for example, the following attempts: Taylor, Lrant donnés: Judovitz, Rendes-vous with Marcel
Duchamp; &' Harnoncourt and Hopps, Lrant donnés; Jean-Frangois Lyotard, Les transformateurs Duchamp,
Paris: Editions Galilée, 1977; Juan Antonio Ramirez, ‘In the Orbil of Etant donnés’, in Duchamp. Love
and Death, Even (Duchamp, el Amor y la Muerte, Incluso [1993]), . by Reaklion Books (translator’s name is
nol given), London: Reaktion Books 1998, pp. 173-196 and ““Given in the darkness...” (Love and
Death), in Duchamp: Love and Death, Even (Duchamp, el Ainor y la Muerte, Incluso [1993]), tr. by Reaktion
Books (translator’s name is not given}, London: Reaktion Books, 1998, pp. 197-248; David Joselit,
‘Modern Machines: From the Virgin to the Widow’, in /nfiniie Regress: Marcel Duchamp, 1910-1941,
Cambridge, MA.: MIT Press, 1998, pp. 111--156; Octavio Paz, *Water Writes Always in *Plural’
(Apariencia Desnuda: la Obra de Marcel Duchamp [1973)), tr. by Rachel Phillips, in Marcel Duchamp:
Appearance Stripped Bare, New York: Arcade Publishing. 1978, pp. 91-180; Penelope llaralambidou,
‘The Stereoscopic Veil’, ary: Architectural Research Quarterly, vol. 11, issue 01, March 2007, pp. 36-52,
and The Blossoming of Perspective: A Study, London: DomoBaal editions, 2006: and Marcel Duchamp.
Meanual of Instructions for Erant donnés: 1°la chute d’ean, 2° le gaz d'éclairage, New Haven and London:
Philadelphia Museum of Art and Yale University Press, 2009 (1987).

156. Lvaus, ntroductory Dictionary, p. 72. Thie impossible alignment between them has been sludie’(l by
Lorens Hohn in his analysis of Albrecht Diirer’s third woodcut. Lorens Holm, ‘Rejoinders 1. The Scene
of the Crime’, Room 5: Arcade, issue 2, April, London: The London Consortium, 2002.

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

158. “Without exerting any other kind of influence, he invites them 10 lie down in a comfortable altitude
on a sola, while he himsell sits on a chair behind them outside their field ol vision. He does not even ask
them 10 close their eyes, and avoids tonching them in any way, as well as any other procedure which
mighl he reminiscent of hypnosis. The session thus proceeds like a conversaliqn hel\‘\r‘een Lwo people
equally awake, but one o whom is spared cvery muscular exertion and every distracling sensory
impression which might divert his attention (rom his own mental activity’. Ffe‘u’(_l, 'Fl‘(iu(l,s( .
Psychoanalytic Procedure’ (Die Freud sche Psychoanalyiische Methode [1904]), SE 7, pp. 247-254, p. 250.
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voice that spcaks, gaze plays an important part in transference, that dual, challenging
and complex relationship between analyst and analysand. Elements of a transferential
relation can also be found in the gallery space, as will be seen later, in the discussion

around the Discourse of the Analyst. Freud’s concept of scopophilia,”™ where the act of
03

looking, and the experience of being looked al are associated with pleasure,'® is

particularly relevant in the contexts of arl and psychoanalysis. In terms of seduction,
Baudrillard argued thal it is mainly a matter of appearances, manifested visually.'®'
The key similarity between art and psychoanalysis, the one that encompasses all
others is the fact that both are relational practices [ocusing on an object, be this the
art object or the analyst.'® This relation, and in particular the place the object
occupies in the gallery space and the consulting room, concerns seduction
(remember, seduclion belongs to objects). This placc is linked to Lacan’s objet petit a,
the object at the centre of psychoanalytic practice, and it is related to his theory of
the Four Discourses and the position of the analyst in the Discourse of the Analyst.
This discourse complements other three: those of the Master, the University and the
Hysteric and examine different relationships within structures of various social
bonds, or situalions of power."":)’ The discourses contain the same elements: a number
of letters that circulate and, not fixed, assume a discourse. These four elements,
always in the same order, are then rotated to occupy one of four different positions,

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

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

*  objetpetita

*  The barred subject, or subject of speech ()

159. I'reud developed this concept thronghout his work and it appears in many of his texts, most
totably, in “The Psychoanalylic View of Psychogenic Disturbance of Vision” (Die Pyychogene Sehstorung in
Psychoanalytischer Auffassung [1910]), SE 11, pp. 209-218; "Three Essays on the Theory of Sexuality’ (Drei
Abhandlungen zur Sexualiheorie [1905)), SE 7, pp. 123-243; and *lnstinets and their Vicissitudes’ (77riebe
und Treibschicksale [1915]), SIE 14, pp. 109-140.

160. Lacan also links gaze 10 salisfaction. In Seminar X1, he writes: “The gaze may contain in itself the
objel a of' the Lacanian algebra where the subject falls, and what specilies the scopic field and engenders
the salislaclion proper to it is the fact that, for structural veasons, the fall of the subject always remains
unperceived, for it is reduced to zero. FFour Fundumental Concepts, pp. 76-77.

161. See, for example Baudrillard’s chapter on the secret hovizon of appearances in Seduction, pp. 53-59.

162. Relational, in this context, refer to relatedness, something thal enables or conslitules a relation. 1t
is, of course, also connected o Nicolas Bourriaud’s concept of Relational Art, or Relational Aesthelics,
where human relations and their social contexts are at the centre of the work, See my discussion ol
Stallabrass’ Art Jucorporated, and also of Object Relations in chapter one.

163. See Jacques Lacan, The Seminar of Jacques Lacan, Book XVIL: The Other Side of ‘Psychoanalysis (Le
séminaire de Jacques Lacan, livre XVII: 1 envers de la psychanalyse, | 969-1970 [1991)), ed. by Jacques-Alain
Miller, 1. by Russell Grigg, New York: W.W. Norton, 2007.
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* The Masler Signifier, or a signifier outside of the chain of signification (S))

In the Discourse of the Analyst (Fig. 9), Lacan places objet petit a as representing the
analyst in the commanding position. This position is that of the subject-supposed-tlo-
know (suyet supposé savoir): the analysand believes the analyst holds the key to her
symptom, but the position is only illusory — even though this illusion is what brings
the analysand to the consulting room — as knowledge cannot be found in any subject,
but, instead, in the intersubjective relation.'® Thus, this is how analysis takes place:
the analyst interrogates the divided subject (8), the analysand. Her split shows
through ‘slips of the tongue, bungled and unintended acts, slurred speech,
dreams’.'® These conslitute the master or single signifier (Sy), which also represents
the end of an association, something that stops the analysand’s speech, a significr
that is lost. Through analysis, this lost signifier is [irvst, isolated; secondly, questioned
and connected to other signifiers in a dialectic relationship (S,); and thirdly, got rid

%
O[‘.l())

Agent ———P  Other

a— .85

Knowledge // Product [Loss] Sz / S

Fig. 8: Structure of the Four Discourses.'™

Fig. 9: The Discourse of the Analyst.
Following on from the parallels between artistic and analytic practices, I want to
outline here the [irst of two proposilions, key to this case. If certain works of arl can
bring obyet petit a, the cause of desire and anxiety inlo being and are its manifcstation,
they therefore occupy, in the gallery spacc, the position the analyst occupies in the
consulting room. This idea is neither new nor mine. Although Lacan did not
explicitly form a Discourse of the Work of Art, in his seminars (especially VI, XI,
XVII and XXI), he suggested a possible relation between the viewer and the object

similar to that facilitated by analytic practice. The work of art in the place of the

164. Evans, fntroductory Dictionary, p. 197. Lacan fucther links the intersubjective nature ol analysis to
transference. In Seminar X1, he writes: ‘As soon as the subject supposed 1o know exists somewhere [...|
there is transference’. Lacan, ffonr Fundamental Concepts, p. 232.

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

1G6. Stavaj Zizek, Jacques Lacan’s Four Discourses, available from <hltpziAvw. facan.com/zizlour.hine
laceessed 07.07.06).

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

aboul.

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

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

This is seduction’s reversibility, upon which Baudrillard placed so much emphasis.

168. Parveen Adams, “T'he Art of Analysis: Mary Kelly’s “Interim” and the Discourse of the Analyst,
Rendering the Real, October, vol. 58, Autimn 1991, pp. 81-96.

169. Robert Sumuels, ‘Art and the Position of the Analyst’, in Richard Feldstein, Bruce Fink and Maire
Jaanus (eds), Reading Seminar X1: Lacan’s Four Fundamental Concepts of Psychoanalysis, Albany, NY: State
University of New York Press, 1995, pp. 183-186.

170. Sharon Kivland and Marce du Ry (eds), /u the Place of an Object, Journal of the Centre for Freudian
Anadysis and Research, vol. 12, Special 1ssue 2000.

171. Institute of Germanic and Romance Studies, Psychoanalysis and The Creative/Performing Arts
Seminars, 2007, available from <hup//igrs.sas.ac.uk/events/seminar/senn_psych_Acts.him> [Accessed
19.02.10).

172. Slavoj Zizek, Fror They Know Not \Vhat They Do: Enjoyment as a Political Factor, 1.ondon: 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 oceupy, that of objet petit a, is, within the relational context of a discourse, the
place of the seducer. Beyond space, rituals and relations, seduction emerges from the
object, whether in the form of an analyst (for the analysand) or a work of art (for the

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

SECOND REALISATION

The second realisation came to me in New York, which I visited {or 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 niy stay, heavy
snow fell and I woke up to see the city covered with a metre of snow and
temperatures reaching minus11C. Going anywhere with my unsuitable [ootwear 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. 54" St). As soon as [ had the chance, I ventured over. It was Sunday morning but
the street was full of people as the Museum of Modern Art (MoMA) is just across the
street. The [irst 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 visilors trying to get a
glimpse of Pablo Picasso’s Les Demoiselles d’Avignon. 1 retraced my steps, pulling 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 toc, and a pink rhinestone heel on display. To mark the moment of my
encounter, just as one marks encounters with famous landinarks, 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 e, but could only cnter by
buzzing the door bell, which hinted at having to make an appointment). I could, at

least, get the memento of £ was /ere that photography sonietimes olfers. What 1 got

from that, however, was something more, as you can sce in the page following this

chapter.

The image resulting from my cncounter is the kernel of what Ihad been trying to
study and represents a turning point in the process. It is an unscttling image. 1t does
not quite [ullil the purpose of the snapshot, as it scems composed of two fused

images, digitally merged. The photograpl, with my evident grin of pleasure at having
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encounlered the object stirring my desire, is the collision between that desire and the
Breda shoe (as it is called) in the screen of the shop window.'” The boundaries of the
two elements — me and the shoc — are blurred and, one cannot easily determine what
is inside and what is out. Moreover, the image captures the context as the snow, the
particular New York-style pavement wires, a yellow taxi and the entrance to the
MoMA are also reflected. The image is placed then - winter — and there — New York
City. When printed, converted into a photograph rather than binary code or pixels on
a compuler, the image salisfies some of my desire, at least for a moment. Could it be
that the action of photographing gives me an alternative way to /ave instead of
purchasing the object!'”* Could I be i, in a sense, as T am absorbed into the object

and by it in the Breda photograph?

[initially showed the image to various people, both formally and i1’1f01'1'nally,175 to free
assoclale - to bring it back to psychoanalytic technique — about what may be going on
in the picture, what they saw represented therein.'” The answers were very varied,
with most people noticing, before anything else, my smile, a smile of having found
what T was looking for."”” What those groups of viewers pointed at, in concept cloud

form, can be seen in Fig. 10.

173. The act of naming the shoe is, of course, very significant. Ii attenpls to bridge the gap from object
to subject and, as Lacan discussed in Seminar 1, it is key to the subject’s position - also related to
Lacan’s experiment ol the inverted bouquet, which I will explore later - and to the ability to make sense
of the world. He writes: ‘in the constitution of the world [...], everything depends on the position of the
subject. And the position of the subject [...] is essentially characterised by its place in the symbolic
world, in other words in the world of speech. Whether he has the right to, or is prohibited from, calling
himself Pedro hangs on this place’ (p. 80). ‘Everything begins with the possibility of naming. which is
both destructive of the thing and allows the passage of the thing onto the symbolic plane, thanks to
which the truly human register comes into its own’ (p. 219). Lacan, Freud’s Papers on Technique.

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

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

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

177. The Breda photograph also velerred me to issues ol narcissisn, sell-exploration and self- -
construction, as we will see later, but more as in the work of Francesca Woodman than in that of Cindy
Sherman, that is, more exploring issues around self-perceptions of identity and womanhood than
constructed identity and social roles of women: femininity, bul not [eminism.
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. . the roundness and innocence of an image
desire and the fetish . . o
the impossible, the unattainable
the difference between art and design :ﬁ?:;ﬁ:?iﬁﬁ?ﬁfﬁ::éd

masculinicy and that which escapes language

screens and layers and windows o
desire and the cure

womanhood and a woman’s construction . .
seduction and anxiety

theatricality and fashion reﬂexiVity

flesh the hysteric play
gaze, the fall of gaze, tripping and not quite seeing e devil and the Bible
eed and survival ems use ‘ialue aéxd exchange value,
Surplus and comimo cation
the subject and the object . .
whips and submission
ansformation attraction duality not recognizing myself or scing mysclf as other
me and not-me
status
strategies mystery things and wanting to posess them
sexuali H
power ty che vuoi en; Oyment definition

Obj ect}lood and artcfacts improper canducz victims and Frank Sinatra the Sm l 1 e

historical context

IFig. 10: Concept cloud of informal responses to the Breda photograph.

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

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

178. Bruce Fink, Lacan to the Letter. Reading Lerits Closely, Minmeapolis: University of Minnesota Press,
2004, p. 5.
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%,

d 25
(o) @:G — O Other

. r ~ 17
Fig. 11: Jacques Lacan’s Schema L. 9

A parallel can be established between a-a’ and the subject-object in the Breda
photlograph, with the screen as an imaginary construction of wholeness and unily,
where the object is mine and [ am the objeet’s. As T will show, this refers to Lacan’s

mirror stage.

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

image ol an image, the image in lanlasy.

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

realisations, and as such, it seers overly simple in hindsight: To study seduction in

179, The source for this schema is Lacan, The ligo in Freud’s Theory, p. 109. The legend in the book calls
this schema “the imaginary function of the ego and the discourse of the unconscious’. 1L is called

¢ k g
Schema I, heeause its shape is reminiscent of the Greek letter for *1.7,
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and through practice is not enough, rather it has to be presented in a way that clicits
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 ereativity, histories,
and forms could be used. By this T mean the use of fiction, of drama, characters, and
role-play, and of different genres as a form of practice bringing about seduction.
After all, seduction and writing are inextricably linked, as I show in the conclusion to
my case. To engage in this practice makes sense, since much of what brought me to
study seduction was either literature,”® or works of art that have a strong textual
component (Sophie Calle, for example, or even Duchamp and his Green Box). The

result of this arca of practical investigation is this Lext.

METHIODOLOGICAL ARGUMENT

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

involves photography, analysis, and writing.

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

182

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

180. For example, Laclos’s Linisons Dangereuses, i ils epistolary form; Casanova’s diaries History of )y
life, together with Stefan Zweig and Frangois Roustang’s studies. Stelan Zweig, Casanova: A Study in Self-
Portraiiure (Drei Dichter ifues Lebens: Casanova, Stendhal, Tolstor [1928)), tr. by Eden and Cedar Paul,
London: Pushkin Press, 1998; Rouslang. The Quadrille of Gender. See also Marquis de Sade’s dialogues
in Philosoply in the Boudoir.

181. For a full exploration of the mirror stage, which will only be discussed in passing in this thesis, the
reader may approach the primary literature: Lacan, “The Mivror Stage and Formative of the I Function
as Revealed in Psychoanalytic Experieuce’ in Ferits, pp. 75- 81 and *Aggressiveness in Psychoanalysis’,
lerits, pp. 82-101. An excellent exploration can be found in Dany Nobus, *Life and Death in the Glass: A
New Look al the Mirror Stage’, in Key Concepts of Lacanian Psychoanalysis, ed. by Dany Nobus, New York:
Other Press, 1999, pp. 101-138. Bice Benvenulo and Roger Kennedy wrile a short introduction in “The
Mirror Stage (1936), in The Works of Jacques Lacan, New York: St Martin’s Press. 1986, pp. 47-62. The
reader may also wanl 10 bear in mind that there are variations on the mirror stage throughoul Lacan’s

work.

182. Nobus explains this iliusion of wholeness, and its relalion Lo the child’s sell~image. [urther: *for the
mirror image gives the child an impression ol velative physical maturity long before it has l'(‘ﬂ.(',h(’l(l that
stage. In the mirror, the child is able 1o see itself as a unity before il is actually capable ol acting inan
independent manner. For this reason, the child is eager to adopt its rellection in the mirror as an image
of itselP. Mirror Stage, p. 108. The image offers the child a ‘coherent me’.
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iiaginary, a recalm that for Lacan has ‘connotations of illusion, fascination and
seduction, and relates specifically to the dual relation between the ego and the
specular image’."®* The imaginary is rooted in the subject’s relationship to the body
in its image, which is seductive, imprisoning the subject. This image of itself is what
lixes the subject forever. Lacan further links the image and imagination to deception
and the lure, something seduction and art know about and which is evident in the
tripping and trapping manifested in the Breda pholograph. Like the infant, the
seducee has, in front of the object of seduction, a moment of recognition. This
moment makes the child, and if I follow the parallel, the seduced, suspend the fact
that their bodies are inadequate, in short, their fundamental split. It also brings about
an illusion of wholeness, of similarity, and of autonomy in relation to the image.
Thus, the mirror and the relation to the object provide an illusion of control. In the
mirror stage, the infant becomes a subject. The child sees itsell in space, and in
relation to others, as well as objects. It recognises itsell in the image aud, at the same
time, secs ilsell as others see it. A literal mirror is not always necessary for
identification with onc’s image to take place, but Lacan conceptualised a ‘mirror
experience’ as a crucial paradigm.™ This monient of recognition is not only
narcissistic. It is not only a fascination with the child’s own image, as the infant also
makes a connection, through the reflection, to others, from where a struggle for

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

Indeed, the mirror stage is ‘decisive for the installation and maintenance of sell-
consciousness’, a fundamental ontological experience explaining human fascination

with images in general. In the mirror stage, the image constitules the child, rather

185

than the other way around.' The mirror stage scts up the scene of phantasy for all

future seductions. It is the blueprint for all scenes, [orever, and structures all sexual
phantasies. It fixes the subject and all future relations — ineluding those of seduction
—arc constituted by and are dependant on it. The image the child sces in the mirror
86

is an ideal 7, an idcal-ego, one thal can never be realised.™ Schema L can, of course,

183. Evans, lntroductory Dictionary, p.82,

184. Nobus, dirror Stage, p. 106. See also Russell Grigg, ‘From the Mechanism of Psychosis Lo the
Universal Condition of the Symptom: On Foveclosure’, in K¢y Concepis of Lacanian Psychoanalysis, ed. hy
Dany Nobus, New York: Other Press, 1999, pp. 48-74, pp. 56-57.

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

18G. Nobus, Mirror Stage, p. 117. Here, [ want to make a point, tangential 1o this research bul important
in relation Lo the mirvor stage: the determination of the child oceurs vetrospectively. That is, the self-
image the child adopis depends on evenls posterior lo the mirror slage, in vetroaction (Nachiraglikhei).
Nobus, irror Stage, p. 122, A note on the ideal-ego, and the difference between this and the go ldeal
may also be nseful here. On this Zizek writes: *“ideal ego” stands for the idealized self-image ol the
subject (the way | would like (o be, the way I would like olhers 1o see me): ligo-ldeal is the agency whose

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

others.

The ego (the 7/, as the German word ¢/ denotes) is an agency formed by identification
with the image in this stage. Yet, this process is also alienating in a structure similar
to paranoia: the ego has a paranoiac structure, the structure of a symptom. The ego is
the site of resistance to psychoanalytic treatment."”A relationship is formed between
the ego and the image, and what Lacan calls the little other of reflexivity (a) is

189

created.'™ But the visual ficld is also structured by symbolic laws™ that bring us back

to morality and interdependence, issues related to seduction, as Sinatra found out in
1938. Giving comes with taking; boundaries and roles are fluid and contradictory in

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

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

the seduced with the seducer.'™

gaze I ury to impress with my ego image, the big Other who walches over me and impels me Lo give my
besl, the ideal I iry (o follow and actualize’, How to Read Lacan, p. 80. See also Juliet Flower MacCannell,
‘On the luexplicable Persistence of Swangers’, Transmission Annual: Hospitality, London: Artwords Press,
2010, pp. 106-115.

187. Evans, fntroductory Dictionary, p. 51.

188. I realize my text brushes quickly over complex concepts that may require a little more explanation. |
will briefly outline some key aspects here in ovder to help the psychoanalytically un-initiated 1o
understand ny methodological outline and to provide further sonrces ol reference. The ego (Das /ch)
corresponds 10 the Freudian triad developed in his second topological metaphor (Freud, ‘Lecture XXXI:
The Dissection of the Psychical Personality’ (Veue Folge Der Vorlesungen Zur Einfihrung in Die
Psychoanalyse [1933)), SE 22, pp. 57 -80). The ego is an ageney, which interacts and is related to the Id
(Das Es) and the Super-ego (Das Uber-Ieh). The Ego is the mediator between the impulsive urges of the
Id, the demands of the Super-ego and the external world. Tt is the agency thal acts as a walchman
between the unconscious and the conscious. putling in play delense mechanisms (such as repression),
when vequired. See, for example, Michael Kaln, “The Unconscious’, in Basic f7reud, New York: Basic
Books, 2002, pp. 15-34.

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

189, Lacan, Four Fundamental Concepts, pp. 91 -92.

190. Lacan, Lerirs, p. 92.



CHAPTER TWO: SCREEN AS METHOD

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

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

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

the image.

This is similar to what happens in Lacan’s experiment of the inverted bouquel.

191. The mirror stage is where sell-consciousness appears. Lacan took this element from the philosophy
of Alexandre Kojéve and, since my methodology involves self-reflexivity, it may be useflul to outline its
relation Lo sell-consciousness. Nobus relales sell-consciousness 1o objects. He writes: “This typically
human quality differs [rom consciousness, insofar as the latler merely involves the passive awareness
and conlemplation of malerial objects in the outside world. For self-consciousness to arise, a crealure
must express a desire (Begierde) Lo fill its own empliness, by actively engaging with non-material objects,
self-consciousness also distinguishes itsell from self-sentiment (Selbst-gefiihl), which is typical of a non-
human animal state of mind. Animal desire converges on beings and things, whereas human desive
moves beyond these given objects (o act upon a non-heing, which is nothing else than another desire.
This non-biological, ‘human desire for another desive’ does not prevent a huaman being from trying to
acquire a material object, but he or she will be more interested in gaining recognition (Anerkennung) for
this act and being given the right 1o possess the object, than in the possession as such. Nobus, Mirror
Stage, p. 111. Self-reflexivity includes sel(-consciousness (note the use of recognition) but, added to it, is
a preoccupation with agency and social roles. Speech - speaking of itsell’ - is paramount for the
attainment of self-consciousness (Nobus, Afirror Stage, p. 112) and, 1 would argue, gaze - seeing onesell
seeing — is key to self-reflexivity. Later on, with Paul Crowther’s methodology, 1 will further explore self-
consciousness. He defines sell-consciousness as the abilily to ascribe experiences to onesel(; which
correlates with Nobus and Kojeve’s view. Paul Crowther, Ar and Embodiment: From Aesthetics o Self-
consciousness, Oxford: Clarendon Press, 1993, p. 150.

192, Bernard Burgoyne, “The Line of Vision’, in Kivland and du Ry (eds), /n the Place of an Olyject,
JCIAR, pp. 32-37, p. 33.
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Lacan’s fascination with the visual starts from his [irst seminar, in which he discussed
an optical experiment. A concave mirror, a plane mirror, a box, a vase, a bouquet of
flowers and a viewer are arranged in relation to cach other so that the bouquet and
the vase are made to appear together. This ‘logetherness’, this recognition, is totally
dependent on how and where the viewer is positionted in relation to the objects, and
how she names them (remember Lacan’s ‘o call himself Pedro”). This, in his words, is
testimony to the ‘strict intrication of the imaginary world and the real world in the
psychic econoniy.””’ Recoguition, liowever, is not identification, strictly speaking. Tt
is a momentary, subjective resonance, related to the fundamental lack that constitutes
the subject. As such, recognition is on the side of the subject, not the object. It is a
calling into being ol that lack, bringing it forth [rom the Real. A relational situation

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

Secondly, this specific relation between object and subject, must be captured.
Analysis, for example, does this through speech, a signifying chain, with all the
problems this entails. In the capture, the tricking elements of seduction (its
reversibility), the entlanglement and the relation between object, subject and his or
her free will should be made evident while at the same lime relaining its
contradictory nature for the viewer. A fixed position in the Breda image is shown as
impossible; it does not happeu, as it should in photography. There is a movement
towards and back — as 1 will write about in chapter five - like in the cighteenth
century court dances, a linding and disappearing, a falling away out of the picture.
Pictures ave well placed for capluring. As I explained in the discussion of Darian
Leader’s Stealing the Mona Lisa, they lead the eye, they are a lure to the eyc. Lacan
takes this further with the coucept of dompte regard, a counterpart to the trompe l'oeil,
a taming of the gaze, ‘that is to say, that he who looks is always led by the painting to
lay down his gaze’. This is also related to the idea ol tour, a trick (truc, trucage), also a

. . . D
turn, which makes the drives trick/turn around the object.™

Thirdly, the resulting image should enable thinking, interpretations, comnentary,
contextualisation, and further associations, mainly in the form of the question w/hat is
happening? Rellexivity does not only denote the optical property associated with
mirrors, it also means to think in a particular way, to reflect. Serge Tisscron argucs

that the activity of photographing is particularly apt for bringing aboul this sort of

193. Lacan. Freud’s Papers on Technique, p. 78. See also Sharon Kivland, *[Last ) e\, Angelaki, Journal of
Theoretical Humanities, vol. 9. no. 1, London: Routledge, April 2004, pp. 15-28.

194, Lacan, Four IFundamental Concepts, p. 109 and 168.

~J
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CHAPTER TWO: SCREEN AS METHOD

mental process. In short, Tisseron suggests thal to photograph is to think, and a
correlation is made between it and psychie structures. “To take a camera to the face
or chest, to frame, to press the shutter, arc as much forms of encounter with onesell
as with the world”." Wriling, and psychoanalytic practice can be cqually reflective
and efficient in revealing the sclf in the particular seductive act. Reflection also

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

The three-step selfl-reflexive methodology (recognition, caplure and reflection) is
specifically developed Lo study visual seductions. This is not only appropriate to art,
the field ol study of this research, bul also Lo seduction as a malter ol appearances, as
in my analysis ol Baudrillard’s text in chapter onc. Tt also relates to the Lacanian
imaginary, where illusion, fascination and the relationship to the image are located,
and is rooled in the subject’s relation to his or her own body. Still, the methodology

may be applicable to other disciplines if the three principles are followed.'”

The sell-reflexive methodology is this projecl’s contribution to the problem of
studying seduction (rom within. As such, it is {ar {rom being established. The
approach may be considered, to a certain extent, as suboptimal, given the rescarcher
becomes part ol the object of study, subject and object at the same time. However,
with such an object of study, pervasive and reversible, a study from within is the only
practical ool - that is, deriving (rom the practice of seduclion - to examine
psychodynamics effectively. The self-reflexive methodology is needed Lo be able Lo
caplure what is required for an analysis and ils use is therefore reasonable, as [ will
go on Lo explain in the next three chapters. Its flaws and biases (these exist. of course,
and 1 will be very clear about them) will be taken into account and explored when the
[ull case is presented (or cxamination. One may then discover that flaws can have an
unusually high power of seduction, as whal is missing and lacking is then filled in

with phantasy.

There are precedents [or aspeets of this methodology, in particular, Malcolm
Ashmore’s thesis on reflexivity, and Paul Crowther’s methodology for sell-

consciousncss.'” Crowlher deviscs a theory aimed al outlining the minimum

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

196. 11 could be applicable. for example, Lo the realms of literature and consumption explored by Rachel
Bowlby in Shopping with Frend, London: Routledge, 1993.

197. Ashmore. 7he Reflevive Thesis; Crowther, Art and Embodiment.
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conditions for being a person, for having sell-consciousness. This comprises three
capacitics and three specific ways of using them. There is an obvious parallel here
with my three-step methodology and niy three areas of practice. The capacitics are,
first, attention, or the capacity to be receptive to sensory stimuli; secondly,
comprehension, the abilily to organise the stimuli, differentiating between sameness
and difference; and thirdly, projection, the ability to posit situations other than those
in the immediacy. The employment of these capacities in three specilic ways brings
the self into consciousness. First, reversibility, the awareness of other agents; secondly,
species-identity, the ability to sce a shared existential space and a basic set of psychical
conditions as oneself, the social context; and thirdly, personal freedom, the
inauguration of action in relation to choices and decisions. ®*Although this (alls
outside the remit of this rescarch, it may be interesting to map Crowther’s theory to
Lacan’s mirror stage and Baudrillard’s notion of reversibility. For the moment, I am
concerned with the evident parallels that can be established with the methodology 1
have devised. Iu the same way that self-consciousness is a precursor of sclf-reflexivity,
so are these capacities and ways of using them a priori requirements for self-
rellexivity. This, particularly in relation to reversibility and personal [reedom, relates
to seduclion as a principle and, I could argue further, that seduction is a specific way
of interfering with the ways of using the capacities that make someone a person, sclf-

CONsclous.

In his PhD thesis, later published as a book, Ashmore creates a method, reflected in
his writing style, to study a problem in the sociology of scientific knowledge, a field
which is part of what it is teying to criticise. The situation and status of Ashmore’s
object of study is similar to the one in which I find myself: to study scduction
thoroughly, bridging some of the problems encountered by other rescarchers,
practitioners, and thinkers, 1 have to do it from within. This means that T am at the
mercy of seduction, under its influence. The sell-reflexive methodology is the tool I
have devised to approach the problen. This methodology is, in its essence practice-

led, focusing on images.

198. Crowther, Art and Embodiment, pp. 150-151.
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CHAPTER THREE

THE SCENE OF A CRIMLE

INSTRUCTIONS FOR THE EXPERIENCE OF TILE MATERIAL (A DEMAN D)

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

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

The text has a counterpart, in the form of another book, one with photographs. The
chapter and the photo-book are not sequential but are interlinked. This text will also
unfold itself into two parts, again, these are not sequential, rather, are interlinked, an
excgesis and a dialogue. The exegesis introduces the notions of voice, stills, and
documents before refleciing on the exhibition A Case of Seduction, in which 1
presenled a sct of photographic images. I then discuss the concepts of scene and
screen in relation to a crime and finish the section with a note on writing. The

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

The photo-book, similar in appearance and dimensions to this text, is the visual

. . 200
counterpart to the dialogue, which, for full effect, should be read aloud, enacted.”
The two books should be experienced simultancously, together. Displayed on the

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

199. According to Bauduvillard *every structure can adapt Lo its subversion or inversion, but not to the
reversion ol its terms. Seduction is this reversible form’ Seduction, p. 21. Also, he wrote: "1t [seduction]
knows (this is its secrel) that there is no anatonty, nor psychology” (p. 10). The human geographer and
Baudrillard scholar Richard G. Smith defines reversibility as ‘a vital concept informing Baudrillard’s
reassessmenl of linear notions of progress that came to dominate the modern world. Reversibility is
predicated on Baudrillard’s belief, and his obsevvation, that systems have within them a Kind of built-in
ability 10 undermine themselves by their very functioning.” The Bandrillard Dictionary, Fdinburgh:
Ii(linlymrgh Universily 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 erossing the original one - or wversion -
the change of direction in the same linear path. Reversibility is important to the experience of the
material because this chapter exits the linear structure of reading by involving the photobook and
different methods of writing. Although. necessarily, chapters three, four and five relate to the previous
chapters, the structure is not one ol hnearity but could, perhaps, he described as a spival or container,
with multiple points of reference but which, at the same time, distances itsel! somewhat from the
previous writing, and altempts to undo it, to reverse it (with Baudrillard’s meaning).

200. I found inspiration for the layout of the pages of the photo-book in Martin Parr and Gerry Badger’s
excellent anthology: The Photobook: a thistory. Volume /. London: Phaidon, 2004: and The Photobook: «
History. Volume 11, London: Phaidon, 2000.
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CITAPTER THREE: THE SCENE O A CRIME

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

unflolded in cach.

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

although, of course, one is of the other:

The still, the, is the fragment of a sccond text whose existence never
exceeds the fragment; film and still [ind themselves in a palimpsest
relationship without it being possible to say that one is on fop of the
other or that one is extracted from the other,””

The picture of rescarch 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, sccondary, 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 withoul the encounter, because these
were the [irst to occur and induced the voice and stills. These documents without an
cncounter are, paradoxically, an altempt 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 exhibiled a scries of photographs, documents ol seduction, in May 2008

201. This is what, in previous chapters, } have velerved 10 as the rap, modelled on the one 1 fell into
when | went to New York City and found myself transfixed in front of the shop window. Of course, 1 am
being careful here, as one should not announce traps oo much in advance, and certainly not spell them
oul. But I have 10 acknowledge the tone of the writing. because, perhaps, it may appear as too careful a
tone, with something almost protective and insulating. This tone sets up a form of aesthetic encounter -
1 bave been warned of its similarities 1o ltalo Calvino’s £f on a Winter’s Night a Traveller - but it could also
be perceived as limiting in terms of a cvitical encounter. The next two chapters will set this eritical
encounter,

202, Roland Barthes, /mage Music Terd, tr. by Stephen lHeath, London: Fontana Press, 1977, p. 67.
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CHAPTER THREE: THE SCENE OF A CRIME

at Sheffield Hallam University’s End Gallery. The images constitute a scene of a scene,
for seduction is somewhal removed [rom the viewing of the photographs. The viewer
Is a wilness to a scene ol seduction, but does not experience it, for most part - there
is an exception, as T 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 ol large-scale inkjet prints, displayed un-mounted and
supportled by eyelels and nails. These were a document of an instance of seduclion,

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

There were other instances, however, where a quality of thal 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 the still and the lens. They have very low
resolution and are the product of a moment of wonder at the reflection of my own
shocs 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 [rame. The size ol 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 times, I am convinced Lhe rings have eyes and are looking at me,

204

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

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

203. But this is only possible Lo recognise afterwards, in the construction and recoustruction of the
evenl, in its retroaction, afterwardness or aprés-coup, translations of the psychoanalytic Nachiraglichkeit, a
concept | will explove later on. See Jean Laplanche, Problématiques Vi: L'aprés-coup, Paris: Presses
Universitaires de France, 2000.

204. Lacan uses this story Lo explain Whe situation of the gaze. He was in a small boat, fishing, when one
of his company pointed al a sardine can in the water, exclaiming ‘you see that can? Do you see it? Well,
it doesn’t see you!” The can cannol see him since it does not have eyes, but it does look at him. Lacan,
Four Fundamenial Concepts, p. 95. Lacan even made a parallel between the story of the sardine can and
jewels, which relales 1o my experience in Argyll Avcade. In pages 96-97 of Seminar XI he wriles: ‘the
poiut of gaze always participates in the ambiguity of the jewel. And i T am anything in the picture, it is
always in the form of the sereen, which 1 earlier called the slain, the spol.’
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ones. It is thus that this element of practice - the exhibition - led the research, in
particular the choice of the format of its final submission, which aims to veplicate the
conditions surrounding the small images, rather than the large prints. As such, the
images in the photo-book are not documentation of the big images (as can be seen
from a quick comparison hetween the photographs in the photo-book and the images
at the end of this chapter); the pholographs have been re-worked, re-created, re-
edited to be coherent in the book format. The book is not a catalogue, it is a work.*”
The choice of a pholo-book is motivaled, first, by ils relation and interaction to this
text, also in a book format. Secondly, the issue of scale was important in the
exhibition, and the book takes that into account. Thirdly, the small images in the
show were the only ones removed from direct contact with the materiality (and
vulnerability) of the photographs, as in the large images the photographic paper was
directly prescnted and the mode of hanging was on show through the holes, the nails
and the eyclets. The book, through the framing achieved by its material appcarance —
its production, editing, and binding - through its pages, gatefolds, variable layoudt,
and the temporal element of viewing associated wilh it, reproduces the strangeness of

the Arcade photographs.

STILLS AND VOICES

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
what happens in the images and the dialogue is not strictly against the law - not yet,
anyway.”® The criminal nature relates to the moral issues discussed in chapter onc,
bringing aboul a certain element of shame or wrongness to the person who finds

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

205. So swhere is the practice?, one may ask. Martha Graham, in her autobiography Blood Memor): aiempls
a definition of practice, which is, I think, well suited to the practice of seduction. She writes: “T'o
practice means to perform, in the face of all obslacles, some act of vision, of faith, of desire. Practice is a
means of inviting the perfection desived.” Martha Graham, Blood Memory: An Awobiograply, London:
Macmillan, 1992, p. 4. The practice is the performance in front of the objects. the capturing through
photography, the writing about them and the collection, editing and decision making that goes into the
creation of a photo-book, facing all the obstacles to deliver a vision ou seduction. Some of the obstacles
faced ave, of course, related to the exhibition I am reflecting on.

206. The ‘yet’ refers to the ambiguous nature of seduction, its reversibility, and photography. In 7%e
Perfect Crime, Baudrillard wrote: ‘Photograpliy, loo, is the art of dissocialing the object fron any previous
existence and capturing its probability of disappearing in the moment that follows. [...] This machination
of the Nothing, which means that things contradict their very reality, may be conceived as either poetic
oras criminal. All that is unintelligible is criminal in substance, and all thinking which fuels this
enigmatic machination is the perpetuation of this erime.” 7he Perfect Crime (Le crime parfair [1993]), tr. by
Chris Turner, London: Verso, 1996.

207. Seduction assunies certain norms, their transgression, and the ensuing shame. Grimes also require
norms and their transgression. This may help us o pose au inleresling question in relation to

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

Seene of the Crime, brings us back to contemporary works of art. Wollen wriles:

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

Is not this reflected in the Breda photograph? I admit that there is less ‘dread and
destruction’ (unless one applies this to the visual plane, the broken perspective),
‘evil’, ‘punishment’ and certainly ‘innocent’ than in a murder scene, for example. In
[act. there is much pleasure in my smile and in the pink rhinestones of the shoe’s
heel; yet, there is also banality, vacuousness, and references to everyday life which are
rendered extraneous, overwhelming meaning (what s going on here?, asked the Breda
photograph’s very {irst audience), incongruousness, auli-space (whal is i and what
out? Is there anything in or out?}, coded messages. Is not also what Wollen recounted
applicable to the scenc in Etant donnés? Jean-Michel Rabalé in his book on art and
crime, dedicated a whole chapter to arguing that what one can see through the
peepholes is not a bucolic scene, a woman lying down and perhaps slecping, but
rather she is a victim, a corpsc.zw The crime in Rabaté’s case is, of course, much
more tangible than seduction. Still, the scenes share aspects of the incongruity of the
space in which they are set, and the riddle they present Lo the viewer. The approach 1
have taken with the photo-book and the dialogue ains to reconstruct, to replicate,

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

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

208. Peler Wollen, ‘Vectars of Melancholy', in Scene of the Crime. ed. by Ralph Rugolf. Cambridge MA.
and London: MIT Press, 1997, pp. 23-36, pp. 25-26.

209. The chapter is called ‘Duchamyp’s fait-divers: murder as “ready-made™ in Rabaté, Arr and Crime, pp.
33 77.
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analyscd with the help of the self-reflexive methodology the process of distillation
will lead 1o knowledge about seduction. This is what the next two chapters will

undertake.

The space of the scene in the Breda photograph and in the photo-book is not the city,

the high strect, or the shop. The scene of the crime is the screen of the shop window,
where object and subject conflate and where the seduction is made visible.2® The

screen, as I will show through the analysis developed in the next chapter, fulfils the
double function of making the encounter possible and visible (if one stands in the

right position, as in Lacan’s experiment of the inverted bouquet I introduced ecarlier).
The glass of the screen in my examples is only one of many possibilities. Kaja
Silverman speaks of photography as screen, for example.®"! The letters in Les Liaisons
Dangereuses and the billets doux of courtship are also examples of screens, where
seducers and seducees can hide, reveal or expose themselves. Screens are, in my
images, the locus for pleasure, and for anxicty.m There 1s a danger with screens, and,
of course, screens also protect from danger. However, as Lacan warns us in the
experiment of the inverted bouquet, the image that appears is imaginary, and, thus,
deceptive.”” Screens relate to fantasy, sclf-seduction and narcissism. They are
moments of encounter, sometimes impossible, between the object and the subject, as
they appear together, and the subject gets a little bit closer to objet petit a. Not in vain,
Lacan’s formula for fantasy 1s S<>a, rcad ‘the bared subject in relation to the

object’.”"

210. My description of shop windows located in the city, may quite rightly remind the reader of Walter
Benjamin’s Arcades Project, where the city takes an anxious dimension, and later studies on the work,

such as that of Susan Buck Morss, and Esther Leslie. Walter Benjamin, The Arcades Project {Das
Passagen-Werk [1972)), tr. by Howard Eilland and Kevin MeLaughlin, Canbridge, MA. and Loudoun:

l]arval d University Press, 2002; Susan Buck-Movss, T/he Dialectics of Seeing: Water Benjamin and ihe

Arcades Project, Cambridge, \lA MIT Press, 1989; *The City as Dreamworld and Catastrophe’, October,
vol. 73, Cambridge, MA.: MIT Press, Summer, 1993, pp. 3-26: Esther Leslie, The Benjamin Papers,
available from <lll.l.|).//\n\ w.|mhlzmlleheln.(‘o.ul\/\\allbuu/bum).hl m [accessed 05.09.10].

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

212. For a discussion on architectural and social spaces, material culture and the pursuit of pleasure,
especially in relation to femininity, see Jane Rendell, The Pursuit of Pleasure. Gender, Space and
Architecture in Regency London, London: The Athtone Press, 2002, For an exposition of urban
environments as spaces for anxiely, including psychopathologies, estrangement, spaces ol distraction
and, more importantly, crime scenes, sec Anthony Vidler, Warped Space; and Vietor Burgin, /n/Different
Spaces: Place and Memory in Visual Culture, Berkeley, Loudon: University of Califorma Press, 1996,
especially the chapters *Seiburealism’ (pp. 109- 116) and “The City tn Pieces’ {pp. 139-153).

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

214. Evans, Introductory Dictionary, p. 60. Lacan developed this matheme in the context of the Graph of

5 D
Desire, z\ppoannw in Le séminaire de Jacques Lacan, livre V: Les formations de [Tnconscient, Pavis: Sewl,
1998, and in “The Subversion of the Subject and the Dialectic of Desire’, Ferits, pp. 671-702.



CHAPTER THREE: THE SCENE OF A CRIME

And then there are scenes, which have a bearing in a clinical situation, from the
traumatic impact of the ‘primal scene’ to the scene of fantasy,”” a framing that is
closely linked to seduction. Screens and scencs [cature in the psychoanalytic
literature, mainly in Freud’s Screen Memories,'® and Lacan’s theory of the gaze, which
he considered to be one of the four fundamental concepts of psychoanalysis. Here, I
will go more in depth into its relation to a psychoanalytic framework of visual art and
seduction. In Seminar X1, he presents two diagrammes, distinguishing the look and

the eye from the function of the gaze (Fig. 13).

Object Image Geometral Point

(Eye) Point of light Screen Picture

IFig. 13: The line and the Iiglll..217

I introduced the concept of gaze in the previous chapter, as one of the parallels
between art and psychoanalysis but what concerns us here is the significance of the
screen as a regulator of the function of gaze in the field of vision, which, in turn, is
integrated in the field of desire.*™ For this, we need to return bricfly, visually, to the

experiment of the inverted bouquet, and the issue of position arising from it (Fig. 14).

215. Dylan Evans writes: ‘Lacan also uses Lhe term “scene’ to designate the imaginary and symbolic
theatre in which the subject plays out his fantasy, which is built on the edilice ol the reaf (Lhe world).
The scene of fautasy is a virtual space which is framed, in the same way that the scene of a play is {ramed
by the proscenium arch in a theatre, whereas the world is a real space which lies beyond the frame (...)
This notion of scene is used by Lacan to distinguish between «cting out and passage to the act. The former
still remains inside the scene, for it is still inscribed in the symmbolic order. The passage Lo the act,
liowever, is an exit [rom the scene, is a crossing over from the symbolic to the veal; there is a total
identification with the object (ohjet petit «), and hence an abolition of the subject.” Introductory Dictionary,
p. 168. 1 will write more on fanlasy, and its relation fo scenes and trauma in chapter five.

216. Screen memories are usually childhood memories appearing in later years and used to shield a

repressed event. These memories, idealising, unusually clear and apparently insignificant are

L . . . . . R A
compromise formalions, screening a traumatic event from consciousness. Freud, “Sereen Memories
(Uber Deckertunerungen [1899)), SE 3, pp. 303-322.

217. The diagramme is a reproduction from Lacan, Lowur Fundamental Concepts, p. 91.

218. Lacan, Four Fundamental Concepts, p. 85. In the field of vision, objet petit a is the gaze, p. 105.
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CHAPTER THREE: THI SCENE OF A CRIME

rupture of space, 1s thus what protects and also what allows for the image to be

mapped, to be seen.** Lacan then joined the two diagrammes (Fig. 15).

Object + Point of G_eometral Point (Eye) +
Light = Gaze Plicture = Subject of
Representation

. s . B T . . 224
Fig. 15: What is a picture? The functioning of the scopic register.”

In the dialectic of the eye and the gaze, Lacan warns that ‘there is no coincidence,
but, on the contrary, a lure’.*® As a viewer, I am turned into a picture, ‘the function
in which the subject has to map himself as such’.* Il looked at closely, this third
diagramme scems to represent perfectly the structure of the images of this research,

from the Breda photograph to those in the photo-book.

The conceplualisation of photography - another sereen, of course — as a crime scene
has a history too. Ralph Rugofl attempts to draw together an aesthelic of the forensic
in his exhibition Scene of the Crime. More recently Henry Boud’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 rcal erime 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 Verdrangung:;

. . . 297 . cpem
foreclosure, or Verwerfung and denial, or Verleugnung, respectively).™ It is difficult

223. Lacan, Four Fundamenial Concepts, pp. 93-94.

224. The diagramme is adapted fromn Lacan, Four Fundamental Concepts, p. 106.

225. Lacan, Four frundamental Concepts, p. 102. Moreover, Lacan establishes the pre-existenee ol the gaze
and its lure with the phenomenological argument: ‘1 see only lrom one point, but in my existence L am
looked at from all sides” (p. 72), which is what the subject in the dialogue and the photographs is about
Lo find.

226. Lacan, Four ffundamemal Concepts, p. 100.

227. Llenvy Bond, Doubly Inscribed Objects and Privileged Signifiers: an Faploration of the ‘Optical
Unconscions’ of the Crime Scene Photwgraph, Unpublished PhD thesis, Cheltenham: University ol
Gloucestershive, 2007, published as Lacasn at the Scene, Cambridge, MA. and London: M1 Press, 2009.
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CHAPTER THREE: THIE SCENE OF A CRIME

to deny a seduction for detection and forensics in art, as Bond demonstraics in his
analysis of Sophie Callc’s L Hétel and Mike Mandel and Larry Sultan’s Evidence.
Rugoff, however, also warns against the different aims of real-life eriminology (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
pursuc as viewers.””

In his essay ‘Open Letter to Detectives and Psychoanalysts: Analysis and Reading’,
Paurick French admits that truth, in the form of the revelation of the crime or the
criminal, is disappointment 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 produccd ‘through a transferential play with the text and with
other texts’.” His open letter refers mainly to the practice of analysis, and to texts
and our engagement with them, but his assertion also applies o 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 pivol, a slight swivel, a graceful twirl,
rather than a u-turn - I want to make a comment on the practice of writing in relation
to revealing, to making a phenomenon visible. Lacan’s writings, often criticised for
their obtuseness, function, literally, like an example of a proposition.” Madan Sarup
writes that ‘Lacan’s writings arve a rebus because his style mimies the subject matter.

He nol only explicates the unconscious but strives to imitate i.*" At the same time,

228. Ralph Rugoll, ‘Introduction’, in Scenc of the Crime, Cambridge MA. and London: MIT Press, 1997,
pp. 17-22, p. 18.

229. Pawvick French, ‘Open Letler to Delectives and Psychoanalysts: Analysis and Reading’, in 7he Art of
Detective Fiction, ed. by Warren Chernaik, Martin Swales and Robert Vilain, New York: St. Marting

Press, 2000, pp. 222-232, p. 222

230. Bond, Doubly Inscribed Objects, p. 32,

231, Madan Savup, Jacques Lacan, Hemel Hlempstead: Harvester Wheatsheal, 1992, p. 80. Jane Gallop
equates the experience of reading Lacan 1o that ol undergoing analysis, ‘complete with passion, pain,
desire 10 know, translerence’. Reading Lacan, 1thaca: Cornell University Press, 1985, p. 53, Susan David
Bernstein takes it further and asks whether readers ol Lacan sufler from hysteric symptoms. *Confessing
Lacaw’, in Seduction and Theory. Readings of Gender, Representation and Rhetoric, ed. by Dianne Hunter,
Urbana and Chicago: University of Hlinois Press, pp. 195-213.
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CHAPTER THREE: TUE SCENE OF A CRIMIE

his syntax, his euphonics and composition are also seductive,™ 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 demands are frustrated.”® This is because, as Baudrillard did
with seduction, Lacan makes the Thing itself, the object cause of desire and,
conscquently, the unconscious ~ his and our unconscious, an unconscious in which
one can find recognition - speak in his text, provoking discomfort.” Thus, like
Lacan and Baudrillard, my text aims o let seduction speak — perhaps also causing
some discomfort — rather than to speak about it, which would just drive it away. Tt 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 number of new voices will be heard.”” An artist,
a deteclive, and a doctoral candidate will make appearances. So will a seducer and a
seducee. Sometimes these voices will be separate; sometimes they will be merged
into one (the reader will notice I have had to adopt a number of disguises in order lo

. : s
carry out my work). Most of the time, they will appear unannounced.”*

232. Nobus and Quinn, Knowing Nothing, p. 70.
233. Bond, Doubly Inscribed Objects, p. 33.

234, Bond. Doubly Inscribed Objects, p. 32. And we know, Irom Baudrillard, that the unconscious seduces:
‘For what is mosi damaging to psychoanalysts 1s the realisation that the unconscious seduces: it seduces
by ils dreams and by its concepl; it seduces as soon as the id speaks and even as the id wishes to speak.’
Seduction, p. 55.

235. In *Writing in the place of listening’ (in Sharon Kivland and Lesley Sanderson (eds), Transmission:
Speaking and Listening, vol. 1, Sheflield: Site Gallery, 2002, pp. 15--28), Jane Rendell explores the relation
between autobiographical wriling, eritical distance, voice and the ‘I’ who speaks and writes, all of which
will be problematised in the remainder of this text. Rendell, together with other authors, continues to
explore some ol these concerns and their links to space in ‘Architecture-Writing’, the second section of
the collected volume Critical Architecture, ed. by Jane Rendell, Jonathan Hill, Murray Fraser and Mark
Dorrian, London: Routledge. 2007, pp. 85-162.

236. This chapter found inspiralion in Marx’s statement at the end of his Conunodity Fetishism section in
Capital (Il commodilies could speak...” see note 243 below). The main sources for the wriling can be
found in Ashmore, The Reflexive Thesis; Marquis de Sade’s works, in particular his Priest and Dying Man
and Philosophy in the Boudoir; Jean GeneUs Le balcon [1956], Pavis: Gallimard, 2002 Oscar Wilde’s “"The
Critic As ArlisU, in Complete Works of Oscar Wilde, Glasgow: HarperCollins, 1994 [1948], pp. 1108-1155;
Gregory Bateson’s *Metalogues’. in Steps to an Lcology of Mind: Collected Essays in Anthropology, Psychiatry,
Evolution and Epistemology, London: Granada, 1973; and Mary Ann FFrancis’ editorial piece for the
Journal of Visual Arts Practice, vol. 7, issue 3, 2008, pp. 199- 204. All of these texts ave written, [ully or
partially, as dialogue and all have a didactic, morat or eritical undertone, whicl I tried to l‘eproduc.‘e in
niy piece. The capture of knowledge and a critique of seduction (from within is what 1 aim to acliieve by
using this type ol writing.

Vladimir Nabokov’s Pale Jire, Theodor Adorno’s *Subject-Object’ (in Aestheiic Theory (Aesthetische
Theorie [1970]), te. by Robert tallot-Kentor, London: Continuum, 2004. pp. 215-231) and .le;.m Michel
Rabalé’s discussion on why crime and detective novels are seductive {in /7 and Crime) have influenced
the thinking and strueture of the narrative. Arthur Conan Doyle’s *A Case of Identity’ [1891] (in The ‘
Adventures of Sherlock lolmes. Londou: Penguin, 1981, pp. 33-50) and Freud’s ‘Fragment of an Analysis
ol'a Case of Uystevia® (Bruehstiick Liner Hysterie-Analyse [1905]), SE. 7, pp. |--122 provide the background

[Footnote continues)
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CHAPTER THREE: THE SCENE OF A CRIME

TUE SCENE OF A CRIME

I followed her from the door of her flat, not far away.237 She caught my altention a
few days ago, as her walking pattern was strangely repetilive in its staccatos. What I
mean Lo say is that she stopped and started for no understandable reason, seeming to
daydream, taking refuge in a world of fantasies™. The face was relaxed, mouth open,
eyes walering, yet it was intense. I had seen that look before. 7 had last been struck
with it in New York City. I suspected she was experiencing what I did then. I was in
luck: observing someonce else go through the different stages was going to be crucial
for my investigation. When I saw her, immobile in the middle of a busy strect,
captivated, trapped in hersell, I wanted to catch seduction more than ever. Why, the
reader may ask. Why the need to apprehend a normally harmless (although

potentially deadly)™... what was it anyway? No crime or pathology fits like it should.
What I am afier is more like a mutant virus, a [ractal, an act difficult to witness yet all

240 ~r . . . .. . .
around us.”" Yes, it had taken over, so my shaking, in anticipation at the opportunity

for my play with the word ‘case’ - history, story, study ... Johannes and Cordelia, trom Kierkegaard’s
Diary of a Seducer helped Lo build the characters.

My psychoanalysis, as recounted in the last chapter, also had a bearing in the type of exchange narrated
here, even though it is clear that the analyst and analysand do not operate like this subject and this
object. Still, the work ol art can sometimes occupy the place of the analyst in the consulting room
{(Kivland and du Ry (eds), /n the Place of an Obyject), and somelimes, so do objects behind the glass of a
shop window. The first season of the HBO television sevies /n Treatment, helped to construct some of
the dialogue, especially in relation to the configuration of conflict and how the object tries to draw out of
the subject what she does not want to hear (/n Treatment, Season 1 [DVD], HBO Home Video, 2009).

237. Who this mysterious ‘I” is will be fully explained in the remainder of the text. While the preseunt
chapter is concerned with sliowing evidence, the next will focus on ils analysis, the taking apart of each
ol its constituent elements. For now, 1 veler the reader to Lydia Marinelli and Andreas Mayer’s work
Dreaming by the Book: A History of Freud'’s ‘the fnierpretation of Dreams’ and the Psychoanalytic Movement
(Trdume nach Freud, Die ‘Traumdeutung’ und die Geschichte der psychoanalytischen Bewegung [2002]), tr. by
Susan Fairfield, New York: Other Press, 2003. In this book, they examine Freud’s work and its relation
to the practices of writing and dreaming, and his own sell-analysis, as well as the text’s place as the
founding work of the discipline.

238. ‘I explained that I had begun to stop still in the street, unable to move at all, either backwards or
forwards. Recenlly, T had stood in the same place for an hour - suspended, paralysed, dead - reading
and re-reading an adverlisement, unable to get to work on time’. Hanif Kureshi, Something to Tell You,
London: Faber and Faber, 2008, p. 89.

239. The ilm Tony Takitani, divected by Jun Iehikawa and based on a short story by Havuki Murakami,
provides a good example of a potentially deadly seduction. Tony’s wife, Eiko Konuma, has an all-
consuming obsession for designer clothes. When her husband asks her o downsize, she agrees - as the
argument is logical - but, on her way to the shop to take back her expeusive garrents, she realises she
cannol live without them and commits suicide in a moving, yet shocking, scene (Tony Takitani, directed
by Jun Ichikawa [DVD], Axiom Films International, 2006).

240. “‘We seem Lo have become conduits for a fractal form of seduction, where we theorise aimlessly, as
this is the only way anything can be thought without adding to simulation. And yet, there is a posilive
thoughl of theory emerging: theory as resistance, as oddness, as continual motion, as replication of
simualation without being it, and as the playful polemic Baudrillard’s own thought takes. Theory, for
Baudrillard, is also subject to qualitative judgment: it must not he critical, it must be seduction, a
paradox, or a strange attractor.” Paul Hegarty, Jean Baudrillard: Live Theory, London: Continuum, 2004,
p. 8.
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for understanding that just opened in front of my eyes, was justifiable. And that is
why I followed her. It certainly paid off. What is recounted next is a transcript of a
recording I made. I did not hear it at the time, as the street was buzzing with the
morning rush and the voices were barely audible. It was the only time out of many
long waltches that I happened upon something like this. I do not want the reader to
think a dialogue like this is a common circumstance, as otherwise I would be accused
of incompetence for not being able to conclude a case. Still, I need to show the
material so the reader does not think I am involved in a wild goose chase. Coming
across such clear evidence of this crime is a rare occurrence, and it brought a new
lease of life to the inquiry, making the end point tangible again. I was able to record
the dialogue thanks to my borrowed DPA 4060 - a professional miniature condenser,
prepolarised, omnidirectional microphone. I was sceptical of gadgets, but a blind

alley of thought and action made me take the plunge and try a new approach.

FOCRIGY

Argyll Arcade, Glasgow, Scotland — 8.32am on a winter Tuesday in 2009.*!

Object Hey, you! ... ** Yes, you! Could you come here, please?

Subject  [With uncertainty, talking to herself; although both sensitive to the unfamiliar
address, but also with a sense of ‘here we go again’. In short, in contradiction
and conflict] Why would an object so beautiful, so aloof, address me! I am
reticent to reply, but I am also curious. It is so shiny and enticing ...

[guilty, but resolved) I am going to look.

She wrns and instead of being converted into a pillar of salt, the bright diamond eyes have
the effect of weakening the subject, rendering her a little more helpless. It is compelling and

she gets closer. Her mouth is open; no sound is uttered.

Object Here I am. T am offering myself to you, blatantly, openly ... [to itself] Well,

not so blatanlly or openly, since I cannot talk.”™ Anyway, I was made to

241. Argyll Arcade is a nineteenth-century shopping arcade in Glasgow, where most of the outlets in the
covered streel are jewellers’ shops.

242. The notion of interpellation, of being called out by an object - as I discussed in the section ou 'not
seduction’ in chapter oue — is linked to the development ol subjectivity in the child in the context of
Lacan’s mirrvor stage.

243. Tn a note on pages 176-177 of Capital, Marx writes: ‘Il commodities could speak, they would say
this: our use-value may interest men, but it does not belong to us as objects. What does helong o us as
objects, however, is our value. Our own intercourse as commodities proves it. We relate Lo each other
merely as exchange-values.” What the object is (or, its use-value, is brought Lo it by makers and users.
Yet, what makes an object seductive, is ils exchange-value, the way it relates to other similar objects. 1

[Footnote continues)
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CHAPTER THREE: THE SCENE OF A CRIMIE

be looked at in this way by you, it is my destiny and I hope we will soon

reach an agrecment by which you will do everything T tell you.

This is like a dream _for 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 [right 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 for granted. The
ring should have been dead, and it suddenly started to move. It is comical too, as when a table

starts to dance, animated. She snaps out of i.

Subject [Defiant, suddenly alert, not powerless anymore, still curious) W by would T do
that? I mean ... there scems to be nothing in it for me; I have my life,
things to attend to, places to go. Whereas you ... well ... you are behind

glass.

Object Of course I am, it is evident and I do not hide it. You will do as 1 tell you
because you will not be able to resist. 1 am too much for you. Besides, you
will also get something out of this engagenent: 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 what 1 say. To the letter. Tt
will be a malter of listening. What 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 will be worth it.

Subject  [Slightly offended} You know how many others before you have asked me
for the same thing? They have all offered me a paradise of sclf-knowledge,
a more embodied presence in the world, a kind of magnanimity, a
mindfulness. Yet, [ am cautious. My heart has been broken too many
times and all [ am left with is a late journey to work, anxiety, and self-
doubl. T have read enough about it too. I kiow that, in most cases, the
story tends to end badly. Why should Tlisten to you? Of course T will not

be able to resist. Everything looks wonderful when 1t is out of reach,

am also relating here Marx’s passage to Freud’s unecanuy. Commodilies, in general, cannot speak but
jewels have been know 1o talk in certain fictional stories, mainly related to the seductive practices ol the
fibertines (see, for example, Diderots Iudiscreet Jewels, althongh, of course, the jewels 1 our case and
those in Diderot’s story are 1ot of the same kind. Or are they? His vefer to women’s genitals). A jewel
case also fealures in one of Dora’s dreams, as something she wants 1o save from a five. Freud, Fragment
of an Analysis of « 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?

Good point. I know I have compelition, for Marx branded us with fetish
qualities that make us mysterious,” all equally myslerious until
purchased, had or worn.*® I, however, have somcthing to say for myself, I
am distinct, unique, already yours, even if you do not know it. There are
qualities only / 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
already hurts when you think of that void that has never been touched. Ts
this particular paradise of se{f-knowledge, as you pul i, not lempting
enough? [Shivering slightly] Think of the gratification, the delight ... oh ...

the enjoyment!

You are trying to sell yoursell to me but you forget that I am experienced
in these matters. Besides, I alveady have you ... [Deviously] You must have
realised that, in previous days, I have come here with a camera and have
taken photographs of you ... T am not going to deny it. I like you, I think
you are pretty and interesting, bul no more than that. There are other
ways of salis(ving whatever it is that I am feeling, other ways than kaving
you ... These screens — the glass in the shop, and the onc of the camera
lens, both separaling us —*® are important, vital even. They keep us apart,
but also bring us together visually, if we both adopt the right position.*”
[[nterrupting her flow before she launches into an exegesis of Lacan’s
experiment of the inverted bouquet] I am no philosopher, no wise object. 1
am a simple platinum and diamond ring. But even / know that images,

however well thought through, constructed, and exccuted, never {ill the

244. Tn the section on commodity fetishism ol the first volume of Capital, Marx writes: “The mysterious
character of the commodily-form consists therefore simply in the fact that the commodity veflects the
social characteristics of men’s own labour as objective characleristics of the products of 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 charvacter of Valmont in Les Liaisons Dangereuses.

245. Because if purchased, had, worn, they are no longer commodities.

246. There is a third sereen in this velationship, which neither the object nor the subject identifies: the
screen of the gaze, as explained by Lacan in Seminar X1, and as explored in the previous section of this
chapter. Lacan, Four lundamental Concepts, pp. 91-119.

247. With the autention back on Lacan’s optics and his experiment of the inverted bouquet, we return to
the first step of the self-reflexive methodology - recognilion.
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place of the model, of the thing they are depicting.*® The satisfaction they
provide, if any, is always temporary and vacuous. Have you ever known
any (ulfilled collectors or artists?® Whether the images you ook of me
live in your pockel, serapbook, wall of your home or the art gallery, they

will never assuage your desire, {or this is what all this is aboul.

Subject  Nol all images are represenlalion, you are being reductive there. Consider
Marcel Duchamp. However much you want to Lhink of Etant donnés as
representation, it provides the viewer with much more, most of which is
unullerable, and has no place in language. Some of the experience of
encountering it is ineffable ... What you are proposing to me, that I follow
every word you say, happened to me once. It was in an art gallery. 1L was
intense, and wonderful, and an eye opener (literally, of course). But also
heart wrenching. I was impotent, I could not do anything about it other
than see myself fall. Part of the pleasure was taken in the fall, but it is still
a fall, and it still hurts. T turned to photography to be able to look at what
happened to me.*" I needed to understand. T know [ may be taking out
some ol the thrill of the actual encounter but, afler Iast time, I need some
kind of parachute - the parachute of knowledge, of research, of an
investigation. I am not saying this is safer. Far from it It is just a little
more coutrolled. I am still jumping, and jumping [rom a great heiglit.
Moreover, walking around with my camera, I hope to replicate some of
the experience; [irst, for myself, mainly through doing, and then, for

olhers, through seeing. In the images T have taken of you, in the same way

248. Could the object be talking about Freud’s Das Ding and Lacan’s agalmatobjet petit a, which 1
examined in the previous chapter?

249. For an analysis of the [dissalisfied] desive of collectors, see Jean Baudrillard, *A Marginal Systen:
Collecting’, in 7he System of Objects (Le systeme des obyets "1968)), wr. by James Benedicl, London: Verso,
1996, pp. 91-114. He wonders whether collections are ever meant Lo be finished and whether the last
object in a collection is not the collector himv/herself. He qualifies collecting as a *discourse addressed to
anesell” (pp. 113 114}, e also links it Lo perversion. T will explove the position of the pervert in relation
to objects of seduction in chapter five. Walter Benjamin also considered collecting, notably in
‘Unpacking my Library: A talk about Book Collecting” #lhuninations: Essays and Beflections {{lluminationen
[1955]3, tr. by Harry Zolin, New York: Schocken Books, 2007 [1969], pp. 59-67). tu Ler paper “The
Politics of Friends’, Fsther Leslie linked this activity to a German proverb, which lascinated Benjamin
who titled so one of his essays, &inmal is Keinmel (Once is as good as never). She mentioned that
Benjamin thought of collecting as a Sisyphus task, stripping things of their conmmodily character by
possessing them, a kind of lover’s value, she said. Transnrission: Hospicality {conlerence], Sheflield Hallam
University, 1-3 July 2010.

250. Serge Tisseron argues that photography has made discourse possible. especially in relation Lo
ilinesses, by liberating the look [rom horror and shame through constructing a protective screen
between the illness and onesell and, thus, facilitaling its ‘introjection’ [irsl in medieine, then in sociely.

Tisseron, La Chambre cluire, p. 24.
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as with Duchamp, I have included myself in the picture plane.”" Qur

encounler is also a matter of narcissism, not only desire. And there is also

the matter of the fetish object o consider...”?

Object If you want me to know about Duchamp, T will. I can be pliable, as much
as you wanl, in fact. I'd do and be anything you want me to, so long as you
surrender your will to me.™” I'll be your fetish if that is what you want.
That is the deal T want to propose to you. After all, it is your void I am
reaching towards. You are right in thinking this is aboul narcissism: it is
all aboul you, as you say, but in order for this to be realised, in order for
this to be a matter of OveLting rid of that itch, of filling out that lack at your
core, of touching you,”" you nced to give up representation, all my rivals,

everything else, and fall for me.

Subject  I'suppose you are right in asking me that. [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 of your situation. Erant donnés
never demanded of me what you are because it was not even within the
realm of possibility. I could never fave it. It could not talk to me until I
gol there, when I finally travelled to Philadelphia — remember it took me a
few years between the first call, in a generic library book on modern art,

and my encounter — it addressed me with the voice of a siren, or a snake

251. As seen in my introduction, one can only access the scene in Duchamip’s Ltant donnés through the
peepholes in the Spanish door. This has the effect of making the viewer self conscious to the point that
one sees onesell looking through the peepholes and, by extensian, becoming part ol the work ol art.
Lacan argued that the anamorphosis in Hans Holbein’s painting The Ambassadors (the use of the
geometral dimension of vision) also captures the viewer within the painting, as if it was a trap. Lacan,
Four Fundamenial Concepts, p. 92.

252. The matier of the fetish object is explained in chapter one, in the discussion around Marx and
Freud’s different conception of the term. The subjecl here relers mainly Lo Marx’s view but, in the
nature of the dialogue, there is scope [or the pathological, as described by Freud, in Fetshism. This,
however, would only come about alter the moment of seduction, and after the recording of the dialogue,
an aprés coup.

253. The ring keeps telling the subject it will be whatever she wants, but what does the 1'i11.g veally want?
W. J. T, Mitchell asked this question. His answer was to be looked at, desired. “What do Pictures .
“Really” Want’, October, vol. 77, Sutumier 1996, pp. 71-82. 1 returat Lo this question and Mitchell’s view
in note 434,

254. In his ‘Preface o the Translation of Bernhein’s Suggestion’ (in I, Bernheim, Die Suggestion und
ihre Heilwirkung [1888)), S 1, pp. 73-87, Freud wrote: ‘What distinguishes a suggestion from other
kinds of l)syclu(‘al influence, such as a command or the giving of'a I)wu' ol information or instruction, is
that in the case ol a suggestion an idea is aroused in an()lhel person’s brain which is not examined in
regard Lo its origin bul is accepted just as though it had arisen spontaneously in that brain.” (p. 82 Is this
not what the ()I)Je(,l is trying Lo do?
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255 - . -
" 1 did not understand the work (in space, construction or

110 charmer.
meaning) and wanled to know. I did not realise that, through the process I
was going through, I was being clevated to be dropped, brutally, as soon
as I tore my eyes away from the peepholes. I kept going back to the room,
until closing lime. Just one more time, I said to mysell. The promises the

115 work made me ... But [ am being led astray by my thoughts and we are
mixing art and consumption, although I know that, occasionally, they may
be part of the same phenomenon. The reason why I chose you, as a
subject for my photographs, is simple: walking through the arcade cvery
day, I realise you operalc a little like a work of art, a paradigmalic one, at

120 that. Just like Zzant donnés. The power you have over me is scopic. With
you, it is all aboul seeing, and not seeing. You blind me, you call me and
you make me look at you. Yel, you are distant, unattainable, impossible
for me to obtain [ully, even if I purchased you. My experience of you is
purely aesthetic, visual. I contemplale you. Perhaps Duchamp was also

256

125 drawn in that way lo the woman’s body, " 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. ™ [Surprised, as i realising it for

the first time] And that is exactly what [ aim to do, with my images.

5 Sirens and charmers are two of the stereotypical seductive characters, according to Robert Greene

rtof Seduction, pp. 5-16 and 79-93). Others include the rake, the ideal lover, the (Lm(l), the natural,
l,hc coquelle, the (‘llal ismatic and the star. Greene also develops a typology for the anti-seducer, and
eighteen different stereolypes of seducer’s victims. As mentioned above, he has also generated a 24-step
seduetion process, which I will look atin chapter five.

256. Jeau-Micliel Rabaté, among others. makes a connection between the body in Frant donnés and the
mln(leled body of the Black Dahlla (Rabaté, Arz and Crime, pp. 33-77). which is dismissed by Michael R.
Taylor in favour of a link to the [live] body of Maria Martins, Duchamp’s lover (Erant donnés, pp. 194-
197). By chance - as the link has never been established ~ 1 found a photograph by Henri Cartier-
Bresson, /taly, 1933, which Duchamp must have seen, depicting a feminine body in a similar position
(although submerged under water) and whose head has also been feft out of the picture plane. Perhaps it
is thal precise position of the body that haunted Duchamp?

257. The subject here is merely observing that whoever displayed the object, took some decisions as to
the aesthetics, the narrative, the surrounding objects, the lighting, the dressing, and the care ofil. The
subject is not proposing that window dressing is ('mnpal'ahle Lo curaling.
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Art uever satisfies,” you know that. It does not even promise Lo do so. It
may give pleasure, sometimes, but you also spoke of a certain pain and
loss. I, on the other hand, I can deliver on what I am promising you L
[Resisting, taking a step back as if the floor separating her and the object was
hot] You are not the only precious thing, you know? You are
underestimaling my power to create — and [rame — images and objects ... I
could have you, if I wanted to ... In fact, how do you know I do not
already have a better object than you, fully mine and just not
conspicuously displayed? [Changing her position completely, walking towards
the object again, slowly, inviting] How do you know I am not replacing you
for an other? You have not seen my images of you; maybe you will fall for
them too, for the perfect illusion they create of a universe in which you

and I are suspended in that eternal world of love at first sight ...

[With confidence, as if, for a long time, it had been waiting for the opportunity to
say these words] When I hailed you, you looked, as il you had been
expecting this encounter. I have been observing you [or sonie time and,
every morning, 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.
You do it covertly, with the corner of your cye, or with an excuse. You
have photographed me a few times, drawn me many others. You want me.
You may have jewels at home; sentimentally or financially valuable, no
doubt. Still, there is a specific quality in me you desive. [Glinting more than
ever] You wonder what it would be like to have me, to possess me, Lo wear
nie, to show me to other people.”™ How will it make you feel? You will
walk taller, appear more beautiful, more elegant, more sophisticated,
more appealing. You have visualised what it will be like to touch me for
the first time, a louch of recognition, no doubt; you have an idea of my

weight, of my shape in your hand, and the Llemperature of my metallic

258. Sharon Kiviand, Art and Psychoanalysis [seminar lectures], Shelfield Hallam University, Octlober
2005-1February 2000.

2539, Fullilling promises made in relation to espousing value or connections to personal goals is,
according to Julie Khaslavsky and Nathan Shedroff one of eight characteristics of seductive objects.

e \ ¢ . . o ) E IR ~ Al
[hey study these in the context of captology (computers as persuasive technology) and Philippe Starek’s

lemon squeezer Juicy Salif: Khaslavsky and ShedrolT, Seductive Experience. 1 examined Jurey Salif as a
. . . ) L v . . , N NG
seductive ohject in relation to Lacan’s objet petit a in Juicy Salil™,

260. The object is appealing Lo the subject’s fantasy, and in turn, o the scene. Fanlasies and scenes have

fixed visual qualities (bringing us back to the still), as scenarios to stage desire. As such. they also fulfilt a
protective quality. Evans, Iniroductory Dictionary. p. 60.
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body. You have thought ol me in relation to your clothes, your shoes,
your bags, those other jewels. And the difference with those other things
is thal [ am not onc more item on that list. T am the pivolal piece around

which everything else circles.

Subject (A different shade of red from that of winter’s cold on the cheeks... Blushing, as

if she had suddenly discovered the object could access her innermost thoughts)

Object Who knows what could happen for you if those thoughts became a
reality. Who could you be, who could you meet, where could you go? In
which ways could you think of yourself? Bul to know what lies ahead, to

make it a realily, you know what you need to do ...
Subject  [Groan. Sigh. Moan. Lament. Still speechless. She produces a symptom, akin to

the hysteric’s loss of speech or a little object, such as a bone, stuck in her throar[™

hhhhhHHhHHHhHhhhhimhhHHHhhhh
HHHH:hHHWhHWhWhHHHhwWwww  whWWhhh WWHWhhhWHHWhhwhwh

WHWHH CC WWWhwhwhweHWhWh WhW WH WhW h Ww whh

HHthHEgegGGGGgggGGHHEgRRReggegghcggeg

G,

GhgZhZhWwlxxz Tgzzz

Hh.

261. In The Plague of Fantasies, Zizek writes: *Or — with respect to truth: the Real gua trauma xs not the
ultimate ‘unspeakable’ truth which the subject can approach only asymptotically, but that which ll){lkt-fs
every articulated symbolic truth forever “not-all”, failed. a hone stuck in the throat of the speaking heing
which makes it impossible to “tell everything™. 7%he Plague of Fantusies, London: Verso, 2008 (1997), p.
277. Zizek further elaborates this in “Crimaces of the Real, or When the Phallus Appears’ (Rendering the
Real, October, Vol. 58, Autumn 1991, pp. 44-68). Fle analyzes screas in film, with particular reference to
Sergei Eisenstein’s Bauleship Potembin, Alfred Hitcheoek’s The Birds and The Man Who /\fll(?((’ Too _/l/m:/./,
and Edward Munel’s painting 7%e Scream. He writes: “whal is “stuck in the throat” ls prec‘lsely.l.lm‘ voice
qua ohject, the voice that cannot hurst out, unchain itsell and thus enter the (lim-ensmn of Slll)‘]CCl,]\”ll,)"’.
[...] the exemplary case of the voice qua object is a voice that remains silent, a voice th_al we {/{) not hear
(p. 49). Tle classilies screams in these works and relales one kind, a scream vocalised with (/("/'(’I'l'(ll :
evident in Francis Ford Coppola’s The Godfather Part 11{ - to sell-veflexivily, as the scream is only heard
when the viewer perceived its silence (p. 50).
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Object [fozeited) T would shine so much, I would blind you, like Eant donnés, with
the difference that you would be able to carry me with you, look at me

262
whenever you wanl.”

Subject  [She returns, transformed) Yes.

Object [More quietly] You know how precarious this situation is; you know from
experience, [ would venture to say, how quickly it can all change. What
we have is special. This kind of fit is difficult to find. I am what you are
looking for, your completion. I am what will give you strength while still
puzzle you. I am what will make you move and act (il not act out). I am

what you fear, and what you want, what you [ear-you-want.

At the trigger of the sound of the word ‘fear’ she regains some of the ground, as if her
revealed weakness and the object’s confusing words had given her a strength she did not
know she had, an understanding of the power she holds. She composes herself; breaths deeply
and looks straight into the jewel’s eye. She arranges the position of her feet to show the full

effect she knows she has, from previous charm offensives she had undertaken.

Subject  Are you not speaking yourself from a position of desire? Oh ... Iixcuse my
intellectualising. What I mean to say is that I also sense fear and wanting
in you. I can tell by the way you look at my hands when I move them to
make my point ... They possess fealures that captivate you; perhaps, the
possibilities they contain, the skins and textures they touch, the places
they go to. I think you would do anything to come with me ... Is it not you
who desires me, rather than the other way round? For you to leave the
window would be to transgress. You dream of things and sensations you

have only heard about thus lar. [£zcited about her realisation] Warm flesh

262. In his novel Hopscotch, Julio Cortazar recounts a similar story - also one of seduction — involving a
scerew: ‘In one of his books Morelli talks about a Neapolitan who spend years silting in the doorway of
his house looking at a screw on the ground. At night he would pick it up and put it under his mattress.
The screw was at (irst a laugh, a jest, a communal irritation, a neighbourhood council, a mark of civil
duties unlulfilled, finally a shrugging of shoulders, peace, the screw was peace, no one could go along
the street without looking out of the corner of his eye at the screw and [eeling that it was peace. The
fellow drop dead of a stroke and the screw disappeared as soon as the neighbours got there. One of
them has it; perhaps he takes it out secretly and looks al it, puls it away again and goes off to the factory
feeling something that he does not understand, an obscure reproval. He only calms down when he takes
oul the screw and looks at it, stays looking at it until he hears [ootsteps and has Lo put it away quickly.
Morelli thought that the screw must have been something else, a god or something like that. Too easy a
solution. Perhaps the error was in accepling the fact that the object was a screw simply because it was
shaped like a screw. Picasso takes a toy car and turns itinto the chin ol a baboon. The Neapolilan was
most likely an idiot, but he also might have been the inventor of a world. Irom the serew to an eye, from
an eye Lo a slar ...” Julio Cortdzar, [opscoich (Rayuela [1963)), tr. by Gregory Rabassa, London: Harvill
Press, 1998, p. 376.
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you will surround in your circle, the touch of hair ... oh ... hair! And

sweall No, no, it is you that wants me.

Objeet Maybe it is not so simple, maybe it is nol a matier of position, as you
mentioned before, but of flow of something ineffable  call it cnergy,
sparkle, desive ... That is what makes us a perfect match. I admit that you

are attractive. Alluring things like me lend to pick bewitching peop ...

Subject  [Cutting right in, sarcastic and in control, pretending to have had enouglh)

Bewitching, nonctheless! Sorry, I am not convineed by your compliment.

You will do everything I tell you’ ... Well, it seems that she is thinking it will be exactly the
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.

Object You’ll come back.

She comes back.

Subject  [Perplexed at the insolence] Excuse me?

Object Sorry for being presumptuous but I did think you would come back. If
not now, you would have calmed down while al work, and realised going
away was a mistake because you nced me. You have always done so, since
you were a child and used to play with your mother’s jewellery,
pretending to be a diva, an operatic Grande Dame, a Prima Ballerina. Don’t

you think 1 know?

The subject is paralysed again but, this time, she does not have the rosy cheeks induced by her

Sirst arrest, or the redness of shame of the second. She is white, colourless. Stull, there is fire in

her, a pale fire. She is also beginning to weep. As her defences seem to crumble at the mention
of her childhood and her funtasies — a combination that represents her Achilles tendon - the
object takes its chance. It is experienced in the art of lures and, like in the last stage of a

bullfigh, it goes for the final thrust. For botl of them, this could be a marter of life and death.

Object [Compassionately] Come, come. Gel closer, erouch down. Despite the
screen thal separales us, or perhaps because ol iL, you can see what it will
be like for me to be yours [thinking to itself: and you, mine ...]. 1 promise you

relief, and pleasure. Do i, now or never.

Subject  [Surprised at her sudden decisiveness, confident of her step, as f it was her who
was in control, not reluctant at all, remorseless. Still, a litde tired and defeated,

powerless. She does not like to be seen crying in public.] You are right; I give
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in. I want you; [ have wanled you since I first saw you in one ol my idle

walks. Since then ... It was a matter of ume ... Just make me yours.
Objeet No, no. Make 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 ARTIST, THE ANALYST AND THE DETECTIVE

I'love you, but, because inexplicably I'love in you something

more than you — the obyet petit a — I mutilate you.*”

THE FORENSIC GAZE OF THE ARTIST, THE ANALYST AND THE DETECTIVE
L am an artist of detection, an analyst of clues. I double up, threelold, alternating
between the positions of the artist, the analyst, and the detective.? They are nol all

that different, anyway.*” They share characteristics in relation to training.*®

263. Lacan, Four Fundamenial Concepts, p. 263.

264. These positions are, ol course, reminiscent of Walter Benjamin’s figures ol the city in 7%e Arcades
Project: the laneur, the man with a sandwich board, the rag-picker; and also Susan Buck-Morss’
archacological-delectivesque reconstruction of Benjamin’s work. Benjamin, The Arcades Project: Buck-
Morss, The Dialectics of Seeing. The similarity between Walter Beujamin’s figures and the artist, the
analyst and the detective comes [rom the fact that these are nol characters, but positions with speeific
roles and characteristics, with agency which, in this way, enter the social realm. This is, of course,
related to Lacan’s theory of the Four Discourses, as | introduced in chapter bwo and revisit in chapter
five.

265. Despite the lack of litevature exploring this three-way aualogy (apart from Henvy Bond’s PhD thesis
and its ensuing book - Donbly Inscribed Objects and Lacan at the Scene ~ and Sharon Kivland’s work /1
Case of Hysteria, London: Book Works, 1999) | have explored correspondences between each of the three
pairs. Parallels hbetween analysts and detectives have been examined by Michael Shepherd, Patrick
IFrench, Slavoj Zizek in his study on film detection, Bruce Fink and Lacan himself, with an analysis ol
Poe’s story “The Purloined Letter’ (Michael Shepherd, Sherlock Holmes and the Case of Dr. Freud,
London: Tavistock, 1985; French, Open Letier; Slavoj Zizek, Looking Awry: An Iniroduction to Jacques
Lacan through Popular Culture, Cambridge MA., London: MIT Press, 1991; Bruce Fink, 7he Psychoanalyric
Adventures of Inspector Canal, London: Karnac Books, 2010; Jacques Lacan, “The Purloined Letter’, in
Seminar 7, pp. 191-205; Jacques Lacan, “Seminar on the Purloined Letter’, in Eerits, pp. 6-48. The
similarities between art and analysis, which | explored in the previous chapter, have been looked at by
many authors, including Kivland and du Ry ({n the Place of an Object). and Parveen Adams (Mary Kelly).
Art and detection is the central object of study in, among others, Ralph Rugofl’s work on the scene of
the crime (Scene of the Crime), and Rabaté’s study on art and erime (Arr and Crime). Slightly peripheral but
still velated Lo the links between detection and psychoanalysis, through its case studies, is the work of
Georges Didi-Huberman. Patrick Mahony and Anthony Stadlen. Didi-tHuberman presents photographic
evidence and a convincing case around the performative elements of hystevia in fuvention of Hysteria:
Charcot and the Photographic Iconograply of the Salpétriere (Invention de UHysterie [1982]), tr. by Alisa Hartz,
Cambridge. MA. and London: MIT Press, 2003. Stadlen and Mahony both work on Freud’s case
histories, especially Dova. Stadlen’s work focuses on an investigation of the people behind the
pseudonyms, whereas Mahony’s argument centres on Freud’s practice and his transfereucial relation to
Dora (Patrick Mabony, Freud’s Dora: a Psychoanalytic, Historical, and Tertual Study, New Haven, CT.,
London: Yale University Press, [1996; Anthony Stadlen, *Dora’s illness’, The Times Higher Education
Supplement. 14 June 1985. Stadlen has mainly conducted his research through his Euristential
Psychotherapy & Inner Circle Seminars, available from <htp:/anthonystadlen.blogspot.com/> [accessed
25.09.10] and recently participated in a radio programme examining Dora’s case: Marya Burgess, Dora:
The Girl Who Walked Out On Freud Radio Programmel, first aived on Wednesday 1 September 2010 at
11:00 on BBC Radio 4, available from <http://www.bbe.co.uk/programmes/b00G56 > [accessed 25.09.107).

266. The question of training Lo be an analyst has been long debated in the field, starting with Freud and,
Lacan. The latter set up the controversial pass, a system by which a panel would decide on the
compelency of the analyst. Similarly, one could ask the guestion, what makes an arlist, or a detective?

All three professions need a level of taining — in drawing, perhaps, or the use ol equipment, or

[Footnote continues|
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transference and the acquisition of knowledge,*” the task I have at hand and must
not forget. Let me recap on where I am: there is a suspected crime, seduction, and I
must gather enough material to pul forward a case that will show its functioning
through works of art. For that, I have set up a number of visual and auditory traps,
oblaining evidence. I will now proceed to detect the workings of seduction,
conducting my analysis by breaking the dialogue and the photo-book - the evidence —
into constitutive parts with the help of my tool, the self-reflexive methodology. This

268

will require me to take an inquisitive attitude, to turn a forensic gaze*® to what I have

in front of me.

Before this, I want to outline the context, to give you general lines of who my peers
are, and how they work, so I can establish my credentials. T will show you I am the
right person for this task. My work comes from a long line of metaphysical
professionals since our activity was recognised after the murders of the Rue Morgue

were solved:*® from C. Auguste Dupin, Sherlock Holmes and Father Brown, to

historical issues in the [ield — but also require the exercise of a [resh perspective in practice and thus
forgetting a lot of what has been learned in order to be able to attain a position of ‘non-knowledge’, or to
be original, or to think outside of a given framework. See, for example, Freud’s notion of evenly hovering
attention, which I introduce later. The training of the deteclive may seem at odds with that of the analyst
and the artist, as there is no framework for ‘detective studies’ currently being offered — although,
arguably, [orensic science could be a valid route for this profession — and most detectives learn on the job.
Yet, a parallel could be established between first, knowing - the use of the equipment, low to detect if
someonie is following, how to hide, the weight ol a charged firearm, who’s who in a case -- and then,
forgetting, in order to see without making assumptions or bringing personal histories and, thus, find the
clues lo solve the case.

267. What does one do with the knowledge acquired through analysis, the exercise of detection and
insights gathered in the encounter with a work of art? Dany Nobus and Maleolm Quinn argue that
knowledge itself is not constitutive of psychoanalylic practice, but, rather, its faiture (Knowing Nothing).
In Zu the Place of an Object, Dany Nobus writes: “Traditional psychoanalytic fishing invelves throwing out
a huge net with the smallest ol meshes in order to catch as many animals as possible. A different style of
psychoanalytic fishing involves releasing all the animals in one’s nets and invesligating the residues. The
dilference is that in the first case, one is desperately trying to catch the animals, whereas in the second
case one is merely lrying to catch dirt.” (p. 109). In this investigation, | am trying to catch dirt, not
animals; the clues are in the residues of seduction. “The Uncanny Displacement of Protection - Analytic
Reflections on “Ornament in the field of vision™, in Kivland and du Ry (eds), /n the Place of an Object,

JCFAR, pp. 97-109.

268. Mariana Valverde identifies the key feature of the forensic gaze as ‘the close altention to the
physical traces left not only by eriminal activity but by everyday activity on people’s bodies and clothes,
on floors, walls, gardens and objects” (‘The Authority of the Detective and the Birth of the Forensic
Gaze’, in Law and Order: Images, Meanings, Myths, London: Routledge, 2006, pp. 77-89, p. 83). The term
‘forensic gaze’ has been used in relation Lo art by, among others Carlo Ginzburg in his study ol Giovanni
Movelli’s critical method, Jean Michel Rabaté in his analysis of AtgeUs photographs ol Paris, and Ralph
Rugolf in the conceptualisation of his exhibition Scene of the Crime (Carlo Ginzburg, ‘Morelli, I'read and
Sherlock Holmes: Clues and Scientific Method’, tr. by Anna Davin, /istory Workshop, No. 9, Spring,
1980, pp. 5-36; Rabatd, Art and Crime, pp. 78-110; Rugoft, Scene of the Crime).

269. Fdgar Allan Poe’s Dupin trilogy (‘The Murders of the Rue Morgue’, 1841; “The Mystery of Marie
Rogér, 1842 and “The Purloined Letter’, 1844) is seen as the bicth of the analytic detective story, more
on which later. For analyses of Poe’s narralives, see Patricia Merivale and Susan Tlizabeth Sweeney

[Footnote continues)
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Philip Marlowe, Licutenant Columbo, Hercules Poirot and many others ... %" but T am
jumping the gun, here, however. Lel me explain to you what this term — metaphysical

delecclion  means.

The naming comes [rom studies conducted by Patricia Merivale and Susan Flizabeth

Sweeney who wrile:

A mclaphysical detective story is a text that parodies or subverts
traditional deteclive story conventions —such as narrative closure and the
detective’s role as surrogale reader— with the inlention, or at least the
cffect, of asking questions about mysteries of being and knowing which
transcend the mere machinations of the mystery plot. Melapliysical
detective slories often emphasise this ranscendence, morcover, by
becoming self-reflexive {that is, by representing allegorically the text’s
own processes of composition).”!

Thus, this is the structure of my narrative: a sell-reflexive process (although in a more
concrele way than through an allegovy, for this needs 10 afford me a degree) that
narrates sclf-reflexivity. Tt is in this game ol mirrors, between the object and the
subjeet, that T hope to Lrap seduction, to detect and captwre it in flagrante delicto, that

1s, seducing.

Patrick French has articulated the work we do (that of deiection) as a play between
lranslercuce and interpretation  which, going back to the pacallel characteristics of

art and analysis | discussed in ehapter two is very apt indeed. His scale linds, ai the

(eds). Detecting Texts: The Metaphysical Deteciive Story from Poe to Postmoderasn, Philadelphia: Universily

of Pennsylvania Press, 1999; and John T, lewin, The Mystery 1o a Solution: Poe, Burges and the A\nalytical
Detective Story, Baltimore: Jolus Hopkins University Press, 1994,

270, Apart from the ones listed in iy texte desser known metaphysical detectives also mclude those
created by Jorge Luis Borges, Paul Auster, Witold Gombrowiez, Viadimir Nabokovoand Georges
Simenon. Fora (ull chart exploring the genealogy and thematie links of all these deteetives, see Merivale
and Sweeney {eds), Detecting Teris, p. 18,

271, Merivale and Sweeney, Detecting Tets. p. 2. bohn T, rwin sees the analytic deteetive story as one of
the branches of the metaphysical deteetive stovy. Edgar Alan Poe dedicated the first pages ol "The
Murders of the Rue Morgue” 1o an exegesis of the qualities required for obtaining analytical knowledge.
which Mariana Valverde summarises: “the analytical mind combines strong logical powers with two other
things: a quasi-intuitive sixth sense about human frailties and a computer-like vast storehouse of
assorled, non-speeialised information” (7 Awthority of the Detectioe, pp. 79-80). With Poe’s accounts of
Dupin’s detections as their paradigm, analytic detective stories foeus of deduction and analy sis rather
thar adventure and drama. This ensues i cavicaturesque depictious of character and, sometimes, rather
poor solutions. As Barges put it in “Ihin Hakkan al Bokhari. Dead in His Labyrintl his character.
steeped i detective slories, thought that the solution of a mystery is always less impressive than the
mystery itsell” fipuoted by John T fewin, “Mysteries we Reread. Mysteries of Reveading: Poe. Borges and
the Analytic Detective Story’, in Pairicia Merivale and Susan Elizabeth Sweeney (edsy, Detecting Texds:
The Metaphysical Detective Story from Poe to Postmodernism, Philadelphia: University of Pennsylvania Press,
1999, pp. 27 54, p. 28).
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bottom, the preternatural detectives (for example, Holmes, Poirot, Columbo), who
interpret Lhe material with a minimum of transferential engagement. At the top, he
places the postmoderns™ (among whom we can find Raymond Chandler and Paul
Ausler’s detectives), situating psychotic Tom Ripley, an anti-hero but sharp observer
crealed by Patricia Highsmith, as fallen off this map.”® As for me, I would say I fall
somewhere in between: I interpret; yet, I engage with the material in a transferenlial
relationship, just as the analyst makes a diagnosis belore any diagnosis is possible Lo
see what the diagnosis might be.””* It is a wild diagnosis, that of seduction as crime,
but one that will help to sce it for what it is.*”” My position in this case,” and also my
role, is one thal falls belween an artist, an analyst and a delective, whose attitude is a

mixture of:

1. A Socratic position, or position of ignorance (‘I only know I know nothing’):
a Socratic plilosopher does not use knowledge gained through the objeet to
conlirm his own knowledge. Despite the lact that they might have spent years

learning concepts and techniques, being trained to take up their roles within

272. The definition and characteristics of whal coustitute a postmodern detective story are contentious,
and their discussion falls outside the remit of this research. As an introduction, Mcllale, cited in
Merivale and Sweeney, delines it as a shift [rom the hermeneutical to the ontological, a warning againsl
the quest for knowledge (Merivale and Sweeney, Detecting Teris, p. 15). Common characteristics of
postodern detective fiction are sell-rellexive 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 deteclives, as the main plot in the (ive
novels in which he features is not 1o solve cases, but to deal with the consequences ol his murder of
Dickie Greenleaf in The Talented Mr. Ripley (the first novel), which brings aboul twelve additional
murders. Yet, his engagement with the context, his observation of clues, and his attention remind one of
the work of detection. The reader, consequently, identifies with him. French writes: ‘the problem for
Patricia Highsmith’s psychotic hero Ripley is how Lo negoliate a series of shifls in identity and avoid a
confrontation with himsell. In this case, the detective, as narrator, becomes the criminal: this is
transference gone wild 1o the extent of the destruction of identity and the annihilation of the middle
man, a transgression ol the rules of the genve.” I'rench, Open Letter, p. 225. Thus, with Tom Ripley, our
transference (as reacders) with this dubious detective is manipulated, done and undone, as if it had gone
wild.

274. Private record of a tutorial with Sharon Kivland, 29 November 2008.

275. ‘Wild diagnosis’ refers to Freud’s “Wild Analysis’ a text in which he nacrates a trealinent given (o a
patient by an uninitialed doctor, disregarding psychoanalytic theory. It is, thervefore, a methodological
deviation. The term ‘wild’, however, does not necessarily hold a negative connotation in psychoanalytic
terms. As Roy Schafer shows, “today recourse to the concept wild analysis plunges us into theoretical
debate’ [about methodological approaches’. Roy Schaler, “Wild Analysis’, Journal of the American
Psychoanalytic Association, vol. 33, 1985, pp. 275-299, p. 276. Ile argues that the interpenetration and
muatual influence of different methodological strategies does not denote wildness, but is at the core of
the creation of psychoanalytic meaning (p. 280). In my attempl to diagnose seduction as crime, | aim to
show that, with the help of this kind of psychoanalytie, methodological wildness, the object of study can
be seen in a dilferent way, (vow a dilferent point of view, even if one is al the centre of it -- hence my
deteetive. Freud, “Wild™ Psycho-Analysis’ (Uber “Wilde™ Psychoanalyse [1910}), SE 11, pp. 219-227.
276. This position was described as that of the artist and the analyst by Dany Nobus in a leclure
delivered at Wimbledon School of Art on 1 Februavy 2003. Session on Psychoanalytic Method.
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the social structures, artists and analysts need to shed some of this knowledge
in order lo undertake their work. They slart from this atopia, this paradoxical

position where knowledge is mysterious.

2. A Zen Master, or paradoxical position: the Zen master produces cnigmalic
statements, rather than masterful, to facilitale dynamics (for cxample those ol
the object). It neilher gratifies nor frustrates the demands but brings the

process further by denying total rationality and challenging knowledge.

3. A Detective, or the inquisitive and fallible position: when confronted with a
Divine Detail (that which deflics explanation, challenges and resists being
fitted to any given model}, the detective formulates a hypothesis. He is not
scared of discarding it if the Divine Detail is not able to verify it. Instead, he

formulates a nnew one, even if this contradicts the first onc.

There are many Divine Details in this case, which will be unveiled with the help of
the scll*reflexive methodology. My hypothesis — as a detective would have it — is my
diagnosis — as I take the position of analyst: seduclion is a crime difficult to

apprehend, in the facc of which 1 must show inventiveness and some lateral thinking.

Before I launch into my analysis of the evidence, I must make clear what the self-
reflexive methodology is for and what is its historical background. In the summer of
1897, Sigmund Freud began his most heroic feal: a psychoanalysis of his own
unconscious. Freud’s self-analysis, which mostly took the form of thirty-minute
sessions each day, had a beginning but not an end date.””” Despite being incomplete,
it bore fruit in the form ol key thoughts (the interpretation of dreams, inlanlile
sexualily) and a methodology: the constant analytic hour. Freud’s self-analysis is not
far away [rom the self-reflexive methodology I am proposing to use. Like his, my tool
is an instrument for rescarch, one that will bring about the conditions under which it
is possible to study seduction — just like microbes under a microscope are visible, but
rarely outside it. So, following from my description of the methodology in chapter

two, [ will now show you how to look at it.

277, Brnest Jones, “Sell-Analysis (1897 - )" in Stgmund Freud life and Work, Volume One: the Young
Freud 1856-1900, 1.ondon: The Llogarth Press, 1954, pp. 351-360, p. 360.
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SEDUCTION AT THE SCENE

What I found in the recording — which I transcribed word for word for you — and the
images astounded me. Thus far, [ had not been able to find such a good confirmation
of my suspicions. It goes without saying that there are other similar and pertinent
examples that I will relate to you in due course. These however, although instructive,
are not as useful as the event I have analysed because they are faits accomplis. What
sets this case apart is that, to understand, I was able to sce its workings in aclion,
rather than the resull - the havoc — created. The fact that it all happened around a
shop was a surprising realisation but, come to think of it, consumption was a perfect
cover. My object of study could disguise itself at ease in the most obvious of places
(behind shop windows, for example, or in the texts, explanations and cultural
meanings of the gallery). Just as in 7%e Purloined Letter, I must learn from the
detective Dupin, move to his position from the one I find myself in, which is closer to
that of the French Police.””® And, like the artist Sophie Calle, I must enter a game of
following, where the act, recorded through photographs, enables the follower and

followed to gain knowledge about their roles and, eventually, reverse theny.*”

Let me summarise the context for the two scenes (the one seen and the one heard),
adding a few technical details to what I have witnessed. A woman identified as subject,
displays strange behaviour on her way to work: despite having to rush to attend to
her duties on time, she finds herself unable to move. She is in distress, even if this is
not a hysteric fit. The traumatic encounter is uncanny, and generates immense
tension. This is the injurious effect of seduction, the crime. The cause of this conduct
seems to be related to a diamond and platinum ring, which speaks to her. The

diamond, a natural one whose size is 1.00 carat and its cut is round brilliant, is very

278. In Edgar Allan Poe’s short detective story, M. G—, the Prefect of the Parisian police consults Dupin
on a case he finds baffling. The Queen received a compromising letter and was interrupted in her
reading by the King and the Minister D—. She covered the letter, hiding its significance. The King did
not notice anything but Minisier D-, knowing the Queen could not protest, stole the compromising
letter. Knowing the letter could only be hidden in the Minister’s apartment, the Parisian Police did the
more thorough of searches to no avail. Dupin, however, deduced that the letter could only be hidden in
the most obvious of places: in full view on the mantelpiece, so proceeded to recover it and exchange it
for one of his own writing. In his seminar on the Purloined Letter, Lacan examines the effect the letter
has on characters as it changes hands. lts routes and displacements determine the actions and destinies
of the characters. e divides the circuit of the letter into two scenes, each wilh three positions
(mirroring the Real, the Imaginary and the Symbolic) as [ollows: Scene 1: the blind (King), the
complacent seer (Queen) and the robber (Minister); Scene 2: The blind (Queen); the complacent seer
(Minister), the robber (Dupin). The pattern of these two scenes leads him to create a third scene. the one
taking place al the time of reading where the blind is the Minister, the complacent seev is represented by
Dupin and Lacan himself takes the position of the robber. Benvenuto and Kennedy. “The Purloined
Letter (1956, in The Works of Jacques Lacan, pp. 91-102. Edgac Allan Poe, “The Purloined Leller’, in
Tales of Mystery and Imagination, London: CRW Publishing, 2003 [1839-1850], pp. 220-244.

279. I will discuss Sophie Calle’s detectives and followings in chapter five.
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sparkling. Its clarity - the gauge of how clear and flawless the gem is - is defined as
internally [lawless (IF). Very few stones are perfectly flawless — most contain at least
minor mineral inclusions or tiny cracks. The more visible those flaws are, the less
valuable the stone is considered. Its clarity makes this one of the highest quality
diamonds and, consequently, one of the most cxpensive. The diamond is placed as a
D-colourless (the top place) in the GIA grading scale. The ring is made of 950
platinum (which means 95% of the weight of the alloy is platinum, with 5% made of
another metal), hallmarked by the London Assay Office. The mount is a 6-claw,
Tiffany-style type. All of this makes the current value of the ring over £20,000, at the
time of writing this report.

The seduction of the subject by the object follows the wajectory of the drive,® its
purpose being Lo follow its aim, rather than Lo obtain its goal, Lo arrive at ils
destination — although a goal is implicit in the aim, of course. This is what makes
aims circle around their object, to follow a repetitive movement to obtain enjoyment.
Lacan structures the drive’s circuil through the passive voice ((o make oneself be seen)
and identifies four partial drives, two linked to demand (D) - oral and anal drives
and two linked to desire (@) — scopic and invocatory drives.” All drives ave sexual but
only represent ils enjoyment dimension; all drives are the death drive. All drives are
‘excessive, repetitive, and ultimalely destructive’. They are the partial
manifestations of desire (so this is where the lerm pariial drives comes from). They
circle, incessantly, around obyer petit a, by revolving around its manifestations, in this

case, the diamond ring.

280. My investigation showed me thal diamonds can be natural ov lab ereated and ave classified
according lo the 4Cs: carat, cut, clarity and colour. See the Gemological Institute of America, A Guide to
Undersianding Diamonds and GIA Grading Reports, available from <hip://giades.gia.edu/> laccessed
24.08.09]. In her work Awo Portrait Pending, the artistL Jill Magid displays an empty ring setling and a
contract shie has signed with a company, in which she makes arrangements Lo become a diamond when
she dies. She has used dianonds in al teast two other works: Shirley’s Diamond and The Salem Diamonds.
See Auto Portrait Pending [work), 2005, available (vom <http://www jillmagid.net/AutoPort rail.php:=
[accessed 20.11.10].
281. Drives are the forces supposed Lo lie behind the tensions caused by the needs ol the ld. Freud, ‘An
s (Abriss Der Psychoanalyse 19407, SE 23, pp. 139-208.

282. Evans, fntroductory Dictionary, p. 47- 48.

Ountline of Psycho-analy

283. Bvans, fntroductory Dictionary, p. 48.


http://gia4cs.gia.edu/
http://www.jillmagid.net/AutoPorlrail.php
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[ follow the self-reflexive methodology — a method of detection — and through it, T
develop an understanding ol certain concepls in relation to seduction.”®’ Some are
psychoanalylic and some originate in previous analyses of seduction (predominantly
Baudrillard’s, but there are others). Thus, Lhis is what the analysis through the sclf-
rellexive methodology (schematically outlined in Fig. 16) will focus on: the evidence
of the invocatory and the scopic drives of Lthe subject; that is, the manifestation of her
desire as it circles around the ring (itself a manifestation of something more than the

ring, objet petit a).

Recognition Caplure Reflection
First haiing of secuction . Post-secuction
Capture that Caplure of the
takes pace win - process of
secuction . secuction

SEDUCTION - (TS STUDY

Fig. 16: The sell-veflexive methodology.

TIHE INVOCATORY DRIVE IN SEDUCTION

In the examination of the dialogue between the subject and the object, and the
invocatory drive, certain streel work is required — the capture of seduction. The
moment of recognition and the capture by seduction can be then analysed in the
forensic evidence acquired — the dialogue — and, through a rveflection, an investigation
of public and published records on the crime, a case is brought forward. Let me start

al the beginning.

Recognition

The power of rings is well known.® When the ring speaks to her, the subject stops.

284. Iu its circling around seduction, this chapler also touches on contcepts that relate to seduction. .
Though the invocatory drive, language and the body, reversibility, and the psychoanaly l,.i(' COH(:&If]\lS ol .
()W///_)'/10(/6/'[/1g altention and resistance are explored; through the scopic drive, lhe? feminine subject, 5(?11-
portraiture, performalivity, acting oul, (rompe Loeil, the lure, alterwarduness, position and anamorphosis,
passage a lacte and the act of pholographing in relation 1o seduction are examined.

285. Remewmber, for example, Frodo’s adventures in J.IL Tolkien’s Lord of the Rings and his struggle with
the jewel that wanted to he worn, or the ring in Diderot’s Indiscreet Jesels.
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This is what I have to analyse to understand how seduction is operating in Argyll
Arcade and solve the case; it is therefore a matter of linking the ring’s speech to the
subject’s halting. There are two steps to the process of seduction, (irst, interpellation,
or hailing - in the sensc outlined in chapter one; then, the more sophisticated

operation: recognition.

The interpellation — the ‘Hey, you!” - is what we are wilnessing in the fivst lincs of the
dialogue and refers (o the ring’s spcech. But interpellation is only the fivst step
towards seduction. Many rings may have spoken to the subject without her stopping
or even giving them any attention. Why doces she stop for this one? For recognition -
the scduction per se - Lo take place, the subject has to identify, sce and accept hersell
within the object, or understand the object as a part of hersell that is beyond herself,
a surplus (objet petit a, as Lacan stated in the text I quoted at the beginning of this
chapter, is a surplus for which the subject is willing to go beyond pleasure, into
Jouissance, the mutilation it mentions). The object, the initial seducer — the relation is
more complex, as we will see — knows this [or it refers Lo il in its pleading: the
paradise of self-knowledge (L. 27-28, 51),% the lack (L. 99), the void (L. 50, 96), the
destiny of conflation of this particular subject and object (L. 13) relate to this missing
element in the subject which, the object claims, has its exact shape.

It is in this recognition that the psychodynamic elements of seduction take place and
the imaginary awakens to the possibilities seduction offers. For this to happen —and,
by extension, for recognition Lo occur — the subject has to position herself in such a
way as to be able to sec hersell through the other. Real and imaginary worlds, just
like seduction and desire, have to enter into a reversible relation. Furthermore, they
lose themselves into cach other sec how the subject and object voices blur. Lacan,
citing Roger Caillois in Seminar XI, explores the function of mimicry in stick insects
and links it to thal of the picture and art.® Tn both there is an assumption of an
image, a recognilion and a lack, which, of course, refer us back to the mirror stage
and the [ixity and constitution of a self-image though a reflection the child recognises
as his, and is confronted by it. Yet, as Bernard Burgoyne reminds us, this recognition

. . . . . - . L
in the rirror and the image is a misrccognition, one that picrces the subject.

286. Line numbers relerring to the dialogue will be used throughout the chapter 1o reveal and exemplily
aspects of seduction’s workings in the conlext of the self-reflexive methodology.

287. Lacan, Frour Fundamental Concepts, p. 100. Lacan discusses Caillois conceptualisation of the ocellr,
and their relation to eyes. [ did mention in chapter three, niy conviction thal the rings were eyes and
they were looking atme ...

288. Burgoyne, “The Line of Vision’, (n the Place of an Object, JCIFAR, p. 33. On the issue ol
misrecognition, Dany Nobus writes: ‘A hwman heing can couple his or her image to basically any object

[Foutnote eontinues)
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Capture

Capture in this context refers to two processes: [irst, the literal capture of the subject
by the ring (part of the process of seduction) and the recording of this operation (part
of the method of studying seduction). Capture, as Lacan writes, is a condition of the
field of vision and, I would venture to expand, also the domain of the voice.” For
Lacan, vision captures the subject and his or her relation to desire. In my case, my

particular trap is set to capture subject and object, in a relation of seduction.

Let me start with a discussion on the method for recording seduction, as, in the case
of the dialogue, it is the casier of the two. Capturing the dialogue was a patient
process, one that required a lot of trial and error, a long time spent following the
subject. I had to borrow espionage equipment, 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 assortment of department stores and, of
course, art galleries and museums. I had to detect and record whatever would give a
clue as to seduction’s ways ol working, getting close enough to the subject’s thoughts
and reactions, as well as her words. What I witnessed could have happened anywhere

if any of the coveted objects had spoken.

When it happened, the subject stopped, and saw herself in and through the ring for
two reasons: the look of the ring and the sound of the ring when it spcaks.” The
ring’s look had begun its capture of the subject before we entered the scene, hefore

the recording of the dialogue, as the mirror stage had established all further relations

in the environment; no object is perfectly suitable to complement a human being’s self-image’ (sic).
Mirror Stage, p. 116.

289. ‘For us, the geometral dimension enables us to ghmpse how the subject who concerns us is caught,
manipulated, captured, in the field of vision.” Lacan, Four Fundamental Concepts, p. 92.

290. Lacan identified voice and gaze - the two pieces of evidence [ discuss here - as manifestations of
objet petit a, and of Lhe drives relaled Lo desire. While gaze will be explored later ou in the chapter, this
section concerns the voice, the partial object of the invocatory drive, of which Mladen Dolar writes:
“There is a rudimentary form of narcissisnt altached to the voice that is difficull to delineate sinee it
seemingly lacks any outside support. It is the first “sell-referring” or “self-reflective” move, bul as pure
auto-affection at the closest to onesell — an auto-alTection that is not re-flection, since it is seemingly
without a sereen that would return the voice, a pure immediacy, where one is both sender and receiver
in one’s pure inleriority. In a deceplive self-transparency one coincides in both roles without a gap and
without a need for any exterior mediation.” Mladen Dolar, “The Object Voice’, in Guze and Voice us Love
Objects, ed. by Renala Salecl and Slavoj Zizek, Durbam and Londou: Duke University Press, 1996, pp. 7-
31, pp. 13-14. The recording and transcription of the voice in the dialogue acts as exterior medialion,
the text as screen. Moreover, it is addressed o the object, or the subject, aud [ulfils a role in
communicating. Voice is the vessel for speech. But that does not mean that the dimension of self-
seduction Dolar refers o (and which mostly relates to the imaginary) is obliteraled.
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for the subject, including this one. The ring’s strategy is long term and it was just
wailing for the right moment Lo initiate the approach, a time when the subject was
already half-conquered. To obtain the subject, the ring — through its voice — uses a
language thal can be qualilied as coy, words that reflect the experience of what most
of us may have said in a similar situation.”" The subject follows the object in this
game. The language they usc is one of courtship, of chat up lines, of wanting to be
recognised by an other. It is also explicitly sexual (thrust, touch, body, warmth ...)
which plays a part in drawing the subject’s attention, and keeping the object’s

inlerest. See, for example:

e References to touch: L. 50, 100, 127, 157, 158, 191, 196
* References to the body/flesh: L. 125 (Duchamp), 160, 195

* References to warmth: L. 195

The fact that both enter this game of mirrors, this dance around each other is
testimony to scduction’s reversibilily. Around line 182, the subject understands that

she is not the victitn in the situation (both are). Baudrillard explains this shift:

Traditionally, the seducer was an impostor who employed subterfuge
and villainy to achieve his ends — or at least who believed he was
cmploying then. For the other, by allowing hersell to be seduced, by
succumbing to the imposture, often voided iL, stripped the seducer of
his control. In cffect, he (alls into his own trap for having failed to
consider seduction’s reversible power.””

Reversibility, as I poluted out in previous chapters, s al the core of seduction; it is
one of its ruling principles. It is what makes it so slippery, so difficult to apprehend.
It comes coupled with challenge, and, together, they represent seduction’s strategy.
Gerry Coulter studies the graph of reversibility in Baudrillard’s thought and defines it
as thal which allows ‘to sce systems playing a central role in their own demise’,”” an

in-built self-desiructive mechanism. Seduction has this, for when Lthe object is

291. Although she studied a different type of writing, Claive Kahaue olfered me insights into the ring’s
voice in *Seduction and the Voice ol the Text: Heart of Darkness and The Good Soldier” in Seduction and
Theory. Readings of Gender, Representation and Rhetoric, ed. by Dianue Hunter, Grbana and Chicago:
University of llinois Press, 1989, pp. 135--153.

292. Baudrillard, Seduction, p 176 -177.

293. Gerry Coulter, ‘Reversibility: Baudrillard’s *One Great Thought™, futernational Journal of
Baurillard Studies, vol. 1, no. 2, July 2004, available [rom:
<hup://www.ubishops.ca/BaudrillardStudies/vol1_2/coulter. htm> {accessed 01.10.09]. One could also
relate this veversibility to Freud’s death drive, thanatos, a kind of reversible mechanism in each of us.
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obtained, seduction is no more; it moves elsewlhere.

The capture in the dialoguc - as opposed to of the dialogue, which refers to my crafty
recording stralegy and my palience ~ cvidences how seduction tricks its victims, by
enlangling them, by playing with their free will reversibly, and by making them

change posilions within their encounter.

Reflection

While the other two steps of the trap I have devised to capture seduction —
recognition and capture — are relatively descriplive, reflection is the most dillicult one
to complete. Bul it is the one that will ascertain that seduction did happen, through
relating the recognition and capture Lo the context in which seduction operates

{consumplion, desire, arl, objecthood, love ...)

The three steps developed here constitule a methodology, which can be carried out
though a number of methods, techniques and modes of operation. Thus, these are
the [laws of the system: it is budding, new, generic (in terms of how open it is for
cach of the disciplines to which it can be applied, providing only principles of
operation), and has to contend with an extremely sophisticated object of study, inside
which the detective, the artist and the analyst are placed (there could be others too).
There is a veal risk of [alling for it. Still, it is necessary [or a reflection on the
recognition and the capture to take place, to provide meaning to what has happened
to the subject, so thal we do not find oursclves in the position she is in, which is

reminiscent of Cordelia in Diary of a Seducer.

A [ramework {or the analysis nceds to be established prior to undertaking the
reflection, otherwise, it could become a ramble. The one chosen in relation to my
evidence, is based on the artist Daniel Spocerri’s work An Anecdoted Topography of
Chance.® Ini this book, Spocrri isolates the clements laying on a blue table, giving
them a number and mcthodically deseribing them and any associations he
experienced (such as where the objects came [rom, who gave them to him, their
history). As these make him reler Lo other objects in the same table, a dense web of
interconnections is established, always coming back Lo the starting point, the objects

on the table. The evidence is always referred to and only a modicun ol sidelracking is

294. Daniel Spoervi, An Anecdoted Topography of Chance, London: Atlas Press, 1995, Spoerri first
produced this work, detailing the objects on the blue table as encountered on 17 October 1961 at exactly
3:47 p., for an exhibition in Paris in 1962.
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allowed. I will start with the dialogue, looking at different aspects of it, and relating it
to the conlext of seduction I outlined in previous chapters. Through line numbers, I
will come back to the dialogue. Thus I am able to lose myself in a methodical way,
without gelling completely lost. This method, which Spoerri compares with that used

205 + l . .. o . . .
is somewhat reminiscent of psychoanalysis, as it works on free

by Sherlock Holmes,
associations, and it also has elements of what Freud described as evendy hovering
attention, a state of reverie or meditation allowing the mind to be aware of more than
onc dimension at once, refusing to make one thing more important than others. It is
akin o listening with certain indifference, but with engagement and interest. As
Wilfred Bion writes, the psychoanalyst engages without memory or desire.”” This
mode of reflection is particularly appropriate for the task at hand, as I will be
focusing on words and voices, on the auditory.207 So, underneath my detective’s
trench coal, lies an analysU’s atlire - a not too ostentatious suit, formal but
comfortable, not saying too much, with, perhaps, an accessory — and, underneath

still, the array of an artist.

It is early morning, and the subject is rushing. Presumably, as it is a Tuesday, she has
to go to work. It is plausible that they arve expecting her there at 9 a.m. given that it is
few minutes before then and she is walking fast. There are a few public transport
stops and stations near by, but she is taking the opposite direction. In her rush, she
stops. Something has led her astray, has asked her to make a decision between
getling to work on time or stopping to look at something. Both will have
consequences — one, perhaps, more than the other — and, of her [ree will, she chooscs

the latter. Rings do not speak but, that morning, this one did just that.

[ suspect, from the confidence with which she walks into Argyll Arcade, that she has

295. ‘T have set out here 1o see whal the objects on a section of Lhis table might suggest 1o me, what they
might spontaneously awaken in me in describing them: the way Sherlock Holmes, slarting out with a
single object, could solve a crime; or historians, after centuries, were able to reconstilule a whole epoch
frotn the most famous fixation in history, Pompeii’. Spoerri, Topography of Chance, p. 23. Further along,
on page 24, Spoerri places himself in the position of Sigmund Freud when describing the room on the
ifth Mloor of the Hotel Carcassonne, where the lable was located and, in the appendices, he undertakes a
topographical reconstruction of a criminal act (pp. 211-212), all examples of the forensic gaze needed to
put the self-reflexive methodology to work.

296. Wilfred Ruprecht Biou, ‘Notes on Memory and Desive’, Psychoanalytic Forum, vol. 11 no. 3, 1967, pp.
271- 280. Evenly hovering attention, also named free floating attentiveness, requires indifference and
engagement, and this may seem, at first, to be at cross-purposes. The analyst needs Lo be actively
engaged in the act of listening, with interest and attention. Yet, she also needs to be indifferent in lerms
of the content of the analysand’s speech, not giving more emphasis or importance to aspeets of the
narralive just because they have cultural importance attached Lo them. This means that, in analysis, the -
account of someone’s death may have the same weight as the purchase of new curtains, for example.

297. In order (o eoenly hover my attention, | played hack the voices in the dialogue 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 must 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 hersclf.*®

In order to understand, from this dialogue, how seduction operales, it is important to
conduct the analysis from the positions of the subject and the object, and also to
examine the specificities of the encounter itself. *® 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 belicves the ring can

solve some of her problems. And, third, she resists*

the advances of the ring with
the following arguments: she is more important than the ring and therelore, why
should she carc? (I.. 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 might not deliver on its promise (L. 36-39); this is all about her, and not the ring
(I.. 90-92); the ring is too demanding (L. 104-106); it is all a matter of conlext 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).*"

298. The helplessness and lack of speech are related to trauma and fantasy, as 1 will show in chapter five.
Remember the fornuuda for lantasy: § <> a, where S is our subject, « is the ring and the relation is
established through <>, the screen.

299. Its is precisely this approach, incorporaling the key players involved in the principle of seduction,
as well as their interaction, which is missing in existing frameworks, as 1 mentioned in chapler one and
will be further exploved in chapter (ive.

300. In psychoanalysis, the lerm resistance denotes ‘whatever disturbs the progress of the work’, as
described by Freud. For Lacan, resistance is structural to the work of analysis as it shows a conflict
between desire and speech. Resislance is a sign that the patient cannot move any laster in the
interpretation of her present state. He sees it as a positive thing, mainly, only presenting an obslacle o
the treatrnent when the analyst respouds to the patient’s resistance (an imaginary hive, in the realm of
her ego), which is also his own. He firmly places resistance ou the side of the object by distinguishing it
from the concept of defence (sublimation, repression etc.): ‘whereas defences ave relatively stable
symbolic structures of subjectivily, resistances are more transitory lorces which prevent the object from
being absorbed in the signifying chain’. Bvans, /ntroductory Dictionary, pp. 166-167.

301. Sublimation is a defence mechanism, the process by which libidinal energy is ranslormed into a
cultural endeavour, and thus acquiring social value. This is the case when the subject lakes photographs
of the object. Darian Leader looks al the Freudian concepts of sublimation, drives and the Thing in
relation 1o art practice. The main aim of the libido and death drives (eros and thanalos) is satislaction.
Sublimation, part of the process ol desiring, seeks satisfaction in change itself as supposed to fixation.
Sublimation, he argues, is an arc artists fail to complete. In fact, sublimation in itsell] is not possible
because of the risk involved (the death drive controlling libido and the ego becoming the object of the
death deive), the only alternative is sublimating (the verb). Pure desirve, when manifested, makes no sense
as it goes against the symbolic values of society. However, when artists show their own desive, society

vecognizes that and gives value to the work of arl. The [beauty of the] work functions as a sereen beyond

[Footnote conlinues]
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The objecl’s proposition is a clear one: it makes promises to the subject in exchange

for her doing what it wants out of her free will. To convince her, to lead her astray,

the object tries anything within its power. First, it addresses her specifically; it shows

it has observed her hefore and has a stock of specilic details to bring up as neccssary,

to make her fecl addressed individually (1. 13, 147-153). Secondly, it keeps focus on

an abstract guality it knows about but she does not — the lack, the void it keeps
mentioning — (L. 49-50, 96-97, 98-100, 167, 178-180, 199-200). Whether this lack is
real or stands in for a lost object that was never hers in the {Irst place (as Lacan would
have it), is not of primary importance in his reflection. What matters is that the

objcet is able Lo hang on Lo this concept and create a need in the subject, bringing
aboul some anxiety and discontent.”” The subject is not able to express what this
need is, so also hangs on to the objecUs articulation. And thirdly, it feeds on her
resistance in these ways: [ollowing her in her intellectualising of the situation (L., 43—
45, 93-94); agreeing wilh her when necessary  as this shows understanding and
awareness of the situation — (L. 25, 43, 93-95, 200-201), contradicting her to show
faults in her rcasoning (L. 63-67, 198-200, 210); asserting its distinctiveness (L. 45-49,
134, 151-163, 172-174); playing on what she does not know (1. 25-28, 48-50);
tempting her with risk (I.. 30-32, 50-52); tempting her with enjoyment (L. 52-53, 224-
2225); relerring to desirves that have been with her her whole life (1. 153-157, 212-
215); putting itsell down when required — playing dumb - (L. 64-65); being pliable
enough Lo show she is not being forced into the situation - the give and take factor -
(1.. 93 95, 223-224); defaming its rivals (L. 100-101, 132-134, 152-153), showing it

commands the situation (L. 207), showing compassion (L. 222).

In this encounter, the positions of subject and object change: the subject takes
conlrol of the situation (L. 135 -140, 187-197, 202-203); the object regains control (L.
207). This shows that resistance is as cssential and strategic as reversibility. The
encoutiter, as heard and transcribed hiere, docs not in itself have catastrophic
conscquences, but any repereussion is played to its maximum and taken out of
context {for example, the ring portrays itself and is belicved to be, by the subject, life

changing).

The usc of the methodology is beginning to have an impact, as knowing changes the

seductive situation in which one finds oneself. Through the analysis of the dialogue, 1

which is the Thing, an eniply space, a void, and thus creates a space between itsell and the place it
acetpics. This emptiness is what hielps Lo ereate the work. Stealing the Mona Lise.

302, Greene, Art of Seduction, pp. 203-210.
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have been able to understand how reversibility and the play of resistances are
involved in the process of seduction.*” These are not normally known in this context
or cven acknowledged. 1l the subject had been aware of them, it could have had a
consequence, perhaps even a positive onc lor her (although who knows what power
brings to its holder). Yel, the subject falls tinie and time again for the ring’s words
(1..102-103, 164-165, 170-171, 216-218, 228-230) and its look, as we will now sece.

THE SCOPIC DRIVE IN SEDUCTION

It surprised me to hear, in the dialogue, that the subject photographed the object a
number ol times. “You must have realised that, in previous days, I have come here
with a camera and have taken photographs of you ..." she says in lines 55 to 57 of my
transcription. As soon as I read that I realised I needed Lo sec the images Lo
understand what went on between them (a blind dialogue is only a partial object),
cven il that meant breaking and entering. So I did. And I understood that the reach
of seduction did not stop with the ring. There were many other objects vying for her
attention both before and at the time the dialogue took place: shoes, handbags,
scarves, necklaces, bracelets, brooches, and all manner of underwear. No doubt, there
will be many others afterwards il we do not get to the bottom of the situation. I want
to present my case Lo the jury so that seduction can be, once and for all, identificd,
confronted. The analysis of the images in the book refer to the scopic drive and the
aim of applying the sclf-reflexive methodology to them is to turn thinking principles

304

inlo secing principles™ so that seduction 1s made visible.

Recognition

In the photographic cvidence, the subject recognises hersell as much in the object as

303. What kind of dialogue tiis is and whether it takes place internally in the subject’s head - that is,
she imagines iL - or no, does not really matter Lo Lthe case, as seduction would be operating anyway. In
my last chapler, I will focus more clearly on fantlasy and its role in seduction, which will elucidate this
issue.

304. The shift from thinking principles into seeing principles paraphrases Edward Tulte, when he
describes his book Beantiful Evidence: “The central claim of the book is that elfective analytic designs
entail turning thinking principles into seeing principles. So, if the thinking task is to understand
causality, the task calls for a design principle: "Show causality.” If a thinking task is to answer a question
and compare it with alternatives, the design principle is: “Show comparisons.” The point is that
analytical designs are not 1o be decided on their convenience Lo the user or necessarily their readability
or what psychologists or decorators think about them: rather, design architectures should be decided on
how the archilecture assists analytical thinking about evidence.” This is the role of the images in the
photobook: to gather visual evidence to demonstrate principles and mechanisms of the exact moment of
seduction hitherto left un-analyzed or only discussed through text. Mark Zachry and Charlotie Thralls,
‘An Interview with Edward R. Tufie’, in Technical Communication Quarterly, 13(4), pp. 447-462, p. 450~
451,

128



CHAPTER FOUR: TILE ARTIST, THE ANALYST, THE DETECTIVE

in her own image and the conflation of the two through the screen.*” Two things
come to mind instantly as I leaf through the iinages, — which you are seeing edited
and presented in a book: that the subject is a female subject and that the (eminine
subject is herself. Both of these will influence her recognition in the object. Let me

address self-portraiture [irst.

This is scemingly a private practice but with relevance to a public audience. A great
number of assumptions are made aboul self-portraiture, especially through the
medium of photography. As Angela Kelly wriles, it tends Lo be associated with self-
indulgence, vanily, and narcissism, yet ravely with self-awareness.” It is perceived to
be the expression of the photographer-model’s unique vision, but the fact that self-
portraits are a part of a colleclive experience we all share is rarvely examined. Self-
portraits purport lo reveal the inner chavacter of the subject, as opposed Lo just a
likeness and we can find, in Make Me Yours, conventionally stereotyped poses adopled
for the camera - and the object. The subjcct is performing, and this, as Baudrillard
ascertained, is linked to the crine of seduction. The performativity of the subject
brings about an element of theatricality lo the photographs, as discussed by Philip
Auslander. He divided the phiotographic residues of performances into two
calcgories, documentary and theatrical. One can sce glimmenrs of the latter in the
photo-book, as the ‘space of the document ... beconies the only space u which the

performance occurs’.*®

The difference between the images in the book and my own recognition within the
Breda shoe - the one that precipitated the creation of the self-reflexive methodology —
is that Make Me Yours shows femininity and the scducer-seducee’s positions as
reversible. The subject performs the feminine in [ront of the object and, in that
performativity, she recognises herscll. Baudrillard privileged the feminine over the
masculine in relation to seduction, and conlained the [eminine — and by extension,

seduction — in the rcalm ol appcarances. He wrote: ‘now woman is bul appearance.

305. This. of course, refers 1o the Lacanian sereen and his mirror slage as discussed in chaplers three
and two, respeclively.

306. Angela Kelly, ‘Self-Image. Personal is Political’, in Liz Wells led.), The Photograply Reader, London:
Routledge, 2003, pp. 410-416. A similar point is made by Laura Cammings in A Face to the World: On
Self-Portraits, London: HarperPress, 2010.

307. “This is why the piece [of seduction’s performance] lakes on both the aesthetic form of a work of art
and the ritual form of a crime.” Bandrillard, Seduction, p. 100.

308. Philip Auslander, “The Performativity of Performance Documentation’, in PAS: A Journal of
Performance and Art, 84, vol. 28, no. 3, Seplember 2006, pp. 1-10.p. 2.
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And it is the feminine as appearance that thwarts masculine depth’,™ and {urther,
‘this strength ol the feminine is that of seduction™". For him, this femininity is nol a
historical or a political issue (and therelore not a feninism), but one of position.™”

This position is reinlorced by the camera — as T will discuss below — which allows the
subject to develop a consciousness of the sell, exploring how she sces hersell with the
object and how much that self-image defines her behaviour and her role within
seduction. Yel, as Kaja Silverman [ormulates, this raises questions iu relation o the
gaze and the screen. She asks: ‘How does one face a camera, or anticipate one’s

“photographic” capture?”?
g

Capture

That takes place with seduction

Il seduction helongs to the realm of appearances, then its most comlortable territory
is that of the visual. Bul for Baudrillard seduction remmoves something [rom the order
of the visible and this symbolic veiling also occurs in relation to the body ‘as such’ -
the social body and, in his words, the obscene body.*”* He explains the blurring and
confusion that cnsues from seduction through the characteristics of the trompe ['oeil —
a style of painling that deceives the viewer making her believe it is real - and the

double. He wriles:

With this forward decentering effect, this advance lowards the subject of
a mirror object, it is the appearance of the double, in the guise of trivial
objects, that creates thie effect of seduction, the startling impression
characteristic of the trompe Loeil: a lactile vertigo that recounts the
subject’s insane desire to obliterate his own image, and thereby vanish.
For reality grips us only when we losc ourselves in it, or when it

309, Baudrillard, Seduction, . 10.

310. Baudrillard, Seduction, . 7.

311 [t must be said that the feminine seduces beeause it is never where it thinks it is, or where it

thinks itself. The feminine is not found in the history of sufleving and oppression imputed to it -

woinen’s historical tribulatious {though by guile it conceals itsel{ therein)... i seduction the leminine is

neither a marked nor an wimarked termi. It does not mask the “autonomy” of desire, pleasure or the

body, or of a speech or writing that it has supposedly losi{¥}. Nor does it lay claim 1o some truth of it

own. It seduces. To be sure, one calls the sovereignly of seduction feminine by convention, the same

convention that claims sexuality to be fundamentally masculine.” Baudvillavd, Sednction, p. 6-7.

312, Silverman, The Threshold of the Visible World, p. 196, She answers this question by a study of the

pose in relation to Cindy Shevman’s Untitled il Still sevies of photographic sell-portraits,

contextualising theny, primarily, with the help of Lacan’s scopic drive (as | developed in chapter three),
e < . v . . . . g o . L, T1QRAT .

and Wilhehn Flusser’s Towards a Philosophy of Photography (Fiir eine Philosophie der Fotografie, 1983]), .

by Anthony Mathews, London: Reaktion Books, 2000.

313. Baudrillavd, Sediction, p.33-34.
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reappears as our own, hallucinated death.*"

He further relates these characteristics to the moment when the child discovers his
own image in the mirror - Lacan’s mirror stage — but vacates the illusion of the
rrompe {‘oer{ from being founded in a realism of execution. Instead, he recounts the
effect of seduction as a break in reality; rather than a surplus of reality, it is a feeling
of seeing oneself fall, a seizure, a disinlegration. Is nol this what our subject is
experiencing in front of her objects? Is not this what she captured in these images,
where the visual is shot to pieces, where it is difficult to sec what is happening in
representational, perspectival termns? Is not this a neat way Lo accoun! for the double
bodies and the blurring that occurs as she crouches Lo see how a necklace would look
on her, as happens in 33. Surrender? This is the Real - as accounted for by Lacan -
breaking into reality through the objer petit a, making us recognise that what we
perceive as reality is staged, and has been undermined by seduction, with its
reversibility. Bui this break in reality is tamed by the picture, the photograph {the
taming of the gaze, dompte regard). The laming, in its relation to the scopic register, is
situated within the psychoanalytic domain of repetition (as Lacan pointed outin his

315

discussion of Louis Aragou’s poem Contretemps).”” The subject is trying to make
scuse of the Real of recognition by taking pictures, yet she is compelled to do il again

and again and again.

The visuality of seduction, its appearance in the form of an illusion - that ol having
the object - irrupts in the subject’s everyday reality, and this rupture suspends space

and lime. This is why slic was lale for work; she lost her points of reference.

Of the process of seduction

The capture of the process of seduction widens the spiral formed by its reversibility.
In a sense, the photographic camera serves to seduce the object that was seducing the
subject. This means that some of Lhe issues discussed by Baudrillard in relation to
whal happens to the body and reality when seduction lakes place are vedefined if this
process is recorded success(ully. Baudrillard took photographs and wrole aboul the
process. For him, to photograph, is to devoid the object of all its characteristics and

. - . . . L T
this converts it into an enigma; that’s the price to pay for its seduction.”” In an

314. Baudrillavd, Secluction, p. 62.

315. Lacan, frour Fundamental Concepts, pp. 17-18 and 79.

316, Jean Baudvillard, *For lusion Tsn’t the Opposite of Reality ... in Photographies I.‘}h’j—/!).’)é’i
(IFotografien), ed. by Peter Weibel, Lr. by Susanne Baumann and others, OsUlitdern-Ruit: Hatlje Cantz,
1999, pp. 128- 143, pp. 130-131.
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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 we photograph them. He links this quality to

317

Roland Barthes’ punctum 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 the punctim cannot be targeted, for Baudrillard photography always
requires a passage a ['acte, a precipitous, all-al-once act.”® A passage a ['acte, however,
is not simply an act, such as, for example, acting out. Iivans establishes Lacan’s
differences by stating that acting out is a message addressed Lo the Other and,
thercfore, the subject remains in the symbolic scene. A passage a l'acte, on the other
hand, involves exiting the scene allogether, a breakoul from the Other and into the
Real.*” 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.”® A passage @ 'acte, a reaction against anxiety, is dominated by
jouissance {enjoyment), Lransgressive in essence, which links the pleasure prineiple to
the death drive. It is the enjoyment that goes beyond the pleasure principle. A
passage a {'acte entails ‘a dissolution of the subject, for a moment, the subject

beconies a pure object”.?!

For Baudrillard taking photographs produces rapture, delight. He writes: “You think

you photograph a particular scene for the pleasure it gives. In fact, it’s the scene that

17 322

wanls to be photographec If a scene wants o be photographed, though, it is

317. Roland Barthes, Camera Lucida (La chambre claire [1980]), tr. by Richard Howard, London: Vintage,

2000.

318. Rex Butler, ‘Baudrillard’s Light Writing Or Photographic Thought’, /nternational Journal of
Baudrillard Studies, vol. 2, no. 1, January 2005, available from:
<http//www.ubishops.ca/baudrillardstudies/vol2_1/butler.hitm> [accessed 21.11.09]. Butler argues that
Baudrillard’s language may not be so distant from psychoanalysis, tHe relates Baudrillard’s thought on
photography 1o Zizek’s understancling of Lacanian fantasy, especially the fantasy of the primal act in
which the subject is able Lo look at something in greal proximity without being seeu. This is what
Baudrillard suggests is al stake in seduction: disappearance in order to allow for the exchange between
subject and object. He also links this Lo Tacaw’s split subject in which the subject is accounted for in the
symbolic order of signs as well as being the emply place [or which these signs stand in. Butler then
discusses objet petit a as that which is removed from the field of vision but, at the same lime, frames it.
The split subject, he concludes, is 1he hole created by olyer petit a. which then makes subject and object
equivalent.

319, Livans, Introductory Dictionary, pp. 136-137.

320. A passage & ['acte happens in the dialogue from L. 170 onwards.

321, Bvans, Iniroduciory Dictionary, p. 137.

322. Baudrillavd, For Ilusion ..., p. 129,
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because it reluses to yield meaning, it resists reflection. Photographing is a silent act
of disappearance — just like death — that is its trap.”” The subject in the photographic
evidence in Make Me Yours, goes from a dissapearance, an encounter with the Real, to
a final reconcilation with the Symbolic (sec images 44 to 46, entitled passage a l'acte
and the last, 47. Enacting or, Shall I say, Acting Out). In the passage a {'acte images, the
frame begins to disintegrate — only begins - for photography is a (rame and it would
be impossible to photograph its complete disappearance. In them, a void appears,
and the subject is partly engulfed by the objcct. What was previously an image of a
merging of inside and outside, an encounter with a seductive object, gives way Lo an

exil from the frame supported by the screen.

I wrote, before my detour through the passage a lacte, that Baudrillard argues for a
necessary acting precipitously, or ‘all at once’ in photography. For him, seduction
does nolt occur when a subjecl is exchanged for an objecl, as happens when a
photograph of someone is taken. That is merely simulauon. Photographic seduction
is constituted by an irreversibility, a “‘quality [that] exists only in retrospect, as an after-
cffect of the taking of the photograph itself, as what is simultancously brought about
and done away with by it. We realise it perhaps, but only too late, in the very form of
its loss.”™ It may scem contradictory that what is key to photographic seduction is an
irreversibility, when [ have been arguing that the principal strategy of seduction is
precisely reversibility. This, however, when considered in relation to this case — which
seeks to find a way of studying seduction - makes sense. What is presented through
the photographs is not seduction itself; this takes place over time and is difficult Lo
caplure wholly, as | argued al the beginning of chapter three, with a discussion on
the still. Yet, its appearance and its loss are visible and evident iu the images,
sometimes even simultaneously. The irreversibility to which Baudrillard alludes is the
reverse ol seduction’s reversibility, which, in double play, is a sign that the camera

was successful in seducing seduction.

The techuical issues involved in the capture of seduction — the use of mirrors ar
similar devices, and of chance, unmediated processes and ‘felt” moments rather than
the actual use of the cye -* makes the photographer confront hersell rather than
separating her [rom the subject of the image. A depiction o' Low she appears lo

others, a kind of acceplance of sell, ensues. It is not completely devoid ol self-

323, Baudeillavd, For Hlusion ..., pp. 131 and 135.
324, Buller, Baudrillard’s Photographic Though.
325. Relly, Seff-image, p. 416.
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exploitation, as this is a vulnerable position in which she finds herself. Yet, in the
images, a change, related o the capture, scems to take place. Whereas the first
images arc descriptive of the situation — the enchantment she feels in front of the
object - the subject soon begins to take notice of herself in the encounter, to perform
in front of the object and, more importantly, to perform the capture by using the
camera as an appendix, or a prop. The camera appears by her side, or consciously in
front of her (note the defiance in 23. Hand) at the same time as the full force of her
body emerges (sec 20. [lesh, 21. Mouth, 22. Body, and, especially 35. Surrender II and
36. Intent I1. These last two images have a high sexual content, as the rings and other
jewels scem to clinb under her skirt). That embodiment is the turning point in the
photographs, after which, the confrontation with the Real (the passage a lacte} and

the reconciliation with the symbolic scenc (the enactment) oceur.

In the case of our subject. it is the doubling of the screens - the shop window and the
pholographic lens — which make the capture of the object and of seduction possible.
These screens also work as a luve, or a wap. This, in Lacanian lerms, involves a double
deception, a ‘deceiving by pretending to deceive’ and has its genesis in languagc.m We
arc in Baudrillard’s territory of the double and reversibility again, the demise of
scduction by itself. The classic example of a lure, as cited by Evans, is “telling a truth
that one expects 1o be taken for a lie’,”” bul in relalion to our case, one could put
forward the proposition that the lure of the lens-and-shop-window screens put
forward a truth that one expects Lo be taken for an image. Even Lacan seems to hint

al 1t:

Only the subject — the human subject, the subject of the desive that is
the essence of man - is not, unlike the animal, entirely caught up in this
imaginary caplure [of the lure}. He maps himself in it. How? In so far as
he isolates the function of the sereen and plays with it. Man, in effect,
knows how Lo play with the mask as that beyond which there is the gaze.
The screen is the locus of mediation ... the sercen re-establishes things,

. . 328
in their slatus as real.”

This image creation draws on the [etishistic nature of photography and also the

326. Bvans, Introductory Dictionary, p. 104. This double deception also applies 1o jokes, as Freud
ascertained in his monograph on the subject. Jokes ave veversible in nalure and, like dreains, act as
sereen lor the anconscious, as a porons wentbrane, is manifestation, but also shielding the repressed.
Ireud, “Jokes and their Relation to the Uuconscious’ (Der Witz und Seine Besichung zum Unbewussten
[1905)), SE 8.

327 Evans, Jiiroductory Dictionary. p. 104.

328. Lacan, Fowur Fundamenial Coucepts, p. 107,
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fantasy of the strect photographer to be invisible in relation to his object, which

marks his § relation (<>) to a.*” But more on this later.

So, it would secm 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 replicated
and documented. This is what the sclf-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 momenl — a suspension in time — and this gap — an
opening of space — need o be reflected upon if the workings of seduction are to be

unveiled.?®

Reflection

The suspension in tune can be more clearly explored through the psychoanalytic
concepl of Nacherdglichkeit - afterwardness, deferred aclion or aprés coup - as it
warranls attention in relation to seduction, time and causality. Alterwardness
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,”! Jjust 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 concepl, gave il a reversible dircction: 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.*® It is possible Lo cousider alterwardness as a combination of these

opposing terms without incurring in a contradiction if we consider what Jean

329. For a study of the relation hetween pholography and [anlasy, read Victor Burgin, ‘Plotography,
Phantasy, Function’, in Thinking Photography, ed. by Victor Burgin, London: The Macmillan Press, 1982,
pp. 177-216.

330. Victor Burgin studies psychoanalytic space and time in refation 1o visual representations in film and
photography in /w/Different Spaces, and in ‘Looking at Photographs’, in Thinking Photography, ed. by
Victor Burgin, London: The Macmillan Press, 1982, pp. 142-153.

331. Laplanche, Problématiques, p. 20).

332, Jean Laplanche, ‘Notes on Aflerwardness’. in Jean Laplanche: Seduction, Transtation and the Drives,
ed. by John Fletcher and Mavtin Stanton, v, By Martin Stanton, London: Institute of Contemporary

Ants, 1992, pp. 217-223.
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Laplanche terms the ‘implantation of the [other’s] enigmatic message’.*” If we also
consider Baudrillard’s assertion that ‘everything is seduction and nothing but
seduction’,” it is precisely this phenomenon, present in our relation to the world
throughout our lives, that allows for the other - the diamond ring - to address
enigmatic messages to us and therefore opening up a double direction in our
experience of individual time. The encounter explains something of the past - or at
least acknowledges something enigmatic there - and a future action is asked of
subject — a promise is made in exchange. This is why the subject cannot move, why

she is late for work when she encounters the ring.**

If the capture of seduction involved suspending a momeunt 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 experiment in
relation to results — the most common one being the Mamiya 645 (a medium format
analogue camera). This means two things in relation to lime and the gaze: that the
subject took the photographs blind (in comparison 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 minutes to appear in the computer monitor and the
process had to be repeated numerous times to avoid a phenomenon known as NVewton
rings). The usc of the Mamiya was followed by photographs obtained with a Fuji
Finepix 430 (a digital compact, point-and-shoot, camera), a Nikon D40 (a digital

SILR) and a camera phone.

The choice ol images for the cover of the photo-book was dictated by a will to explain
the process lo the reader, almost as il it was viewed from the outside, externally —

even though thesc were also taken by the subject. Once within the pages, the position

333, Laplanche relates these progressive and retrogressive modes to interpretation, which in turn relates
lo the task asked ol reflection. Tle wriles: ‘So we arrive al this idea: even if we concentrate all our efforls
on the retroactive temporal direction, in the sense that someone reinterprels their past, this past caniot
be a pure or factual one — a ‘vaw given’; it conlains rather in an immanent fashion something that cowes
before - a message from the other. 1Us impossible thevefore just to hold a hermeneutic position on this -
that is W say that everyone interprets their past according to their present - because their past alveady
has something deposited in it that needs to be deciphered, which is the message of the third persou’.
Laplanche, Notes on Afiercvardness, p. 222.

334, Baudritlard, Seduction, p. 83.

335. Moreover, on the subject of suspension ol time, Baudrillard wrote: ‘Photography produces a kind of
thunderstruck effeet, a form ol suspense and phenomenal immobility which interrupts the precipitation
ol events’. te called this elfect the frecze-frame’. Baudvillavd, For Mlusion ..., p. 134.
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changes and we are within the phenomenon. The images in the photo-book have
three points of reference: the body (with a dominance ol issues of scale, focus, and
double images), the object (where the colours of the object dominate the image), and
the photograph itsclf (where most of the performalivity lakes place). The layout of the
pholo-book is my own work. In the process of organising the images, I realised that
their relation to the page and Lo the reader needed to remain active, rather than give
itself up too quickly Lo the act ol looking. So, cach page is designed with the image in
mind, revealing or obscuring in the fold of the book as much as necessary to

understand the seduction between the subject and the objeets.

The relalion between subject and object, mediated by the camera and the shop
window, is not that of a ‘mirror reflection, in which the subject finds himself
transformed - not a mirror phase, in which the subject establishes himself within the
imaginary’. For, as Baudvrillard acknowledged, ‘all this belongs to the psychological

domain of alterity and identity, not seduction’ (

although this domain has a bearing
in terms of psychodynamics, which obviously did not interest Baudrillard). Instead,
the seductive relation is one where distance and proximity alternate. Both are
desirable and desired but the increased proximity, or closing in of the object, comes,
3%

it scems, at a price.”” The price is a distortion, a blurring, a scotomisalion of the

relina and, by exleusion, the lens. The images enlitled Surrender (numbers 33 and 35)
and /utent (numbers 34 and 36) are examples of this: when the camera is too close, it
cither focuses on the object or on the subject. This does not break the seductive link

between the two, but, rather, creates a discontinuity of vision. As Zizek wriles:

The Object can be perceived only whew it is viewed from the side, in a
partial, distorted form, as its own shadow — if we cast a direct glance at it
we see nothing, a mere void ... The Object, thercfore, is literally
something that is crealed ~ whose place is encircled - through a network

. ot : ; 338
ol detours, approximations and near-misses.”™

3386. Baudrillard, Seduction, p. 68. Iis quote, however, does not mean that alterity, the other, is nol
involved in seduction. Quite the opposite. What Baudrillard is trying to do is 1o distance the other in
seduction from the sell as other, as involved in a mirror rellection, psychology and the imaginary. 1t
seems Lo relate falthough I suspect Baudrillard would contest i), to Lacan’s litlle autre, a. as it appears in
his schema 1, (Fig. 11). Because there is an other (rather than self’ as other), distance and proximity
become even more prominent aspeets of the relation.

337. Henry Bond, Lacan at the Scene. p.173. He cites Michetangelo Antoniont’s (ilm Blow Up, as an
example of the price paid for proximity to the object photographed.

338, Zizek. ‘Courlly Love, or, Woman as Thing’. in Z%he detasiases of Enjoyment, pp. 89-112, p. 95.
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