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PREcIS

on February 1st, 2017, the miami point of the laca-
nian Compass invited Dr. Jorge Assef to give a talk 
in the context of “Dialogues in the City,” as part of 
our library’s activities. He presented the thesis from 
his book La subjetividad Hipermoderna (Hypermodern 
subjectivity).
 
He opened his talk with references to lyotard, li-
povetsky and J-A miller, who speak about the crisis of 
grand narratives (ideals, traditions, system of thought), 
or as Jacques-Alain miller called it, the fall of the big 
other. He then incorporated the notion that any object 
produced by culture is an interpretation of the social 
times it is born out of, so he took the art form of films 
and TV series to exemplify this issue.
 
From there, Assef developed the idea that what char-
acterizes hypermodern culture and its subjectivities are: 
1) The primacy of the law of the market as dominant 
in social discourse.  2) The valuing of consumer objects 
over ideals, and consequently, a generalized effect of hy-
per consumers, which is to say “addicts.” 3) The preva-
lence of the image in the construction of subjectivities. 
4) The push to “jouir” imposed by culture, which is like 
a continuous search for satisfaction. He used the mov-
ies Apocalypse Now, Wall Street, The Devil Wears Prada, 
and Trainspotting, among others, to illustrate his points.
 
He also highlighted the TV series Mad Men, as it 
condenses key aspects of the society it reflects and suc-
ceeds in synthesizing the complexity of the 60’s when 
modern advertising ascended to glory and marketed 
the empire of images.  Consumer capitalism, began to 
modify human life, or as lacan called it “the rise of the 
object a to the social zenith”.

 
We were accompanied by marie Hélène Brousse and 
Pierre Gilles Guéguen, who came to work on the 
Clinical Study Days 10 as keynote speakers. We are 
very thankful to Jorge Assef for kindly coming early to 
miami to present his book. 
 
Liliana Kruszel 
Member, Lacanian Compass, WAP, NEL 
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Good evening everyone, my name is liliana Kruszel, 
and I welcome you all to our third activity dedicated  
to dialoguing in our house, the Nueva Escuela Laca-
niana, surrounded by our library which is open to the 
community. 
 
We are absolutely delighted to have you here again to 
be able to discuss important contemporary topics that 
affect us in our professional and private life as citizens.
 
But I want to specially welcome Professor Irma Barron, 
from Carlos Albizu university. We are truly honored  
by her continuous support and enthusiasm for our work 
and of course for her presence here tonight.
 
First, let me introduce you to who we are. The New 
lacanian school, belongs to a world wide organization 
called, The World Association of Psychoanalysis, that 
follows the teachings of Jacques lacan.
 
There are schools like ours, all over europe, south and 
Central America, and the near and far east. some are 
small like ours but some hold thousands of members. 
many of these schools, where all kinds of different 
activities go on, just like ours tonight, offer institutes 
for the formal training of psychoanalysis.
 
The idea behind tonight’s activity is that we feel that 
important things are happening in our culture, and psy-

choanalysis ‘listens’ to those things, because they orient 
the way we practice psychoanalysis.
 
our guest is Dr. Jorge Assef, Psychoanalyst and a Dr. 
in semiotics from Argentina, Dr Assef is author of 
the book The Hypermodern Subjectivity (La subjetividad 
Hipermoderna, published in spanish by  Grama. Bue-
nos Aires, in 2013).
 
 
 
Liliana Kruszel:  The title of your book is “Hypermod-
ern subjectivity.” What is hypermodernity? 
 
Jorge Assef: First I took the classification of postmo-
dernity essentially from Jean François lyotard who 
defined it in 1979 as “the state of culture following the 
transformations which, since the end of the nineteenth 
century, have altered the game rules for science, litera-
ture and the arts.” 1 He placed the crisis of grand narra-
tives in the center of his approach, and this is what we 
refer to as the fall of the big other in psychoanalysis.
 
Twenty years later, the French social philosopher Gilles 
lipovetsky revisited lyotard and stated that,  

lyotard defined the postmodern as a crisis in foundations 
and the decline of the great systems of legitimation. That 
was of course correct, but not absolutely so. … It would be 
necessary to show that something was being recovered and 
restored in the new references and ways of life.2 

1.lyotard, J-F., La condición posmoderna: informe sobre el saber (madrid: 
Cátedra, 1989): p 9. Translation by the author.

DIAlOGuES In thE cIty:
A cOnvERSAtIOn AbOut thE MARkERS OF 
OuR “hyPERMODERn SubJEctIvIty”

2. lipovetsky, G. Les temps hypermodernes, (Paris: Grasset, 2004): p 80 
Translation by the author. 
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According to lipovetsky, the key of our current times is 
in the  

passage from a capitalism of production to an economy of 
consumption and mass communication, the substitution of a 
strict and disciplinary society for a ‘fashion-society’, restruc-
tured from the bottom up by the techniques of the ephem-
eral, of renovation and of permanent seduction.3

 
This issue was also anticipated by psychoanalysis. In the 
‘70s, possibly ahead of his own time, lacan announced 
the rise of the object a to the social zenith (that is, at 
the top of the hierarchy of social values). When the big 
other was the reference of social discourse, our society 
had ideals, ideas, principles, repressions, etc. When the 
object a organizes discourse, our society is commanded 
by surplus-jouissance. 
 
What does this mean?
 
To put it simply, it’s a type of subjectivity which is 
organized around the achievement of satisfaction, a 
satiety which is never fully accomplished, but which 
people believe in blindly because the discourse of the 
times promises it to them. Thus, contemporary sub-
jects go after different types of objects and satisfaction 
experiences, changing from one to another, unceasingly, 
doubling down each time, a little bit more, a little bit 
more…, which inevitably leads to excess, to the “hyper.”
 
If  subjects pursue more objects, science and technol-
ogy create them, the mass media spreads them globally 
non-stop, the market sends them to every corner of the 
planet, gets the profits, and the cycle restarts all over 
again.
 
Then, lipovetsky states that the prefix “hyper” marks 
our times, times in which the three foundational fac-
tors of the modern era —individualism, the market 
and technology— are overdeveloped, globalized and 
deregulated.
 
Liliana Kruszel: How can this hypermodern condition 
be seen in cinema?  

Jorge Assef: Actually, a society’s conditions can be seen 
in any cultural phenomenon. I chose to do research on 
cinema because it’s one of the most important in terms 
of its tremendous reach. 

For example, in 2013 I was invited to give a talk in 
NyC about the “Zombie” phenomenon in pop culture. 
It was something strange for me. my colleagues there 
sent me an invitation with that topic, which was abso-
lutely unknown to me. I had never been interested in 
the “Zombie” cinema genre, but World War Z, the film 
starring Brad Pitt, had just been released and the new 
season of the TV series The Walking Dead was becom-
ing successful. 

I understood it was an attractive topic for pop culture, 
but I wondered what could be said about zombies from 
a psychoanalytic standpoint. once again, I was amazed 
how art (including that used by the entertainment 
industry) always reveals something about ourselves. I 
started doing research and I found out that the figure 
of the zombie created in Haiti centuries ago had noth-
ing to do with the characters appearing with that name 
today. so mainly thanks to the movie World War Z I 
made up a new category: the “hyper- zombie”. This is 
what I said back then: 

I have called the genre’s contemporary character “hyper-
zombie” because in the figure of the contemporary zombie 
we can see the effect of hypermodern discourse: beings 
who are completely alone, who do not create bonds with 
one another (individualism), who are the result of techno-
scientific excess taken to an extreme (defeating death itself ), 
who move around en masse (that is, without the possibility 
of thinking) after their consumer objects (eating human 
beings).
 In the zombies we might see the dreadful return 
of the effects of hypermodernity. We human beings have 
become consumer objects of our own devouring drive. Thus, 
the “hyper” factor of our own culture returns as a voracity 
that destroys everything we know (even ourselves), embod-
ied by a being that has lost its humanity and treats us like 
prey.
 Then, we can say that the zombie frenzy, the big 
audiences attracted by this character in today’s fictions, its 
esthetics, its merchandising, the zombie walks, etc., all occur 
because the zombie touches something deep in contempo-
rary subjectivity. It works as the semblance of a real4 that 
traverses our epoch and as a cultural interpretation of our 
times.5

3.  Ibid. p 15. 4. I am introducing two categories: the register of the “Real” (which is 
not the same as reality) and that of “semblance.”

5. Assef, J. “The Zombie epidemic” Lacanian Compass Express, Volume 
2, issue 7 (2013).
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I mean, then, that any cultural object is an interpreta-
tion of the social times it is born out of, and that any 
movie is useful to understand characteristics of our 
times. I chose Hollywood cinema because it’s the most 
widely known in the Western world. We all grow up 
with Hollywood figures in our unconscious mind, so 
somehow Hollywood itself is also a producer of sub-
jectivities. That’s why lipovetsky explains that another 
way of looking at contemporary cultural changes is to 
interpret them as an “extreme Northamericanization of 
the world”: “The American way of life today is our way 
of life. Consumption, television, jeans, pop music, rock 
music are our daily life today”6 – anywhere in the world.
We might ask ourselves whether the social spread of 
a type of cultural model can affect people’s deepest 
subjectivity. 

To exemplify the way in which a social process linking 
the individual with the collective may work, Jacques-
Alain miller, in El Otro que no existe y sus comités de ética  
(The Other who does not exist and his ethical committees), 
resorts to the history of the use of opium by the British 
empire in the east in the 19th century. 

He refers to the conflict that arose with the establish-
ment of the British and Dutch east India Companies, 
when trade with China multiplied. At that time, Great 
Britain had to pay with silver for tea, silk, and por-
celain bought from China. Demand grew constantly, 
while China showed no interest in British goods. This 
situation created a huge trade deficit for the world’s 
first maritime power, which resorted to the strategy of 
exporting opium illegally to China from British India.
Consequently, the opium trade started to grow in the 
18th century, while the flow of silver to China began to 
decrease. Finally, the emperor yongzheng banned the 
practice of smoking, and the sale of opium in 1829 be-
cause of the large number of addicts, and he even wrote 

a letter to queen Victoria explaining the outbreak of the 
epidemic as a result of the British trade policy. British 
traders were expelled from China and when they ar-
rived in london they complained to their government, 
which decided to attack the eastern country with a 
view toward forcing them to buy the opium harvested 
in British India. That was the first opium war, fought 
between the British east India Company and the Qing 
empire of China between 1839 and 1842. The Chinese 
troops lost and, when they surrendered, China was 
forced to relinquish, among other things, the territory 
of Hong Kong. 

miller says that this episode clearly shows what could 
be domination through the symptom, and he concludes: 
“From the point of view of the master, the best is to 
inspire, to spread, to promote a symptom.”7 

Thus, the symptom, as stated by miller in this example, 
includes two sides: 

 
1. What we call jouissance, that is, the satisfaction of 
the drive. 

2. The symbolic register, the order of discourse, the 
master signifiers (let’s say the key words) of the 
social field, which work as the guides of our lives. 

In addition, as an example, miller does not take an 
individual symptom but an epidemic, a generalized 
symptom in a community. What he illustrates is pre-
cisely how the master’s discourse – let’s say the prevail-
ing discourse – may promote a social practice which 
causes individual symptoms (addiction to a substance), 
and which – in its generalization – ends up becoming a 
community’s mode of jouissance, that is, it may con-
stitute a somewhat ‘shared’ subjectivity in a given place 
and time. 

7. miller, J-A.,  and laurent, É. El Otro que no existe y sus comités de ética. 
(Paidós, Bs. As., 2005): p 373. Translation by the author. This seminar 
was given in French as l’Autre qui n’existe pas et ses comités d’éthique,  
delivered within the Department of Psychoanalysis, university of Paris 8, 
1996-97.  Published in english as “The Other Which Does Not Exist and Its 
Ethical Committees” (first lesson), Almanac of Psychoanalysis, pp 15-35; 
and in French as "Silhouettes du Déprimé,” la Cause freudienne, No. 35, 
February 1997.

 6. lipovetsky, G., Interviiew published in the journal La Nación, 03/04.
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opium had been introduced to China by the span-
iards one century before, that is, at the beginning its 
consumption already existed in that country. There was 
a sort of disposition to the practice, based, in turn, on 
traditional habits of the culture. What the Victorian 
traders and armies did was to facilitate that consump-
tion, promote the symptom systematically and continu-
ously over time, thus causing a social epidemic. 

This is a didactic example which – although it some-
how eludes the complexity of the hegemonic process, as 
Gramsci might think about it, for example – is useful 
for us to think about how it is possible to understand 
what lacan said when he spoke about a “subjectivity of 
his time.” 8 

I refer to a syntagma lacan used in 1953, which is 
almost a piece of advice he gives to psychoanalysts: 
“let whoever cannot meet at its horizon the subjectivity 
of his time give it up then.” 9  

This means that as analysts we have the responsibility of 
matching up to the time we live in, trying to understand 
and interpret it in order to understand the subjects who 
consult us. That’s why Jacques-Alain miller says, “we do 
not make clinical work a timeless term.”10

 
Liliana Kruszel: And what did Hollywood cinema show 
you about the subjectivity of the hypermodern epoch?  
 
Jorge Assef:  In the book I speak about four factors 
that determine the hypermodern condition and directly 
influence the construction of subjectivities: 

 
1. the primacy of the law of the market as domi-
nant in social discourse. 

There I presented a reference to Francis Ford Copola’s 
Apocalypse Now. In this movie, the character played by 
marlon Brando is a colonel who has gotten lost in the 
jungle during the Vietnam War. The American army 
starts looking for him and receives information that the 

colonel has created his own kingdom of barbarism in 
the middle of the jungle. They send a young captain 
who finds him and sees the reign of horror exercised 
by the colonel’s insanity. The officer asks him what his 
methods are to run the community, and the colonel 
replies that there are no methods at all. 

By comparing that sequence with oliver stone’s first 
Wall Street, where we can see that in the world of 
finance the only norm is really that of the market, I in-
tended to show what “the fall of the big other” means 
in psychoanalysis, as there are no stable social refer-
ences organizing ideals, values, and systems of thought. 
everything is organized around the pragmatics of the 
law of the market: to earn more and more. 

outside of this, it doesn’t seem to be clear where one 
can stand, where modern society is heading. movies 
like The Matrix and Crash even show us that sort of 
disorientation in the structure of the story itself: one 
can’t tell who the good guy is and who the bad guy is; 
endings are not endings; storylines remain open, with 
uncertainty, and so on. 

 
2. valuing consumer objects over ideals; there-
fore, a generalized effect of hyper-consumers, 
which is to say ‘addicts.’

This can be aligned with the point above. If what 
matters is only earning more money, you need to sell 
more and more. To that end, you have to promote 
the importance, the value of the consumer object. In 
this regard, two movies – The Devil Wears Prada and 
Trainspotting – reflect the value of the consumer object 
in our culture. They show that, nowadays, subjects 
organize their lives around the consumer object, and 
here we might say that we are all addicts somehow: we 
depend on an object, which for some may be heroin 
(Trainspotting) and for others a Hermès bag (The Devil 
Wears Prada). Today, this has become evident with cell 
phones: we are stuck to the cell phone.
  

8. lacan, J., “The Function and Field of speech and language in Psycho-
analysis” Écrits Trans Bruce Fink. (New york: Norton, 2006): p 264.

9. Ibid

10. miller, J.-A. & laurent, É., op. Cit. p 9

12. Ibid.
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3. the prevalence of the image in the construc-
tion of subjectivities. 

modern advertising was developed precisely in order 
to promote the object to the center of the social scene, 
and this was also part of the construction of the over-
valuation of the image. Today, the image that we show 
of ourselves is more important than the real life we 
lead. movies like Chicago or The Queen show that the 
manipulation of the image is a fundamental factor of 
power. The film Closer shows how social relationships are 
deeply determined by images, that they sometimes just 
remain there, and that’s why they become ephemeral. 
Not to mention movies like The Social Network, which 
illustrates the birth of Facebook.
 
 
4. the push to jouir imposed by culture, which is 
like a continuous search for satisfaction. 

This is another part of the same process. We see that 
everything is articulated. Certainly in this fourth point 
we find many interesting movies. In my opinion, steve 
mcQueen’s Shame is a masterpiece. 

Shame was released and marketed as the story of a sex 
addict. Brandon, the central character, works for an 
advertising or branding office, and has divided his life 
between work and the constant pursuit of sexual experi-
ences. However, Brandon is not only addicted to ‘live’ 
and ‘in-person sex,’ but he is also a man loaded with 
consumer goods that range from television to cocaine, 
from porn and his iPod to erotic toys, and so on. He 
could also be regarded as addicted to ‘adrenaline,’ to risk, 
to danger, to speed, and the list goes on. 

Then, what we see in the movie, rather than a precise 
addiction to something, is a subject who cannot stop, 
who needs a bit more, and a bit more… In a world that, 
in turn, proposes, offers, and pushes him to that un-
stoppable search: because as soon as he has bought the 
iPhone 6, the iPhone 7 is already out; because when he 
goes out for a hamburger, the crew member offers him 

the combo with the French fries and the soda; and when 
he agrees to buy the combo, the crew member offers him 
the ‘supersize’ combo; and if he agrees to buy it, they 
offer him ice-cream… and so on and so forth. As the 
story is told, New york City is presented as a world full 
of opportunities, where everything is possible and where 
jouissance can best be achieved. 

In the middle of the movie, Brandon reproaches sissy 
(his sister) with having done nothing with her life. As 
opposed to this, he says, “I have a great job, I have a car, 
and I have my own apartment in mid-town manhattan.” 

However, in another scene, at the restaurant where sissy 
works as a singer, she performs a very sad and sexy ver-
sion of the song New York, New York while staring at her 
brother, who is among the spectators. It is not what she 
says, but the way she says it. Her enunciation gives a new 
sense to the American show business anthem. Just when 
sissy gets to the summit of the American dream: It’s up 
to you, New York, New York… he starts crying, his tears 
fall and he gazes down.

Brandon feels disgrace (‘shame’) and abashment 
(‘shame’). It is then that he realizes the extent to which 
the New york City he likes to use as a badge of success 
does not depend on him.

Apparently, the spirit of the movie’s director is in the 
scene I have just described. In an interview he says, “In 
Shame, Brandon is an attractive man, he has a good job, 
he's well paid, has all the freedoms and all the possibili-
ties you could want. And in this situation he puts himself 
into a prison.”11

so what lacan explains in his later teaching is that if re-
pression was the subject’s prison in the past (for example, 
Freud’s patients consulted him about symptoms that 
were a product of repression, which was a psychic process 
favored by Victorian culture), today that prison is the 
push to jouir; not being able to stop trying to always  
find a bit more; not being able to stop eating, buying 
things, looking for sexual experiences, playing on the 

11. http://www.telegraph.co.uk/culture/film/filmmakersonfilm/8994878/
shame-steve-mcQueen-interview.html
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Playstation, etc. The contemporary subject’s prison is 
not being able to stop, and the discourse of our time 
favors that tendency.
 
Liliana Kruszel:  Today, three years after the publica-
tion of your thesis, are you still working on movies? 

Jorge Assef: I’m more interested in different TV series 
now. I’ve noticed that cinema is not as present in my 
students’ lives as these series are, and I’m trying to un-
derstand this phenomenon. 

When I say “series,” I mean a specific format, which 
precisely uses the prefix ‘hyper’ as well, because the 
most widely used term for this mass artistic-industrial, 
unlimited and ‘addictive’ product is “hyper-series.” 

Hyper-series were born in the u.s. in the 90s, when 
HBo started to produce serialized dramas with amaz-
ing displays on a par with movies: Oz, The Sopranos, Six 
Feet Under, Deadwood. later on, Fox and AmC pro-
duced Rescue Me and Mad Men, respectively. 

It’s interesting that the reach and spread of the hyper-
series format has surpassed the artistic expectations of 
the show business industry and those of the mass media 
market. That’s why New york critic and journalist Brett 
martin, in his book Difficult Men: Behind the Scene 
of a Creative Revolution, states that the open-ended 
12/13-episode long serialized drama could be declared 
the art form characteristic of the united states in the 
first decade of the 21st century. 12

While doing research on this new format I found that 
the French psychoanalyst Gerard Wajchman takes TV 
series the way I took movies in my thesis: as a form of 
story that as such expresses “the soul of the world or the 
spirit of a time. or the unrest of civilization.”13 Wajch-
man directly states that “our world is structured like an 
American series,” and then adds that TV series are “the 
very form of this hypermodern time.”14 

And so I found other very valuable references. For ex-
ample, Véronique Voruz, who is a member of the WAP 
and the managing editor of The Lacanian Review, notes 
that it is possible to spot, by means of a cross-cutting 
analysis of different popular stories and characters in 
TV series, that the figures who were once social refer-
ences or occupied certain positions of power in a com-
munity appear barred and even degraded. she says,  

[t]hus Tony soprano is a grimacing […] caricature of 
marlon Brando’s honor-bound Godfather, and Dr melfi, his 
psychiatrist, turns to alcohol and pills to cope with a patient 
she can’t let go of [The Sopranos]. Paul Weston, the analyst 
from In Treatment, falls for one of his patient’s erotomaniac 
power-play and becomes infatuated with her; he launches 
highly personal attacks on his supervisor Gina and enjoys 
talking about himself during his patients’ sessions. Dexter’s 
adoptive father, a policeman, teaches his serial killer of a son  
a code that allows him to kill without being caught, ‘Harry’s 
code.’ edie Falco, playing the nurse in Nurse Jackie, is an 
adulterous junkie. The genius diagnostician Gregory House 
is a misanthropic cynic addicted to pain-killers and whose 
only law is that ”everybody lies” [House]. In The Wire, most of 
those who are on the side of the law (cops, politicians, jour-
nalists and teachers) are either corrupt or they sacrifice the 
ethics of their profession to the religion of numbers. Finally, 
in Breaking Bad, Walter White, a high-school chemistry 
teacher, turns to cooking meth to provide for his family after 
being diagnosed with cancer. mothers, fathers, teachers, doc-
tors, police officers, politicians…. Hollywood films what’s 
 

Liliana Kruszel: Are you currently working on any 
series in particular? 

Jorge Assef: last year I worked on Mad Men. I hap-
pened to find a coincidence that seemed funny to me, 
and I don’t think it’s random. 
 
In 1966, Jacques lacan traveled to the united states 
for the first time, after receiving an invitation to take 
part in the International Symposium on Structuralism 
that was held in the city of Baltimore. on that trip, 
lacan gave three presentations at different American 
universities. The one he gave in Baltimore on october 
21, 1966, was published by the John Hopkins Press in 
1970. There he said,  

12. martin, B.: Difficult Men: Behind the Scene of a Creative Revolution. 
(New york.: Penguin 2013): p 11.

13. Wajchman, G.  “Tres notas para introducir a la forma serie.” Enlaces 
N˚15. Grama. Bs. As. (2011): p 151.

14. Ibid p 152.

15. Voruz, V.: “Nada funciona”  Cine y psicoanálisis.” Alsión. Córdoba 
(2015): p 117. english title “Nothing Works” unpublished. Translated 
to spanish for the publication.

behind the screen.15
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When I came here this evening I saw on the little neon 
sign the motto “enjoy Coca-Cola.” It reminded me that 
in english, I think, there is no term to designate precisely 
this enormous weight of meaning which is in the French 
word jouissance — or in the latin fruor. In the dictionary 
I looked up jouir and found "to possess, to use" but it is not 
that at all. If the living being is something at all thinkable, it 
will be above all as subject of jouissance...16

 
lacan could have referred to any of the social episodes 
the world was going through to illustrate his article, 
but he chose one of the most American phenomena of 
all: a Coca-Cola neon sign. In my opinion, that choice 
reveals two things: 

1. The stage of his teaching he was in: lacan was 
no longer interested in the subject of language, in 
linguistic structure; he was more interested in the 
push the subject has to seek satisfaction. 

2. lacan highlights precisely how the market uses 
that push in order to draw profit by promoting 
consumption. 

What I find interesting is that the series Mad Men 
condenses key aspects of the society it reflects and 
succeeds in synthesizing the complexity of the 60s 
(precisely the decade when lacan visited the u.s.) as 
that which changed the history of humankind by con-
secrating the American way of life as the hegemonic 
cultural model of the 21st century. 

The story is set at the peak of modern advertising’s 
ascent to glory, when marketing, the empire of the im-
age, and consumer capitalism began to modify human 
life. A historical component is added: as each narrative 
axis moves forward, it is intertwined with the social 
events of the 60s, ranging from marilyn monroe’s 
death to the fight for the civil rights of African Ameri-
cans, as well as humankind’s landing on the moon.  

“mad men” was a slang term coined in the early 60s 
to refer to advertisers working on madison Avenue in 
New york City. The story begins in one of those adver-

tising agencies. The protagonist is the creative director 
Don Draper. 

Don Draper is a New york advertising genius; his 
philosophy is simple and can be summarized in some 
of his lines: 

“What you call love was invented by guys like me … to sell 
nylons.” 

“People want to be told what to do so badly that they’ll 
listen to anyone.” 

“Advertising is based on one thing, happiness. And you 
know what happiness is? Happiness is the smell of a new 
car.” 

In its last season, Mad Men manages to represent 
a fundamental factor of the culture of the 60s: the 
idealization of the concept of “individual sovereignty,” 
which Don has been able to grasp better than anyone 
else: if the subject is free and has the right to enjoy 
whatever they want, Don’s best aptitude is to put that 
idea at the market’s service. 

In the series’ final episode, Don ends up in a hippie 
therapeutic community in California after a personal 
crisis pushed him to go ‘on the road’ without a destina-
tion. He cries on the phone as he speaks with one of 
his colleagues, who tells him “I know you get sick of 
things and you run, but you can come home. Don’t you 
want to work on Coke?” 

Don answers, “I can’t. I messed everything up.” min-
utes later, he walks into a group session. 

later in the episode we see Don meditating under the 
sun. The spiritual leader says “The new day brings new 
hope. lives we’ve led to lives we’ve yet to lead. A new 
day, new ideas, a new you. ommm.” sitting on the 
grass, Don repeats the mantra; there’s a close-up of a 
smiling Don. His eyes are shut. 

Immediately after that, the Coca-Cola “Hilltop” com-
mercial shot on an Italian mountain is featured: an 

16. lacan, J. “of structure as the Inmixing of an otherness Prerequi-
siteto Any subject Whatever “ The languages of Criticism and the Sciences 
of Man: The Structuralist Controversy, ed. R. macksey and e. Donato 
(Baltimore: Johns Hopkins Press, 1970): p 94. It can also be found 
online here: http://www.lacan.com/hotel.htm.
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interracial crowd of long-haired teenagers wearing batik 
shirts, colorful headbands and bell-bottom pants sing: 
“I’d like to teach the world to sing in perfect harmony. 
I’d like to buy the world a Coke and keep it company 
[…] What the world wants today [is] Coca-Cola.” The 
song finishes and that’s the end of Mad Men. 

It sounds like a message saying that it’s impossible 
to get out of the consumer society. Those anti-system 
youth of the 60s end up becoming Coca-Cola commer-
cial models. The system devours it all and one cannot 
get out of it. And the promise is that one can find hap-
piness in consumption. 

Well, it seems that Don Draper goes back to New york 
City and resumes his life to make ads for Coca-Cola. I 
find it amusing to think that perhaps the neon sign that 
caught lacan’s attention was precisely one invented by 
a Don Draper on that madison Avenue.
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