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g THE SCIENCE OF THE CONCRETE

 eould have yielded practical and immediately useful results. There
i no need to dwell on the working of bronze and iron and of
-4 precious metals or even the simple working of copper ore by
. ammering which preceded metallurgy by several thousand years, :
% gnd even at that stage they all demand a very high level of technical
< proficiency. ’
& Neolithic, or carly historical, man was therefore the heir of a
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as dennca DY the cuiture, ot the introduced Hora (K. . Fox, pp. 212-13).

To transform a weed into a cultivated plant, a wild beast into a
domestic animal, to produce, in either of these, nutritious or tech-
nologically useful properties which were originally completely
absent or could only be guessed at; to make stout, water-tight
pottery out of clay which is friable and unstable, liable to pulverize
or crack (which, however, is possible only if from a large number of
organic and inorganic matcrials, the one most suitable for refining
it is selected, and also the appropriate fuel, the temperature and
duration of firing and the effective degree of oxidation); to work
out techniques, often long and complex, which permit cultivation
without soil or alternatively without water; to change toxic roots
or seeds into foodstutfs or again to use their poison for hunting,
war or ritual — there is no doubt that all these achievements
required a genuinely scientific attitude, sustained and watchful
interest and a desire for knowledge for its own sake. For only a
small proportion of observations and expesiments (which must be
assumed to have becn primarily inspired by a desire for knowledge)

* An attempt has been made to discover what would happen if copper ore had
accidentally found its way into a furnace: complex and varicd experiments have
shown that nothing happens at all. The simplest method of obtaining metallic
copper which could be discovered consisted in subjecting finely ground malachite
to intense heat in a puttery dish crowned with an inverted clay pot. This, the
sole result, restricts the play of chance to the confines of the kiln of some potter
specializing in glazed ware (Coghlan).
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- long scientific tradition. However, had he, as well as all his

* predecessors, been inspired by exactly the same spirit as that of
eur own time, it would be impossible to understand how he could

* bavecome to a halt and how several thousand yearsof stagnation have
intervened between the neolithic revolution and modern science
ike a level plain between ascents. ‘I'here is only one solution to the
paradox, namely, that there arc two distinct modes of scientific
thought. Thesc are certainly not a function of different stages of
development of the human mind but rather of two strategic levels
. which nature is accessible to scientific enquiry: one roughly -
adapted to that of perception and the imagination: the other at a

remove from it. It is as if the necessary connections which are the
object of all science, neolithic nr modern, could be arrived at by
two different routes, one very close to, and the other more remote
from, sensible intuition.

_Any classification is superior to chaos and even a classification at
the level of sensible properties is a step towards rational ordering.
tis legitimate, in classifving fruits into relatively heavy and rela-
tively light, to begin by separating the apples from the pears even
though shape, colour and taste are unconnected with weight and
volume. This is becausc the larger apples are casier to distinguish
from the smaller if the apples are not still mixed with fruit of
different features. T'his example already shows that classification
has its advantages even at the level of aesthetic perception.

For the rest, and in spite of the fact there is no necessary con-
Nection hetween sensible gualities and propertics, there is very often
at least an empirical connection between them, and the generaliza-
ton of this relation mav be rewarding from the theoretical and
Practical point of view for a very long time even if it has no founda-
tion in reason. Not all poisonous piices are burning or bitter nor is
evervthing which is burning and bitter poisonous. Nevertheless,
Nature is so constituted that it is morc advantageous if thought and
action proceed as though this acsthetically satisfying equivalence
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THE SAVAGE MIND

also corresponded to objective reality. It seems probable, for
reasons which are not relevant here, that species possessing some
remarkable characteristics, say, of shape, colour or smell give the
observer what might be called a ‘right pending disproof’ to postu-
late that these visible characteristics are the sign of equally singular,
but concealed, properties. To treat the relation between the two as
itself sensible (regarding a seed in the form of a tooth as a safeguard
against snake bites, yellow juices as a cure for bilious troubles, etc.)
is of more value provisionally than indifference to any connection.
For even a heterogeneous and arbitrary classification preserves the
‘richness and diversity of the collection of facts it makes.. The
_decision that everything must be taken account of facilitates the
creation of a ‘memory bank’.

It is moreover a fact that particular results, to the achievernent
of which methods of this kind were able to lead, werc essential to
enable man to assail nature from a different angle, Myths and rites
are far from being, as has often been held, the product of man’s
‘myth-making faculty’,* turning its back on reality. Their prmc_pdi
value is indeed to preserve until the present time the remains of
‘methods of observation and reflection which were (and no doubt
still are) _precisely adapted to discoveries of a certain type: those
which nature authorised from the starting point of a speculative

orgamzatxon and exploitation of the sensible world n sensible.

{terms. This science of the concrete was necessarily restricted by its

"#sSence to results other than those destined to be achieved by the

exact natural sciences but it was no less scientific and its results no
less genuine. They werc secured ten thousand ycars carlier and still
remain at the basis of our own civilization.

There still exists among oursclves an activity which on the technical
plane gives us qunte a good understanding of what a science we

prefer to call ‘prior’ rather than ‘primitive’, could have beenon .

the plane ofJeculagL)L This is what is commonly called ‘brico-
fage' in French. In its old sense the verb ‘bricoler’ applied to ball
games and billiards, to hunting, shooting and riding. It was how-

ever always used with reference to some extrancous movement: a
ball rebounding, a dog straying or a horse swerving from its direct
course to avoid an obstacle. And in our own time the *bricoleur’ is
still someone who works with his hands and uses devious means

* The phrase is from Bergson, op. cit., ‘fonction fabulatrice’ (trans. note).
14 » Op ,
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compared to those of a craftsman * The characteristic feature of
mythical thought is that it expresses itself by means of a hetero-
geneous repertoire which, even if extensive, is nevertheless limited.
Tt has to use this repertoire, however, whatever the task in hand

because it has nothing else at its disposal. Mythical thoughtisthere-

fore a kind of intellectual ‘bricolage’ — v which explains the relation
whxch can be perceived between the two.

Like ‘bricolage’ on the technical plane, mythical reflection can
reach brilliant unforeseen results on the intellectual_plape. Con="
vcrsely, attention has often been drawn to the my 'tho-poetical
nature of ‘bricolage’ on the plane of so-called ‘raw’ or ‘naive’ art,
in architectural follics like the villa of Cheval the postman or the
stage sets of Georges Mélics, or, again, in the case immortalized by
Dickens in Great Expectations but no doubt originally inspired by
observation, of Mr Wemmick’s suburban ‘castle’ with its miniature
drawbridge, its cannon firing at nine o’clock, its bed of salad and
cucumbers, thanks to which its occupants could withstand a sicge
if necessary . . .

The analogy is worth pursuing since it helps us to sce the real
relations between the two types of scientific knowledge we have
distinguished. The ‘bricoleur’ is adept at performing a large
number of diverse tasks; but, unlike the engineer, he does not sub-
ordinate each of them to the availability of raw materials and tools
conceived and procured for the purpose of the project. His universe
of instruments is closed and the rules of his game are always to
make do with ‘whatever is at hand’, that is to say with a set of tools
and materials which is always finite and is also heterogeneous
because what it contains bears no relation to the current project, or
indeed to any particular project, but is the contingent result of all
the occasions there have been to renew or enrich the stock or to
maintain it with the remains of-previous constructions or destruc-
tions. 'T'he set of the ‘bricolcur’s’ means cannot therefore be defined
in terms of a project (which would presuppose besides, that, as in
the case of the engineer, there were, at least in theory, as many
sets of tanls and materials or ‘instrumental sets’, as there are

different kinds of projects). It is s to be deﬁned (mly bv its potential _

* The ‘bricoleut’ has no precise equivalent in English. He is a man who under-

takes odd jubs and 15 a Jack of o1l trades or a kind of professional do-it-yourself
man, but, as the text makes Jear, ho 1s of a different standing from, for instance,
the English ‘odd job man' or handvman (trans. note).
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Use or, putting this another way and in the language of the ‘brj.
coleur’ himself, because the elements are collected or retained on
! the principle that ‘they may always come in handy’. Such elements
| are specialized up to a point, sufficiently for the ‘bricoleur’ not

to need the equipment and knowledge of all trades and profes-
sions, but not enough for each of them to have only one definite
-and determinate use. They each represent a set of actual and

possible relations; they are ‘operators’ but they can be used for any
operations of the same type.

Fepes The elements of mythical thought similarly lie half-way between-

percepts and co - It would be impossiblé to-separate
i) € concrete situations in which they appeared, while recourse
. to concepts would require that thought could, at lcast provision-
L ally, put its projects (to use Husserl’s expression) ‘in brackets’.
Now, there_is_an intermediary between images and concepts,
namely signs., For signs can always be defined in the way intro-
£ Qf’f duced by Saussure in the case of the particular category of
linguistic signs, that is, as a link between images and concepts. In
the union thus brought about, images arﬂ“ékfﬂtepts*p‘lay the part
of the signifying and sjgniﬁ‘e(‘i”rgspectiye_ly. T
Signs resemble images in being concrete entities but they
resemble concepts in their powers of reference. Nejther concepts
‘nor signs relate ‘exclusively to themselves; cither may be substi-
tuted for something else. Concepts, however, have an unlimited
(- capacity in this respect, wMgns have not. The example of the
‘bricoleur’ helps to bring out the differences and similarities. Con-
sider him at work and excited by his project. His first practical step
is retrospective. He has to turn back to an already existent set made
up of tools and materials, to consider or reconsider what it contains
\'and, finally and above all, to engage in a sort of dialogue with it
Xand, before choosing between them, to index the possible answers
g,»%\vhich the whole set can offer to his problem. He interrogates all the
"'.g*’“"{le;terogeneous objects jof which his treasury* is composed to dis-
" - ', cover what each of them could ‘signify’ and so contribute to the
'definition of a set which has yet to materialize but which will
yltimately differ from the instrumental set only in the internal dis-
position of its parts. A particular cube of oak could he a wedge to
make up for the inadequte length of a plank of pine or it could be a
pedestal - which would allow the grain and polish of the old wood

* Cf. "T'reasy
p. 136).

ry of ideas’ as Hubert and Mauss so aptly deseribe magic (2,
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10 show to advantage. In one case iF will serve as e.:xte‘ns‘lor:i, lx)n ;l}:e
other as material. But the possibilities always remain hmltehi ifl re
icular history of each piece and by Fhos'.e of its fc;afur;els w tc ;e ;:
tlready determined by the use for which it was originally in enThe
or the modifications it has undergone for other purposes. | i
dements which the ‘bricoleur’ collects and uses are prei)(fon
strained’ like the constitutive units of myth, the possible com fma-
tions of which are restricted by the fact that they afehdrawn I;I(;lrir:
the language where they already possess a sense whic setz;d mit

-on their freedom of manoeuvre (L.évi-Strauss, g, p. 35).h e
decision as to what to put in each place also (.iepends on thetposilh
bility of putting a different element there instead, so tha Fz;he
choice which is made will involve a complete reorganization of .

structure; which will never be the same as one vaguely imagine
nor as some other which might have been prcfcn:ed to tt. T

The engineer no doubt also cross-examines his resource}sl. hie
existence of an ‘interlocutor’ is in his case ng to the faﬁt t hatth.:
means, power and knowledge are never 1xnl{mxted and that 1:1 : tlo
negative form hc meets resistance W.lth which }}e hashto co -
terms. Tt might be said that the engineer questions the ur;ve t,
while the ‘bricoleur’ addresses himself to a collection of od menhs

"left over from human cndeavours, that is, iny. a _smxb—s?thf___g_ ;
alture, Again, Informatig_g"l_'bg_og:shows that it is possible, anf
often useful, to reduce the physicists’ approaghgs to a s?rt o
dialogue with nature. This would makc. the dlStlIlCthCI[’{ﬂv&‘e a;:
trying to draw less clearcut. There remains howcver‘a ifferen
even if one takes into account the fact t}'lat the scientist n.e;e‘r
arries on a dialogue with nature pure and simple but rather ;)vllt 4
particular relationship between nature :.md. culture defina te '“i
®rms of his particular period and civilization ai'ld 'th;a mfitgr:!ab
fiicans at his disposal. He is fio mofe able than thev brico eurH !
whatever lic wishes when he is presented with a given task. ::i 0(;
has to begin by making a cataloggg__o.f a previously dctefrmm}t: liszl
consisting of theoretical and lplracnlca! knowledge, of technical
me ‘hich restrict the possible solutions. ‘

- ’BE-?I}?C’ (‘;}T?:r}zr:; 15 thcret[:)rc lgss_gzim tl.lan it. might appear. ¢
It remains a real one, however, in that the engincer is always trglgg
to make his way out of and go bcy‘ond the C(mstrau'xts 1mpo'sc? by
aparticular “state of civilization while the bricoleus” by inclination.

T TR [ , Of
or necessity always remains within them. 'This is another way
B ~
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THE SAVAGE MIND

saying that the engineer works by means of concepts and the
‘bricoleur’ by means of signs. The sets which each employs are at
different distances from the poles on the axis of opposition between
nature and culture. One way indeed in which signs can be opposed
to concepts is that whereas concepts aim to be wholly transparent
with respect to reality, signs allow and even require the interposing
and incorporation of a certain amount of human culture into
reality. Signs, in Peirce’s vigorous phrase ‘address somebody’.
Both the scientist and ‘bricoleur’ might therefore be said to be
constantly on the look out for ‘messages’. 'Those which the ‘bri-
coleur’ collects are, however, ones which have to some extent been
transmitted in advance — like the commercial codes which are
summaries of the past experience of the trade and so allow any new
situation to be met economically, provided that it belongs to the
same class as some earlier onc. The scientist, on the other hand,
whether he is an engineer or a physicist, is always on the look out
for that other message which might be wrested from an interlocutor
in spite of his reticence in pronouncing on questions whose answers
have not been rehearsed. Concepts thus appear like operators open-

THE SCIENCE OF THE CONCRETE

those of the ‘bricoleur’, always really consist of a new arrangement
ofvelemcnts, the nature of which is unaffected by whether they
“figure in the instrumental set or in the final arrangement (these
being the same, apart from the internal disposition of their parts):
‘it would seem that mythological worlds have been built up, only
to be shattered again, and that new worlds were built from the
fragments’ (Boas I, p. 18). Penetrating as this comment is, it never-
theless fails to take into account that in the continual reconstruc-
_tion from the same materials, it is always earlier cnds which are
called upon to play the part of means: the signified changes into
-the signifying and vice versa.

This formula, which could serve as a definition of ‘bricolage’,
explains how an implicit inventory or conception of the total means
available must be made in the case of iythical thought also, so that
aresult can be defined which will always be a compromise between
the structure of the i1strumental set and that of the project. Once
it materializes the project will therefore inevitably be at a remove
from the initial aim (which was moreover a mere sketch), a pheno-
menon which the surrealists have felicitously called ‘objective

ing up the set being worked with and signification like the operates - hazard’. Further, the ‘bricoleur’ alsn, and indeed principally,

of its reorganization, which neither extends nor rengws it and limits
itself to obtaining the group of its transformations.

Images cannot be ideas but they can play the part of signs or, to
be more precise, co-cxist with ideas in signs and, if ideas are not
yet present, they can keep their future place open for them and
make its contours apparent negatively. Images are fixed, linked in a
single way to the mental act which accompanies them. Signs, and
images which have acquired significance, may still lack compre-
hension; unlike concepts, they do not yet possess simultaneous and
theoretically unlimited relations with other entitics of the same
kind. They are however already permutable, that is, capable of
standing in successive relations with-other entities — although with
only a limited number and, as we have scen, only on the condition
that they always form a system in which an alteration which affects
one element automatically affects all the others. On this plane
logicians’ ‘extension’ and ‘intension’ are not two distinct and com-
plementary aspects but onc and the same thing. One understands
then how mythical thought can be capable of generalizing and so
be scientific, cven though it is stull entangled in imagery. It too
works by analogics and comparisons even though its creations, like

20

derives his poetry from the fact that he does not confine himself to
accomplishment and execution: he ‘speaks’ not only with things, as

we have already seen, but also through the medium of things:

giving an account of his personality and life by the choices he
.makes between the limited possibilities. The ‘bricoleur’ may not
ever complete his purpose but he always puts something of himself
nto it

_ Mythical thought appears to be an intellectual form of ‘bricolage’
In this sense also. Science as a whole is based on the distinction
bftv:veen the contingent and the necessary, this being also what
_distinguishes cvent and structure. The qualities it claimed at its
Outset as peculiarly scientific were precisely those which formed
Ne part of living experience and remaiined outside and, as it were,
unrelated to events. This is the significance of the notion of primary
Qualitics. Now, the characteristic feature of mythical thought, as

of ‘bricolage’ on the practical plane, 15 that it builds up structured

Sets, not dircctly with other structured sets* but by using the

. . .

Mythical thought builds structured sets by means of a structured set,
?‘"\ely, lanzuage. But it is not at the structural level that it makes use of it:
thuil s ideological castles out of the debris of what was once a sociai discourse.
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THE SAVAGE MIND

remains and debrisof events :in French ‘des bribes et des morceaux’,
or odds and ends in English, fossilized evidence of the history
of an individual or a society. 'T'he relation between the diachronic
and the synchronic is therefore in a sense reversed. Mythical

thought, that ‘bricoleur’, builds up structures by fitting together

events, or rather the remains of events * while science, ‘in opera-
tion” simply by virtue of coming into being, creates its means and
results in the form of events, thanks to the structures which it is
constantly elaborating and which are its hypotheses and theories.
But it is important not to make the mistake of thinking that these
are two_stages or phases in the evolution of knowledge. Both
approaches are equally valid. Physics and chemistry are already
striving to become qualitative again, that is, to account also for
secondary qualitics which when they have been explained will in
their turn become means of explanation. And biology may perhaps
be marking time waiting for this before it can itself explain life.

Mythical thought for its part is imprisoned in the events and

experiences which it never tires of ordering and re-ordering in its
sgarch to find them a meaning. But it also acts as a liberator by its

protest against the idea that anything can be meaningless with
which science at first resigned itself to a compromise,

The problem of art has been touched on several times in the fore-
going discussion, and it is worth showing briefly how, from this
point of view, art lies half-way between scientific knowledge and
mythical or magical thought. It is common knowledge that the
artist is both somcthing of a scientist and of a ‘bricoleur’. By his
craftsmanship he constructs a material ohject which is also an
object of knowledge. We have already distinguished the scientist
and the ‘bricoleur’ by the inverse functions which they assign to
events and structures as ends and means, the scientist creating
events (changing the world) by means of structures and the ‘bri.
coleur’ creating structures by means of events. ‘This is imprecise in
this crude form but our analysis makes it possible for us to refine
it. Let us now look at this portrait of a woman by Clouet and
consider the reason for the very profound aesthetic emotion which
is, apparently inexplicably, aroused by the highly realistic, thread
by thread, reproduction of a lace collur (Plate 1).

"The choice of this example is not accidental. Clouet is known to

* ‘Bricolage’ also works with ‘secondury’ qualitics, i.e. ‘sccond hand’.
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i an lifc-st Tis paintings are therefore,
l}:\‘e o patgez:sleii;}il:ttifcvgxzizi:s an?l shipsgin bott’les,‘\W'}}at
!lkc Ja?m}esicii’%’ Ian,guage are called ‘small-scale models’ or mlm-
%nthe vb rII\(I:(())w thl: question arises whe.ther‘ the sma‘ll—scalev modem ;)r
it 'ﬁ'ch is alse the ‘masterpiece’ of the journeyman may
mmfamfe» ‘g ::he universal type of the work of art. All mmlatur;a;
e facl: vec intrinsic aesthetic quality — and frpm w.hat SIL?U :
scemdtO wathis constant virtue if not from the dimenstons t ,:;;_
the?' ;’i d conversely the vast majority of wqu's qf artares nall-
SCI‘CS-I ani ht be thought that this characteristic 15 principa };al
;::lt:z.er :)fn;égonomy in materials l::nd }rlneczia:l:;ea:x:c ;);\; Sr:\;gi;t :ﬁ?stic
i ! w l ..
:“UI;SP: I:nozfl t:rl:ntc}il esoc?llet.()\"\t: rhz;sve to be clear about (;e??rl‘t:)r;:é
T‘;)teapaintings of the Sistir_le Chapel area SI}?au:i:]llei é}rlxot hce \ degict
f their imposing dimensions, since the theme wh e
; : £ Time. ‘The same is true of the cosmic sy. m
. t'h? o (())numen'ts. Further, we may ask whether thgfae;t .ev::s
fo’fli:ilto:z;nof an equestrian statue w'hi?h is larger kthanwl}x“i N :rnit ”
; ’largement of a man to the size of a rock or it
f::t”:’;;;:? due to the fact that it restores what 18 atF;lsany o
distance seen as a rock to the 'proportlons qf aem?:.hic o e
‘natural siz¢’ implies a reduction of scale ?;n.c1 (;i;img; et
transposition always involves giving up clel ztiuctile o asions in
object: volume in painting, .colou.r, sir:eb o.thacaSes e hole
e e tcmpma}\g;ln(;:g:?; single moment in time. e
What is the virtue of reduction either of sc?le o'r rlsr;lt}il: 3:1:; r::)_
' .rties? It seems to result from a sort of revers P Pty
(?{‘pr:))?:fnd(~r<t:111(1ing. 'T'o understand a real t:)bJCCt in i ;_ers any
;(';Salxv;s\i;: tend to work from its parts. The refl'sta‘n(‘et;:i:ﬁmaﬁon'
ereome by dividing it. Reductionin scale rev erse; By
(Y);c(i!r:g‘ craller, the object as a \Yhole seems lt'ili ;r;:; » Sin.]pli_
hcinfz q\mntitati\'v!y din\_inishcd,.ﬂ s'('ems tous (lil;i(m e
fied. More exactly, this quuntltulnvo :;:ﬁg(&,ihg, e e
di"_eTSiﬁ"“ (’“r‘ P““::r;’:“;z::“:;‘ ‘ :s%::scd and ap;?rehcnded at a
“f lt'ﬂm\]i;:i(ijl':dnll is no longer an enemy, A mial or C\';r}e:i\
glm}t]c‘\lxto; In it and through it a person 18 made mt(Tha :livi tr}.,
‘]r;xttt;\;);'wv <.)f miniatures, in contrast to what happens whe

to llllt t AN Ol’](Ct or ]lV“lg C]eatl"e ()i I(Jl (llelCIlSlOllS
u retalr (1 < 3
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knowledge of the whole precedes knowledge of the parts. And
even if this is an illusion, the point of the procedure is to create or
sustain the illusion, which gratifies the intelligence and gives rise to
a sense of pleasure which can already be called aesthetic on these
grounds alone,

I have so far only considered matters of scale which, as we have
Just seen, imply a dialectical relation between size (i.e. quantity)
and quality. But miniatures have a further feature. T hey are ‘man
made’ and, what is more, made by hand. They are therefore not

just projections or passive homologues of the object: they con-
stitute a real experiment with it. Now the model being an artefact,
it is possible to understand how it is made and this understanding
of the method of construction adds a supplementary dimension.
As we have already seen in the case of ‘bricolage’, and the example
of ‘styles’ of painters shows that the same is true in art, there are
several solutions to the same problem. The choice of one solution
involves a modification of the result to which another solution
would have led, and the observer is in effect presented with the
general picture of these permutations at the same time as the
particular solution offered. He is thereby transformed into an active
participant without even being aware of it. Merely by contemplat-
ing it he is, as it were, put in possession of other possible forms
of the same work; and in a confused way, he fcels himself to be
their creator with more right than the creator himself because the
latter abandoned them in excluding them from his creation. And
these forms are so many further perspectives opening out on to the
work which has been realized. In other words, the intrinsic value
of a small-scale model is that it compensates for the renunciation
of sensible dimensions by the acquisition of intelligible dimensions.

3

Let us now return to the lace collar in Clouet’s picture. Lvery-
thing that has been said applics in this casc, for the procedure
necessary to represent it as a projection, in a particular space, of
properties whose sensible dimensions are fewer and smaller than

t
that of the object is exactly the reverse of that which science wonld |

|
have employed had it proposed, in accordance with its function, to

produce (instead of reproducing) not only a new, instead of an
already known, picce of lace but also real lace instead of a picturce
of lace. Science would have worked on the real scale but by means
of inventing a loom, while art works on a diminished scale fo
produce an image homologous with the object. 'The former
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h is of a metonymical order, if replaces one tfhmgetl;)j
IPP:}‘E: tlli}xg an effect by 1ts cause, while the latter 1s of am
ano , @
'hf)‘f@al.ordzft- all. For if it is true that the rc}atif)n of prxon;();
betlvx:n]itrrtmturc and event is exactly the ogposnc égi::ée;zzigon_
pricolage’, then it is clear that art has an interm ¢ posinon
o a}‘lg ’ int of view as well. Even if, as we hgve_ sho k, he
ffOﬂ} on pfo ; Jace collar in miniature demands an lmlmalfi | }?(21 -
e of i on rphology and technique of manufacture (an 1a :
e nt“;r? of the representation of people or animals vtva
Sﬁf}ﬁl; lgl\l'?q:lid: of anatomy and physical attyi,m'deS); ;!;i ni?lttjr?jsic
‘ i to synthesize ]
diagrart ‘“T rsiluc}::netr'tii: \S;laiIcl;g;:pend }on a spatial anfi t'cnl:poral
propcm(s‘l‘”* ﬁrf’ﬂ pmduct is the lace collar exactly as it 1s but l50
COMC“.}'} lsbamr‘ tirl')né its appearance is affected by the {)artltc}::: rasr
e e t'?e '[‘l;is accentuates some parts and concez;ls;) Con:
PerSPCCU’f . ¢ however still influences the rest through the }
:Vhotsiect}:fet:: ?ts whiteness and the colour oi;i th;: othfcrt ﬁioill:;s,o ; 1;
eftect] . it encircles and that o 5
rcf‘-:fzctg; (Z{a;hzngegili ;::tl;cﬁlar time of day. The appearance of
parti

A .
s also affected by whether 1t indicates casual o

. s y ¢ f : hl
f(“ mal d)GS 18 worn Clt}l(.l new or pl’LHOUSl Uscd, f]th T Ires \4
iy Al

i whose
ironed or creased, by an ordm_ary wom:mli gzs ahguc;::t,us hose
physiognomy confirms, co.ntradxcts o; qllm e T & eriod of
particular social cla_ss, SOFlCtil gtrtmci)d tw:y o e and

{ .. 'The painter s always -way : gn anc
_}'r::et;)(;ite.', and hisl genius consists 1n ’ur-ntmg &?ltcei;nalv?t';\dh?:;)cmSh
o e . (l'mcommii';:dp\r:hich hg is nevertheless
R e dﬁf: f;:xi:mtra;?:: a nicely balanced synthesis of
e e ('m'tiﬁ;ial and natural structures and one or m(;lr'e
natura m(’f? “ { events. 'The aesthetic emotion is the result of}:' li.
nat'ltl):)albirt]\d’v;)xtl:he str‘\'xc.tural order and the order ((i)f U;;:sé;n “e’ﬁ'l:ct
T?sni!)rought about within a thing created by Tg;{x\t;nofs:‘mh in e
by the observer who discovers the possi
oo “Or‘\ (;f T:;lggcstcd hy this analysis. In th.e first plac;l:,
e _l“’}'l”lt“nﬂ 1 .m see why we are inclined to think of m‘yf .s‘
o mm‘lymft '(;:Jnlf :\lvsgract relations and as ()X-w)ccts of a}(:t ‘l:til;
}c)((::\ltlut:p::\ntvl\ .'l'hc creative act which gives rise to myths 15
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fact exactly the reverse of that which gives rise to works of art.
In the case of works of art, the starting point is a set of one or more
objects and one or more events which aesthetic creation unifies by
revealing a common structure., Myths travel the same road but
start from the other end. They use a structure to produce what is
itself an object consisting of a set of events (for all myths tell a
story). Art thus proceeds from a sct (object -+ event) to the dis-
covery of its structure. Myth starts from a structure by means of
which it constructs a set (object +4- event).

The first point tempts one to generalize the theory. The second
might secem to lead to a restriction of it. For we may ask whether
it is in fact the case that works of art are always an integration of
structure and event. This does not on the face of jt scem to be
true for instance of the cedarwood Tlingit club, used to kill fish,
which I have in front of me on my bookshelf (Plate 2). The artist
who carved it in the form of a sea monster intended the body of the
implement to be fused with the body of the animal and the handle
with its tail, and that the anatomical proportions, taken from a
fabulous creature, should be such that the object could be the cruel
animal slaying helpless victims, at the same time as an easily
handled, balanced and efficient fishing utensil. Everything about
this implement — which is also a superb work of art - scems to be a
matter of structure: its mythical symbolism as well as its practical
function. More accurately, the object, its function and its sym-
bolism seem to be inextricably bound up with each other and to

form a closed system in which there is no place for events. The
monster’s position, appearance and expression owe nothing to the
historical circumstances in which the artist saw it, in the flesh or in
a dream, or conceived the idea of it. It is rather as if its immutable
being were finally fixed in the wood whose fine grain allows the
reproduction of all its aspects and in the use for which its empirical
form seems to pre-determine it. And all this applies equally to the
other products of primitive art: an African statuc or a Melanesian
mask ... So it looks as if we have defined only one local and
historical form of aesthetic creation and not its fundamental pro-
perties or those by means of which jts intelligible relations with
other forms of creation can be described.

We have only to widen our explanation to overcome this diffi-
culty. What, with reference to a picture of Clouet’s, was provision-
ally defined as an event or sct of events now appears under a

20

..

THE SCIENCE OF THE CONCRETE

broader heading: events in this scnse are only one r.mzde (;f: r:tl}(lf
tontingent whose intcgratio.n (pcrc.cxvcd as n.cccssalx;yl 1r-1 ;)31 e
tare gives rise to the aesthetic emotion. This is so wha Z_vceriOd tgc
of art in question. Depending on the style, place anh pe iod the
contingent plays a part in three different ways or at tlre  distinet
points in artistic creation (or in all of them). It may play a p

“the accasion for the work or in the execution of the work or in the

purpose for which it is intended. It is only in the first c?se t}:; 1§
takes the form of an event properly_ speaking, that is, of con esgit
ency exterior and prior to the creative act. The artist p;I"CCth e
from without as an attitude, an expression, a lxghthe etc (:ure
situation, whose sensible and intellect.u.al relations to t ; s ;u: e
of the object affected by these modalities he grasps and inco part
ates in his work. But the contingent can also play an mt}ll'mS{c p ‘
in the course of execution itself, in the size or §hape of t el‘plec;: '(;
wood the sculptor lays hands on, in the filrectl())l 'and qua 1lty§>1 }1“8
grain, in the imperfections of his too-ls, in the resistance w nc]iSh-
materials or project offer to the workin tb? course of its acl::orlgp M
ment, in the unforeseeable incidcnt§ arising during work. ina i,
the contingent can be extrinsic as in tht:, 1ﬁr‘st. case but p(;lsten(')l_;
instead of anterior, to the act of creation, This is th'e case W ems:vet
the work is destined for a specific end, since the artist will con'stru}t:
it with a vicw to its potential condition and successive usles in thc
future and so will put himnself, con_sc.ir)}lsly (;ir \(inconscxous y, in the
c :rson for whose use it 1s intended. o .
pl?;';:f;r}:fcg:s of artistic creation therefore consists in tryllng t(-)
communicate (within the immutable framewgrk of a mutua C?'nh
frontation of structure and accident) either with the model or Z;.lt h
the materials or with the future user as the case may b;, according
to which of these the artist particularly looks to for his dll‘CCtl((i).IllS
while he is at work. Each cas¢ roughly Co‘rresponds to a rea 1} y
identifiable form of art: the first to the plastic arts of the.West, t}:e
second to so-called primitive or early' art .and 'the thujcll( t(:ht .;:
applied arts. Rut it would be an oversimplification t(})1 ta cg ei.ts
identifications very strictly. All forms of art allow all t 1;lee a:l;')t. "
and they are only distinguished from one ':mothcr. hy‘ the re asll: .
prOpr)rti'nn of cach. Even the most academic ()f}palxlttjslli(;n1iilni;j
against problems of exeention, for example. All the so}-‘(:}‘ p "
tive arts can be called applied ina doul?le sense : first, <,ca'usr::.rj1q 3’.
of their productions are technical objects and, secondly, because

27




THE SAVAGE MIND

even those which seem most divorced from practical preoccupations
have a definite purpose. Finally, as we know, implements lend
themselves to disinterested contemplation even among ourselves.
With these reservations, it is easy to show that the three aspects
are functionally related and that the predominance of any one of
them leaves less or no place for the others. So-called professional
painting is, or believes itself to be, quite free so far as both execu-
tion and purpose are concerned. Its best examples display a com-
plete mastery of technical difficulties ~ which, indeed, can be
considered to have been completely overcome since Van der
Weyden; the problems which painters have sct themsclves since
then amount to little more than a game of technical refinement. In
the extreme case it is as though, given his canvas, paintsand brushes,
the painter were able to do exactly what he pleased. On the other
hand, he also tries to make his work into an object independent of
anything contingent, of value in itself and for itself. This is indeed
what the formula of the ‘easel picture’ implies. Freed from the
contingent both with regard to execution and purpose professional
painting can, then, bring it to bear upon the occasion of the work,
and indeed if this account is correct it is bound to do so. Pro-
fessional painting can therefore be defined as ‘genre’ painting if the
sense of this expression is considerably widened. For, from the
very general viewpoint we are taking, the attempt of a portrait
painter — even of a Rembrandt - to recapture on his canvas his
model’s most revealing expression or sccret thoughts belongs to
the same genre as that of a painter like Detaille, whose compositions
reproduce the hour and order of battle and the number and dis-
position of the buttons distinguishing the uniforms of each Arm.
To use a disrespectful analogy, ‘opportunity makes the thief™* in
either case. The relative proportions of the three aspects are
reversed in the applied arts. In these, first place is given to purpose
and execution, contingent factors playing an approximately eqnal
part in each, in the examples we consider the most ‘pure’, at the
same time the occasion of the work plays no part. This can be secn
from the fact that a wine cup or goblet, a piece of basket work or a
fabric seems to us perfect when its practical value manifestly trans-
cends time and corresponds wholly to its functions for men of
different periods and civilizations. If the difficulties of cxecution
are entirely mastered, as is the case when it is entrusted to machines,

* In the original: ‘Poccasion fait e tarron’ (trins. uote).
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the purpose can become more and more prccisve and .speciﬁc and
applied art is transformed into industn‘al art. \M? c?l.l it peasant or
folk art if the reverse is the case. Finally, prlmltlve art 1smth‘c
opposite of professional or academic art. mee:%smna.l or academic
art internalizes execution (which it has, or believes 1tself. to have,
mastered) and purpose (‘art for art’s sake’ being an ftnd in 1t_self?.
As a result, it is impelled to externalize the occasion (which it
requires the model to provide) and the latter thus .become's a part
of the signified. Primitive art, on the other. ha.nd, 19terna_hzes the
occasion (since the supernatural®beings wh¥ch it delights in repre-
senting have a reality which is timeless and indepcndent ()f.cxrcum-
stances) and it cxternalizes execution and purpose which thus
become a part of the signifying. o -
On a different plane we therefore find once more this dialogue
with the materials and means of execution by which we deﬁncd
‘bricolage’. "T'he essential problem for the philosophy of art is to
know whether the artist regards them as interlocutors or not. No
doubt they are always regarded as such, although least of al! in art
which is too professional and most of all in the raw or naive art
which verges on ‘bricolage’, to the detriment of structure 1n both
cases. No form of art is, however, worthy of the name if it all(?ws
itself to come entirely under the sway of extraneous contingencies,
whether of occasion or purpose. If it did so it would rate as an 1con
(supplementary to the model) or as an implement‘ (complementary
with the material worked). Even the most professional art succeeds
in moving us only if it arrests in time this dissipan'(p of the con-
tingent in favour of the pretext and incorporates it in thL work,
thérel)y investing it with the dignity of being an ob)(ct in its own
right. In so far as carlv art, primitive art and the ‘primitive’ periods
of professional painting are the only ones which do not date, t}‘ley
owe it to this dedication of the accidental to the service of execution
and so to the use, which they try to make complete, of the raw

. : . . .
- datum as the empirical material of something meaningful.

* Pursuing this analysis, one might define mm-rcprcscn*}:nional panting by
two featyres. One, which it has in common with '(‘EISle' ;mmv:mg, consists 1n a
total rejection of the contingency of purposes the pieture s not mndclfol" a
Particular use. "D'he other feature characteristic of nrm~rcpr(xsvm'\r?nn;\_l painting
18 its methodical explottation of the contingency of cxr-mniu'n, which is l]ﬂl‘nlf‘d
W afford the external pretext or occasion of the p‘iL‘furc. Non-representational
Painting adopts ‘styles” as “subjects’. 1 claims to give a concrete representation
of the forinal condition, of all painting. Paradoxically the r(’t'nlt is that non-
representational pamting does not, as v thinks, create works which are us real as,
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It is necessary to add that the balance between structure and
event, necessity and contingency, the internal and external is a
precarious one. It is constantly threatened by forces which act in
one direction or the other according to fluctuations in fashion, style
or general social conditions. From this point of view, it would seemn
that impressionism and cubism are not so much two successive
stages in the development of painting as partners in the same enter-
prise, which, although not exact contemporaries, nevertheless
collaborated by complementary distortions to prolorg a mode of
expression whose very existence, as we are better able to appreciate
today, was seriously threatened. The intermittent fashion for
‘collages’, originating when craftsmanship was dying, could not
for its part be anything but the transposition of ‘bricolage’ into the
realms of conterplation. Finally, the stress on the event can also
break away at certain times through greater emphasis cither on
transient social phenomena (as in the case of Greuze at the end of
the eighteenth century or with socialist realism) or on transient

.hatural, or even meteorological, phenomena (impressionism) at the

expense of structure, ‘structure’ here being understood as ‘struc-
ture of the same level’, for the possibility of the structural aspect
being re-established elscwhere on a new plane is not ruled out.

We have seen that there are analogies between mythical thought on
the theoretical, and ‘bricolage’ on the practical plane and that
artistic creation lies mid-way betwecen science and these two forms of
activity. There are relations of the same type between games and
rites,

All games are defined by a set of rules which in practice allow the
playing of any number of matches. Ritual, which is also ‘played’,
is on the other hand, like a favoured instance of a game, remein-
bered from among the possible ones because it is the only onc
which results in a particular type of equilibrium between the two
sides. The transposition is readily seen in the case of the Gahuku-
Gama of New Guinea who have learnt foothall but who will play,
several days running, as many matches as are nccessary for bath

if not more real than, the objects of the physical world, but rather realistic
imitations of non-existent models. It is a school of academic painting in which
each artist strives to represent the manner in which he would exccute his pictures
if by chance he were to paint any.
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sides to reach the same score (Read, p. 429). This is treating a game
as a ritual. )

The same can be said of the games which took place among the
Fox Indians during adopticn ceremonies. Their purpose was to
replace a dead relative by a living one and 50 to allow the ﬁ‘pal
departureof the soul of the deceased.* The mainaim of funeralrites
among the Fox seems indeed to be to get n.d of the dead and to
prevent them from avenging on the living their blttef'ness a.nd their
regret that they are no longer among the:m. For native phnlosoph.y
resolutely sides with the living: ‘Death is a hard thing. Sorrow is
especially hard’. _

Death originated in the destruction by supernatural powers of
the vounger of two mythical brothers who are cultural heroes
among all the Algonkin. But it was not yet final. It was rr_lade so by
the clder brother when, in spite of his SOFrOW, he rejected the
ghost’s request to be allowed to return to his plac&_é among the
living. Men must follow this example and be firm with the de.ad.
The living must make them understand th'at they have lost nothing
by dying since they regularly receive offerings of Eobacco and foqd.
In return they are expected to compensate the living for t!’le real!ty
of death which they recall to them and for the sorrow their dcm.lse
causcs them by guarantecing them long life, clothes and something

. to eat. ‘It is the dead who make food increase’, a native informant

explains. ‘They (the Indians) must coax them that way’ (Michelson
. 369, 407).

b Kg)v:, t(')};c4ag())ption rites which are necessary to make the soul of
the deceased finally decide to go where it will take on t.h.e role of a
protecting spirit are normally accompanicd l?y competitive sports,
games of skill or chance between teams which are constlttxtsd on
the basis of an ad hoc division into two sides, Tokan and Kicko.
It is said explicitly over and over again thaF it 1s the li'vi'ng and the
dead who are playing against each other. It is as 1f the 11v1r}g off'ered
the dead the consolation of a last match before finally being rid of
them. But, since the two teams are asymmetrical in what they
stand for, the outcome is inevitably determined in advance:

This is how it is when they play ball. When the man for whom the

adoption-feast is held is a Tokana, the Tokanagi win the game. .l he
Kickoagi cannot win. And if it is a Kicka woman for whom the adoption-

* See below, p. 199 n.
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feast is given, the Kickoagi win, as in turn the Tokanagi do not win
(Michelson 1, p. 385).

And what is in fact the case? It is clear that it is only the living who
win in the great biological and social game which is constantly
taking place between the living and the dead. But, as all the North
American mythology confirms, to win a game is symbolically to
‘kill” one’s opponent; this is depicted as really happening in in-
numerable myths. By ruling that they should always win, the dead
are given, the illusion that it is they who are really alive, and that
their opponents, having been ‘killed’ by them; are dead. Under the
guise of playing with the dead, one plays them false and commits
them. The formal structure of what might at first sight be taken
for a competitive game is in fact identical with that of a typical
ritual such as the Mitawit or Midewinin of these same Algonkin
peoples in which the initiates get symbolically killed by the dead
whose part is played by the initiated; they feign death in order to
obtain a further lease of life. In both cases, death is brought in but
only to be duped.

Games thus appear to have a disjunctive effect: they end in the
establishment of a difference between individual players or teams
where originally there was no indication of inequality. And at the
end of the game they are distinguished into winners and losers.
Ritual, on the other hand, is the exact inverse; it conjoins, for it
brings about a union (one might even say communion in this con-
text) or in any case an organic relation between two initially separ-
ate groups, one ideally merging with the person of the officiant and
the other with the collectivity of the faithful. In the case of games
the symmetry is therefore preordained and it is of a structural kind
since it follows from the principle that the rules are the same for
both sides. Asymmetry is engendered: it follows inevitably from
the contingent nature of events, themselves due to intention, chance
or talent. The reverse is true of ritual. There is an asymmetry which
is postulated in advance between profane and sacred, faithful and
officiating, dead and living, initiated and uninitiated, etc,, and the
‘game’ consists in making all the participants pass to the winning
side by means of cvents, the nature and ordering of which is
genuinely structural. Like science (though here again on both the
theoretical and the practical planc) the game produces events by
means of a structure; and we can therefore understand why com-
petitive games should flourish in our industrial socicties, Rites
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and myths, on the other hand, like ‘bricolage’ (which th.cse same
societies only tolerate as a hobby or pastime), take to picces and
reconstruct scts of cvents (on a psychical, socio-hlst'oncal.or tech-
mical plane) and use them as so many indestrugtlble pieces for
structural patterns in which they serve alternatively as ends or

means.
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