
There is a Third World in every First World, and vice-versa. 
-TRINH T. MINH-HA, "DIFFERENCE;' DISCOURSE 8 

1 0 . On C ollecting Art and Culture 

T H I S C H A PT E R  is composed of fou r  loosely connected parts, each con
cerned with the fate of tribal art ifacts and cu ltura l  practices once they are 
re located in Western museums,  exchange systems, d isc i p l i nary arch ives, 
and d iscu rs ive trad it ions .  The fi rst part proposes a cr itica l ,  h istor ical  ap
proach to col lect i ng, focus ing on subjective, taxonom ic, and pol it ical  
processes . It sketches the "art-cu lture system" through which in  the last 
centu ry exotic objects have been contextual ized and given va l ue in the 
West. This ideo l ogical  and i nstitut iona l system is  fu rther explored in the 
second part, where cu l tu ra l  descr ipt ion is presented as a form of col lect
i ng .  The "authentic i ty" accorded to both human groups and the i r  art ist ic 
work i s  shown to proceed from spec ific assumptions about tempora l ity, 
wholeness, and conti nu ity. The th i rd part focuses on a revea l i ng moment 
i n  the modern appropriat ion of non-Western works of "art" and "cu l tu re," 
a moment portrayed in severa l memo i rs by C laude Levi-Strauss of h i s  
wart ime years i n  N e w  York. A cr it ical  read ing makes expl ic i t  the 
redemptive metah i stor ical  narrat ive these memo i rs presuppose . The 
genera l art-cu lture system supported by such a narrative is contested 
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th roughout the chapter and part icu lar ly i n  the fourth part, where a l ter
nat ive "tr iba l "  h i stories and contexts are suggested . 

Col lecting Ourselves 

Entering 
You wi l l  find yourse lf in a c l i m ate of nut castanets, 
A musical whip 
From the Torres Straits, from Mirzapur a sistrum 
Called j umka, "used by Aboriginal 
Tri bes to attract small game 
On dark nights," coo l i e  cigarettes 
And mask of Saagga, the Devi l Doctor, 

The eyelids wo rked by strings. 

james Fenton's poem "The Pitt Rivers Museum,  Oxford" ( 1 984 :8 1-84), 
from which th is  stanza is taken,  red iscovers a place of fasci nation in the 
eth nographic col lection . For th is  v is i tor even the museum's descriptive 
labe l s  seem to increase the wonder (" . . .  attract smal l game I on dark 
n ights" )  and the fear. Fenton i s  an adu lt-ch i ld explor ing territories of dan
ger and desi re, for to be a ch i ld  i n  this co l lection ("P lease s i r, where's the 
withered I Hand?")  i s  to ignore the serious admonit ions about human 
evol ution and cu ltura l  d ivers ity posted i n  the entrance ha l l .  It i s  to be 
interested i nstead by the c law of a condor, the jaw of a dolph i n ,  the ha i r  
of  a witch ,  or  "a jay's feather worn as  a charm I i n  Bucki nghamsh i re ." 
Fenton's ethnograph ic museum is a world of i nt imate encounters with 
i nexpl icably fasc i nating  objects : personal fetishes. Here col lect ing is 
i nescapably t ied to obsess ion,  to recol lection . Vi s itors "find the land
scape of the i r  ch i ldhood marked out I Here in the chaotic pi les of sou
ven i rs . . .  boxroom of the forgotten or hard l y  poss ib le ." 

Go 
As a h i storian of ideas or a sex-offender, 
For the pr im itive art, 
As a dusty sem iologist, equ i pped to u n ravel 
The seven components of that witch's curse 
Or the syntax of the m uti lated teeth . Go 
In groups to giggle at curious fi nds. 
But do not step i nto the ki ngdom of your promises 
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To you rse lf, l i ke a ch i ld enter ing the forbidden 
Woods of h is lonely p laytime.  
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Do not step i n  th is tabooed zone " l a id with the snares of privacy and 
fiction I And the dangerous th i rd wish ." Do not encounter these objects 
except as curiosities to giggle at, art to be adm i red, or evidence to be 
u nderstood scient ifica l ly. The tabooed way, fo l low�d by Fenton, i s  a path 
of too- int imate fantasy, reca l l i ng the d reams of the sol ita ry ch i ld  "who 
wrest led with eagles for the i r  feathers" or the fearfu l vision of a young 
gi r l ,  her  turbu lent lover seen as a hou nd with "strange pretercan i ne eyes." 
Th is  path th rough the Pitt Rivers Museum ends with what seems to be a 
scrap of autobiography, the vis ion of a personal "forbidden woods"
exotic, des ired , savage, and governed by the (paterna l )  l aw:  

He had known what  tortures the savages had prepared 
For h i m  there, as he cal m l y  pushed open the gate 
And entered the wood near the placard :  "TAKE  NOTICE  M E N  

M E N -TRAPS AND SPR I NG-G U N S  ARE  S E T  ON TH ESE 

PREMISES . " 

For h i s  father had protected h i s  good estate. 

Fenton's jou rney i nto otherness leads to a forbidden area of the self. H is 
intimate way of engaging the exot ic co l lection finds an area of des i re, 
marked off and po l iced . The law is preoccu pied with property. 

C. B .  Macpherson's c lassic ana lys is  of Western "possessive i nd iv id
ua l i sm"  ( 1 962) traces the seventeenth-centu ry emergence of an idea l  self 
as owner:  the i nd iv idua l  su rrounded by accum u l ated property and 
goods .  The same idea l can hold true for co l lectivit ies making and remak
i ng thei r cu l tura l "se lves ." For example R ichard Hand ler ( 1 985) ana lyzes 
the making of a Quebecois  cu ltural "patr imoi ne," drawing on Macpher
son to u n ravel the assum ptions and paradoxes i nvolved in "having a cu l 
tu re," selecti ng and cherish i ng an authentic col lective "property." H i s  
ana lys is  suggests that th i s  identity, whether cu ltura l  or personal , presup
poses acts of col lect ion,  gatheri ng u p  possess ions i n  arbi trary systems of 
va l ue  and mean ing .  Such systems, a lways powerfu l and ru le  governed, 
change h i storica l ly. One cannot escape them.  At best, Fenton suggests , 
one can transgress ( "poach" i n  their  tabooed zones) or make the i r  se l f
ev ident orders seem strange .  I n  Handler's subtly perverse ana lys is  a sys
tem of retrospect ion-revealed by a H istor ic Monuments Comm iss ion's 
selection of ten sorts of "cu l tura l  property" -appears as a taxonomy war-
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thy of Borges' "Ch inese encyc loped ia" : " ( 1 ) commemorative monu
ments; (2) churches and chape ls ;  (3)  forts of the French Regime; (4) wind
m i l l s ;  (5) roadside crosses ; (6) commemorative inscriptions and p laques; 
(7) devotiona l monuments; (8) old houses and manors;  (9) old fu rn iture ;  
( 1 0) ' les chases d isparues"' ( 1 985 : 1 99) .  In  Hand ler's d iscussion the col 
lection and  preservation of  an authentic domain  of  identity cannot be 
natu ra l or i nnocent. It is t ied up with national ist pol it ics, with restrictive 
law, and with contested encod ings of past and futu re . 

Some sort of "gatheri ng" around the self  and the group-the assemblage 
of a materia l  "wor ld," the marking-off of a subjective doma in that is not 
"other" -is  probably un iversa l .  Al l such col lections embody h ierarch ies 
of val ue, exc l us ions,  ru le-governed territories of the se lf. But the notion 
that this gather ing invo lves the accumu lation of possess ions, the idea that 
identity is a k ind of wea lth (of objects, knowledge, memories, experi
ence) , is sure ly  not un iversa l .  The ind ividua l i st ic accumu lation of Mela
nes ian "big men" is not possess ive in Macpherson's sense, for in Mela
nes ia one accumu lates not to hold objects as private goods but to give 
them away, to red istri bute .  In the West, however, col lect ing has long 
been a strategy for the deployment of a possess ive self, cu lture, and au
thentic ity. 

Ch i ldren's co l l ections are revea l i ng in  th is l ight : a boy's accumu la
tion of m i n iatu re cars, a g i r l 's dol ls ,  a summer-vacation "natu re museum" 
(with labeled stones and shel ls ,  a hummingbi rd in  a bott le) ,  a treasu red 
bowl fi l led with the bright shavings of crayons. In these sma l l  r itua l s  we 
observe the channe l i ngs of obsess ion, an exerc ise in how to make the 
world one's own , to gather th i ngs around onese lf tastefu l ly, appropriate ly. 
The inc lus ions i n  a l l  co l lections reflect wider cu ltural ru les-of rationa l  
taxonomy, of  gender, of  aesthet ics .  An excess ive, sometimes even rapa
cious need to have is  transformed i nto ru le-governed, meaningfu l des i re .  
Thus the self that  must possess but cannot have it a l l learns to se lect, 
order, c lassify in h ierarch ies-to make "good" col l ect ions . 1 

1 .  On col lect ing as a strategy of des i re see the h ighly suggestive cata logue 
(Hainard and Kaehr 1 982) of an exh ib ition enti tled "Co l lections pass ion" at the 
Musee d' Ethnograph ie, Neuchate l ,  J une to December 1 98 1 . This analytic col lec
tion of col lections was a tour  de force of reflexive museology. On col lecti ng and 
des i re see a lso Donna Haraway's bri l l iant analysis ( 1 985) of the American Mu
seum of Natural H istory, American manhood, and the th reat of decadence be-
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Whether a c h i ld co l l ects model d i nosaurs or dol l s ,  sooner or later 
she or he wi l l  be encouraged to keep the possessions on a shelf or i n  a 
specia l  box or to set u p  a dol l  house. Personal treasures wi l l  be made 
pub l i c .  I f  the pass ion i s  for Egyptian figu ri nes, the col l ector wi l l  be ex
pected to labe l  them, to know the i r  dynasty (it i s  not enough that they 
s imp ly  exude power or mystery) , to te l l  " i nterest i ng" th ings about them, 
to d ist ingu ish copies from orig ina l s .  The good col lector (as opposed to 
the obsess ive, the m i ser) is tastefu l and reflect ive . 2  Accumu lation unfo lds 
in a pedagogica l ,  ed ify ing manner. The co l l ection i tself-its taxonomic, 
aesthetic structu re-is  va l ued, and any private fixation on s i ngle objects 
is negative ly  marked as fet ish i sm.  I ndeed a "proper" re lat ion with objects 
(ru l e-governed possess ion) presupposes a "savage" or deviant re lat ion 
( idolatry or erotic fixation) . 3  In Susan Stewart's g loss, "The boundary be
tween col lection and fet i sh ism is med iated by c lassification and d i sp lay 
in  tension with accumu lation and secrecy" ( 1 984 : 1 63) .  

Stewart's wide-ranging study On Longing traces a "structu re of  de
s i re" whose task is  the repetit ious and impossi b le one of c los ing the gap 
that separates language from the experience it encodes. She exp lores 
certa i n  recu rrent strategies pu rsued by Westerners s i nce the s ixteenth 
centu ry. In her analys is  the m in iature,  whether a portra i t  or dol l 's house, 
enacts a bourgeois longing for " i nner" experience. She a l so explores the 

tween 1 908 and 1 936 .  Her work suggests that the passion to col lect, preserve, 
and d i splay is articu lated in gendered ways that are h i stor ica l ly specif ic. Beau
cage, Gom i l ia ,  and Va l lee ( 1 976) offer cr i t ica l  meditations on the ethnographer's 
complex experience of objects . 

2 .  Walter Benjami n's essay "Unpack ing My L ibrary" ( 1 969 :59-68) provides 
the v iew of a reflective devotee. Col lect ing appears as an art of l iv ing i nt imately 
a l l ied with memory, with obsess ion, with the salvaging of order from d i sorder. 
Benjam i n  sees (and takes a certa i n  p leasure in) the precariousness of the subjec
tive space atta i ned by the col lect ion.  "Every passion borders on the chaotic, but 
the col lector's pass ion borders on the chaos of memories. More than that: the 
chance, the fate, that suffuse the past before my eyes are conspicuously present 
in the accustomed confusion of these books. For what else is th i s  co l lection but 
a d i sorder to wh ich habit has accommodated itse lf  to such an extent that i t  can 
appear as order? You have a l l  heard of people whom the loss of their books has 
tu rned i nto inva l i ds, of those who in  order to acqu i re them became cr imina ls .  
These are the very areas i n  which any order i s  a ba lancing act of  extreme precar
iousness." (p.  60) 

3. My u nderstanding of the role of the fetish as a mark of otherness in  West
ern in te l lectual  h istory-from DeBrosses to Marx, Freud, and Deleuze-owes a 
great dea l to the largely unpubl ished work of Wi l l iam Pietz; see "The Problem of 
the Feti sh,  I" ( 1 985 ) .  
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strategy of gigant ism (from Rabe la i s  and G u l l iver to earthworks and the 
b i l l board), the souven i r, and the col lection . She shows how col l ections, 
most notably museums-create the i l l usion of adequate representat ion 
of a world by fi rst cutti ng objects out of spec ific contexts (whether cu l 
tu ra l ,  h i storica l ,  or i ntersubjective) and making them "stand for" abstract 
wholes-a " Bambara mask," for example, becoming an ethnograph ic 
metonym for Bambara cu lture .  Next a scheme of c lass ification is  e labo
rated for stori ng or d isp laying the object so that the rea l ity of the col lec
tion i tse lf, its coherent order, overrides specific h i stories of the object's 
production and appropriation (pp. 1 62-1 65) .  Para l le l i ng Marx's account 
of the fantast ic objectification of commod it ies, Stewart argues that in  the 
modern Western museum "an i l l us ion of a re lation between th ings takes 
the p lace of a soc ia l  re lat ion" (p. 1 65 ) .  The co l lector d iscovers, acq u i res, 
salvages objects . The objective world i s  given,  not produced, and thus 
h i storica l re lat ions of power i n  the work of acqu i s ition are occu lted . The 
making of mean ing in museum c lass ification and d i sp lay is mystified as 
adequate representation. The t ime and order of the col l ection erase the 
concrete soc ia l  labor of its making.  

Stewart's work, a long with that of Ph i l l i p  F isher ( 1 975) ,  Krzysztof 
Pom ian ( 1 978),  james Bunn ( 1 980), Danie l  Defert ( 1 982),  johannes Fa
b ian ( 1 983) ,  and Remy Saisse l i n  ( 1 984), among others, bri ngs col lect ing 
and d isplay sharply i nto view as crucia l  processes of Western identity 
formation . Gathered artifacts-whether they fi nd the i r  way into cu rio 
cabi nets, private l iv ing rooms, museums of ethnography, fo l k lore, or fine 
art-function with in  a developing capita l ist "system of objects" (Baudri l 
la rd 1 968) .  By v i rtue of  th i s  system a world of  value is  created and a 
mean i ngfu l deployment and c i rcu lation of artifacts mainta i ned . For 
Baudri l la rd co l lected objects create a structured env i ronment that substi
tutes its own tempora l ity for the " real time" of h istorica l and productive 
processes : "The env i ronment of private objects and the i r  possession-of 
wh ich col lect ions are an extreme manifestation-is a d imension of our 
l i fe that i s  both essent ia l  and i maginary. As essent ia l  as dreams" 
( 1 968 : 1 35 ) . 

A h i story of anth ropology and modern art needs to see i n  col l ecting both 
a form of Western subjectivity and a changing set of powerfu l i nstitu
tional practices. The h i story of col lections (not l i m ited to museums) is 
centra l to an u nderstand ing of how those soc ia l  groups that i nvented 
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anthropology and modern art have appropriated exotic  th i ngs, facts, and 
mean ings. (Appropriate: "to make one's own," from the Lat in proprius, 
"proper," "property.")  It is i mportant to analyze how powerfu l d i scr imi
nat ions made at  part icu la r  moments consti tute the genera l system of 
objects with i n  which va l ued artifacts c i rcu late and make sense. Far
reach i ng quest ions are thereby ra i sed . 

What criter ia va l idate an authentic cu l tura l  or art ist ic product? What 
are the d ifferentia l  val ues p laced on old and new creations? What mora l 
and pol it ica l  cr i ter ia j ustify "good ," respons ib le, systematic col lect ing 
practices? Why, for example,  do Leo Froben i us' wholesale acq u i s it ions 
of African objects around the turn of the centu ry now seem excess ive ?  
(See a l so Co le  1 985 a n d  Pye 1 987  . )  How i s  a "complete" co l lect ion de
fined ? What i s  the proper ba lance between scientif ic analys is  and publ ic 
d i sp lay? ( I n  Santa Fe a superb col lection of Native American art i s  housed 
at the School of American Research i n  a bu i l d i ng constructed , l i tera l l y,  
a s  a vau lt, with access carefu l l y  restricted . The Musee d e  ! ' Homme ex
h ibits less than a tenth of i ts co l lections;  the rest is stored in stee l cabinets 
or heaped in corners of the vast basement . )  Why has it  seemed obvious 
unti l recent ly that non-Western objects shou ld be preserved in Eu ropean 
museums, even when th is  means that no fine spec i mens are v i s ib le  i n  
the i r  country of or ig i n ?  How are "antiqu it ies," "curiosit ies," "art," "sou
ven i rs," "monuments," and "ethnographic art i facts" d i st i ngu i shed-at 
d ifferent h i stor ical  moments and in spec if ic market cond it ions? Why 
have many anthropological  m useums in recent years begun  to d isp lay 
certa i n  of the i r  objects as "masterpieces" ? Why has tour i st art on ly re
cently come to the serious attent ion of anth ropologists ? (See Graburn 
1 976, j u les-Rosette 1 984 . )  What has been the changing interp l ay be
tween natura l -h i story col lecti ng and the selection of anthropologica l  ar
t ifacts for d i splay and ana lys is ?  The l i st cou ld be extended . 

The c rit ica l h i story of col lecti ng i s  concerned with what from the 
materi a l  world spec if ic groups and ind iv idua ls  choose to preserve, va l ue,  
and exchange. A l though th i s  complex h istory, from at least the Age of 
D i scovery, remains  to be written , Baudri l l ard prov ides an i n it ia l  frame
work for the deployment of objects in the recent capita l i st West. In h i s  
accou nt it  i s  axiomatic that a l l  categories o f  meani ngfu l objects-inc l ud
ing those marked off as sc ientif ic ev idence and as great art-function 
with i n  a ram ified system of symbols  and val ues. 

To take just one example :  the New York Times of December 8,  1 984, 
reported the widespread i l lega l l ooti ng of Anasaz i archaeological  s i tes in 
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the American Southwest. Pa i nted pots and u rns thus excavated i n  good 
cond it ion cou ld bring as much as $30,000 on the market. Another artic le  
i n  the  same issue conta i ned a photograph of  Bronze Age pots and j ugs 
sa lvaged by archaeo logists from a Phoenic ian sh ipwreck off the coast of 
Turkey. One account featu red c landest ine col lect ing for profit, the other 
scientif ic col lecti ng for knowledge. The mora l eva luations of the two acts 
of sa lvage were sharply opposed, bul_ the pots recovered were a l l  mean
ingfu l ,  beautifu l ,  and o ld .  Commerc ia l ,  aesthetic,  and sc ienti fic worth in 
both cases presupposed a given system of va lue .  Th is  system finds i ntr in
s ic interest and beauty in  objects from a past t ime,  and it  assumes that 
co l lecti ng everyday objects from ancient (preferably vanished) civi l iza
tions wi l l  be more rewarding than col lecti ng, for example, decorated 
thermoses from modern Ch ina or customized T-sh i rts from Ocean ia .  Old 
objects a re endowed with a sense of "depth" by the i r  h i storica l ly m inded 
col lectors . Tempora l ity is reified and sa lvaged as origi n ,  beauty, and 
knowledge .  

Th is  archa iz ing system has  not a lways dom inated Western col lect
ing. The curiosit ies of the New World gathered and appreciated in the 
s ixteenth century were not necessari ly  va l ued as antiqu it ies, the products 
of prim it ive or "past" c iv i l izations . They frequently occupied a category 
of the marve lous, of a present "Golden Age" (Honour 1 975 ; Mu l l aney 
1 983 ;  Rabasa 1 985) .  More recently the retrospective bias of Western ap
propriat ions of the world's cu ltu res has come under scruti ny (Fabian 
1 983 ;  C l ifford 1 986b) . Cu ltura l  or a rt istic "authentic ity" has as m uch to 
do with an i nventive present as with a past, its object ificat ion, preserva
t ion, or  reviva l .  

S i nce the turn of the centu ry objects col lected from non-Western sources 
have been c lass i fied in two major categories : as (sc ientific) cu ltura l  arti
facts or as (aesthetic) works of art .  4 Other col lectib les-mass-produced 
commod ities, "tou rist art," curios, and so on-have been less systemati-

4 .  For "hard" articu lations of ethnographic cu ltura l ism and aesthetic for
mal ism see S ieber 1 97 1 ,  Price and Price 1 980, Vogel 1 985,  and Rubi n 1 984 . 
The first two works argue that art can be understood (as opposed to merely ap
prec iated) only in i ts or ig inal  context. Vogel and Rubin assert that aesthetic qua l 
it ies transcend the i r  or ig ina l  local articu lation, that "masterpieces" appea l to un i 
versal or at  least transcu ltural human sens ib i l it ies. For  a g l impse of  how the often 
incompatible categories of "aesthetic excel lence," "use," "rari ty," "age," and so 
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ca l l y  va l ued; at best they f ind a p lace i n  exh i bits of  "technology" or "fo lk
lore ." These and other locations with i n  what may be ca l led the "modern 
art-cu lture system" can be v isua l ized with the he lp  of a (somewhat pro
crustian) d iagram.  

A .  J .  G re imas' "sem iotic square" (Gre imas and  Rastier 1 968) shows 
us  "that any i n i t ia l  b inary oppos it ion can, by the operation of negations 
and the appropr iate syntheses, generate a much larger fie ld  of terms 
wh ich ,  however, a l l  necessari ly  rema in  locked in the c losure of the i n it ia l  
system" (Jameson 1 98 1  :62) .  Adapt ing Gre imas for the pu rposes of cu l 
tural cr it ic i sm,  Fredric Jameson uses the  semiotic square to revea l  "the 
l i m its of a specific ideo logica l  consc iousness, [marki ng] the conceptua l  
points beyond wh ich  that consc iousness cannot go, and between which 
it i s  condemned to osc i l l ate" ( 1 98 1  :47) .  Fol lowing h i s  example, I offer 
the fo l lowi ng map (see d i agram) of a h i storica l l y  spec ific, contest ib le  
fie ld  of  mea n ings and institutions .  

Begin n i ng with an i n it ia l  oppos it ion, b y  a process o f  negation four  
terms are generated . Th i s  establ ishes horizonta l and  vertica l axes and 
between them four  semantic zones : ( 1 ) the zone of authent ic master
p ieces, (2)  the zone of authentic art ifacts, (3)  the zone of i nauthentic 
masterpieces, (4) the zone of inauthentic art ifacts . Most objects-old 
and new, rare and common, fam i l ia r  and exotic-can be located i n  one 
of these zones or ambiguous ly, i n  traffic,  between two zones . 

The system c lass i fies objects and ass igns them re l ative va l ue .  It es
tab l i shes the "contexts" in wh ich they properly belong and between 
wh ich  they c i rcu late .  Regu lar  movements toward posit ive va l ue proceed 
from bottom to top and from right to left. These movements se lect art i
facts of enduring  worth or rari ty, the i r  va l u e  norma l ly guaranteed by a 
"van i sh ing" cu ltu ra l  status or by the selection and pr ic ing mechan isms of 
the art market. The va lue  of Shaker crafts reflects the fact that Shaker 
soc iety no longer exists : the stock is  l i m ited . I n  the art world work i s  
recogn ized as " i m portant" by connoisseu rs and co l l ectors accord i ng to 
cr iter ia that are more than s imp ly  aesthet ic (see Becker 1 982) .  I ndeed , 
preva i l i ng defi n it ions of what is "beautifu l "  or " i nteresti ng" someti mes 
change q u ite rapid ly. 

An area of frequent traffic i n  the system i s  that l i nk ing zones 1 and 

on are debated in the exerc ise of assign ing authentic va lue to tr ibal  works, see 
the rich ly inconc lus ive sympos ium on "Authentic ity in African Art" organ ized by 
the journal African Arts (Wi l l ett et a l . 1 976) .  
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(masterpiece) 
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fakes, inventions 

the museum of technology 
ready-mades and ant1-art 

THE ART-CULTURE SYSTEM 

A Machine for Making Authent ic ity 

(authentic) 

art ... 41----1•� culture 
original ,  singular traditional, collect1ve 

not-culture 
new, uncommon 
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not-art 
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2 
history and folklore 

the ethnographiC museum 
material culture, craft 

(artifact) 

4 
tourist art ,  commodities 

the curio colleCtiOn 
util it ies 

2 .  Objects move in two d i rections a long th i s  path . Th i ngs of cu ltural or 
h i stor ical  va l ue may be promoted to the status of fine art .  Examples of 
movement i n  th is  d i rect ion, from ethnograph ic "cu l ture" to fine "art," are 
p lentifu l .  Triba l  objects located i n  art ga l leries (the Rockefe l ler Wi ng at 
the Metropo l itan Museum in New York) or d i sp layed anywhere accord
ing to "forma l i st" rather than "contextua l i st" protocol s  (Ames 1 986 :39-
42) move i n  th i s  way. Crafts (Shaker work co l lected at the Wh itney Mu
seum i n  1 986),  "fo lk  art," certa in  antiques, "naive" art a l l  are subject to 
period ic  promotions.  Movement i n  the inverse d i rection occurs when
ever art masterworks are cu l tura l ly and h istorica l ly "contextua l ized," 
someth ing that has been occurr ing more and more expl ic i t ly. Perhaps the 
most dramatic case has been the re location of France's great impress ion
ist col lection,  formerly at the Jeu de Paume, to the new Museum of the 
N ineteenth Century at the Gare d'Orsay. Here art masterpieces take thei r  
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p lace i n  the  panorama of a h i stor ica l -cu l tu ra l  "period ." The  panorama 
inc l udes an emerg ing industr ia l  u rban ism and i ts tri umphant technology, 
"bad" as we l l  as "good" a rt .  A less dramatic movement from zone 1 to 
zone 2 can be seen i n  the rout ine process with i n  art ga l leries whereby 
objects become "dated," of in terest l ess as immed iately  powerfu l works 
of gen ius  than as fi ne examples of a period sty le .  

Movement a lso occu rs between the lower and upper ha lves of  the 
system,  usua l ly  in an upward d i rection . Commod it ies in zone 4 regu lar ly 
enter zone 2 ,  becoming  rare period p ieces and thus col lect ib les (o ld  
green g lass Coke bott les) . Much cu rrent non-Western work m igrates be
tween the status of "tou rist art" and creat ive cu ltura l -art ist ic strategy. 
Some current productions of Th i rd World peoples have ent i re ly  shed the 
stigma of modern commerc ia l  i nauthent ic ity. For example Hait ian "pr im
itive" paint i ng-commerc ia l  and of re lat ive ly  recent, impure origi n
has moved fu l l y  i nto the art-cu lture c i rcu it .  S ign i ficant ly  th i s  work en
tered the art  market by assoc iation with  zone 2 ,  becoming va l ued as the 
work not s imp ly  of ind iv idua l  a rt i sts but  of  Haitians. Hait ian pai nt ing i s  
su rrounded by spec ia l  associat ions with  the land of  voodoo, magic and 
negritude. Though speci fic a rti sts have come to be known and prized ,  
the  aura of  "cu ltu ra l "  production attaches to  them much more than, say, 
to Picasso, who is not i n  any essentia l  way va l ued as a "Spanish artist." 
The same i s  true, as we sha l l  see, of many recent works of tri bal art, 
whether from the Sep i k  or the American Northwest Coast. Such works 
have l arge ly freed themselves from the tou rist or commod ity category to 
wh ich ,  because of their  moderni ty, pur ists had often relegated them;  but 
they cannot move d i rectly i nto zone 1 ,  the a rt market, without tra i l i ng  
c louds of  authentic (trad it ional )  c u lture .  There can be no d i rect move
ment from zone 4 to zone 1 . 

Occas iona l  trave l occurs between zones 4 and 3 ,  for example when 
a commod ity or techno logical  art i fact i s  perceived to be a case of spec ia l  
i nventive creation . The  object i s  selected out  of  commerc ia l  or mass cu l 
ture,  perhaps to  be featu red i n  a museum of  technology. Someti mes such  
objects fu l ly enter the  rea l m  of  art :  "technologica l "  innovations or com
mod it ies may be contextua l i zed as modern "des ign," thus passi ng 
through zone 3 i nto zone 1 (for example the fu rn iture, household ma
ch i nes, cars, and so on d i sp l ayed at the Museum of Modern Art in New 
York) . 

There is a l so regu la r  traffic between zones 1 and 3 .  Exposed a rt for-
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geries are demoted (wh i le nonetheless preserving someth ing of the i r  orig
i na l  aura) .  Converse ly various forms of "anti-art" and art parad ing its un
orig ina l ity or " i nauthentic i ty" are col lected and va lued (Warho l 's soup 
can, Sherrie Levi ne's photo of a photo by Wal ker  Evans, Duchamp's 
ur ina l ,  bott le rack, or shove l ) .  Objects i n  zone 3 are a l l  potent ia l l y  col
lectib le with i n  the genera l domain  of art :  they are uncommon, sharply 
d i sti nct from or b latantly cut out of cu lture .  Once appropriated by the art 
world, l i ke Duchamp's ready-mades, they c i rcu late with i n  zone 1 .  

The art-cu lture system I have d iagramed exc l udes and margi nal izes 
various res idua l  and emergent contexts . To mention on ly one: the cate
gories of art and cu lture, technology and commod ity are strongly secu lar. 
"Re l ig ious" objects can be va l ued as great art (an a ltarpiece by Giotto), 
as fo l k  a rt (the decorations on a Lat in  American popular  sa i nt's shri ne), 
or as cu ltural  art ifact (an I nd ian rattle) . Such objects have no ind iv idua l  
"power" or mystery-qual it ies once possessed by "fet ishes" before they 
were rec lass i fied in the modern system as pri mi t ive art or cu ltura l  artifact. 
What "va l ue," however, i s  str ipped from an a l tarp iece when it  i s  moved 
out of a function ing church (or when its church begins to function as a 
museum)?  Its spec ific power or sacredness is re located to a genera l aes
thet ic rea l m .  (See Chapter 9,  n . 1 1 ,  on a recent cha l lenge by Zun i  triba l 
authorit ies to such secu lar contextua l i zations . )  

It is  important to  stress the  h i storic ity of  th i s  art-cu lture system.  I t  has  not 
reached its fina l  form : the pos itions and va l ues ass igned to col lectib le 
art ifacts have changed and wi l l  cont inue to do so. Moreover a syn
chronic d iagram cannot represent zones of contest and transgress ion ex
cept as movements or ambigu ities among fixed po les.  As we sha l l  see at 
the end of th i s  chapter, much cu rrent "tri bal art" participates in the reg
u lar  art-cu lture traffic and in trad it ional spir i tua l  contexts not accounted 
for by the system (Coe 1 986) .  Whatever its contested domains ,  though, 
genera l l y  speak ing the system sti l l  confronts any co l lected exotic object 
with a stark a l ternative between a second home in an ethnographic or an 
aesthetic m i l ieu .  The modern ethnographic museum and the art museum 
or pr ivate art col lect ion have developed separate, complementary modes 
of c lass ification . In the former a work of "scu lptu re" is  d i sp layed a long 
with other objects of s im i lar  function or in  proxim ity to objects from the 
same cu ltural group, inc lud ing uti l itar ian art ifacts such as spoons, bowls, 
or spears . A mask or statue may be grouped with formal ly  d i ss imi lar ob-
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jects and exp la i ned as part of  a r itual or i nstitutiona l  complex.  The names 
of i nd iv idua l  scu l ptors are u nknown or suppressed . In art museums a 
scu l pture i s  identified as the creation of an i nd iv idua l : Rod in ,  G iaco
metti ,  Barbara Hepworth . I ts p l ace in everyday cu ltural practices ( inc l ud
ing the market) i s  i rre levant to its essentia l  mean ing. Whereas i n  the eth
nograph ic  museum the object i s  cu ltura l ly or human ly  " in te resti ng," in 
the art m useum it i s  pr imar i ly  "beautifu l "  or "orig ina l ." I t  was not a lways 
thus .  

E l izabeth Wi l l iams ( 1 985)  has traced a revea l i ng chapter in  the sh ift
ing h istory of these d i scr i m inations. I n  n ineteenth-centu ry Par is it was 
d ifficu lt to conceive of pre-Co l u m bian art ifacts as fu l ly "beautifu l ." A pre
va i l i ng  natura l i st aesthetic saw ars Americana as grotesque or crude. At 
best pre-Col u m bian work cou ld be ass im i l ated into the category of the 
antiqu i ty and apprec iated through the fi l ter of Vio l l et- le-Duc's medieva l
ism . Wi l l iams shows how Mayan and l ncan artifacts, their  status uncer
ta in ,  m igrated between the Louvre, the B ib l iotheque N at ionale, the Mu
see G u imet, and (after 1 878) the Trocadero, where they seemed at last to 
find an ethnograph ic home i n  an institution that treated them as scientif ic 
evidence. The Trocadero's fi rst d i rectors, Ernest-Theodore Hamy and 
Remy Verneau ,  showed scant i nterest i n  the i r  aesthetic qua l it ies. 

The "beauty" of much non-Western "art" is a recent d i scovery. Be
fore the twentieth centu ry many of the same objects were col lected and 
valued, but for d ifferent reasons .  In the ear ly modern period the i r  rarity 
and strangeness were prized . The "cabi net of cu riosit ies" j u mbled every
th ing together, with each ind iv idua l  object stand ing metonymica l l y  for a 
whole region or popu l at ion . The co l lection was a m icrocosm, a "sum
mary of the u n iverse" (Pomian 1 978) .  The eighteenth centu ry introduced 
a more serious concern for taxonomy and for the e l aboration of complete 
series. Col lect ing was increas ing ly the concern of sc ientif ic natu ra l i sts 
(Feest 1 984 :90), and objects were va l ued because they exempl i fied an 
array of systematic categories : food , c loth ing, bu i ld i ng materia l s ,  agri
cu l tura l  tools ,  weapons  (of war, of the h unt) ,  and so forth . E .  F. jomard's 
ethnographic  c lass i ficat ions and A. H .  L. F. Pitt R ivers' typological  d i s
p lays were m id-n ineteenth-century cu l m i nations of th is  taxonomic vis ion 
(Chapman 1 985 : 24-25 ) .  Pitt Rivers' typo logies featu red deve lopmenta l 
sequences . By the end of the centu ry evo lut ionism had come to domi
nate arrangements of exotic a rtifacts . Whether objects were presented as 
ant iqu it ies, arranged geograph ica l l y  or by society, spread in panopl ies, 
or arranged in  rea l i stic " l ife groups" and d ioramas, a story of human 
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deve lopment was to ld .  The object had ceased to be primari ly  an exotic 
"cur ios ity" and was now a sou rce of i nformation entirely integrated in 
the u n iverse of Western Man (Dias 1 985 : 3 78-3 79) .  The val ue of exotic 
objects was the i r  abi l ity to test ify to the concrete rea l i ty of an ear l ier stage 
of human Cu lture, a common past confi rm i ng Europe's tri umphant 
present. 

With Franz Boas and the emergence of re lat iv ist anth ropology an 
emphasis on p lac i ng objects in spec ific l ived contexts was consol idated . 
The "cu l tures" thus represented cou ld either be arranged i n  a modified 
evolutionary series or d ispersed in synchronous "ethnograph ic presents." 
The latter were t imes ne ither of ant iqu ity nor of the twentieth centu ry but 
rather represent ing the "authentic" context of the col lected objects, often 
just prior to thei r  co l lection or d i sp l ay. Both co l lector and salvage eth
nographer cou ld c la im to be the last to rescue "the rea l th i ng." Authen
t ic i ty, as we sha l l  see, i s  produced by removing objects and customs from 
the i r  cu rrent h i stor ical  s ituat ion-a present-becoming-futu re .  

With the conso l idation of twentieth-centu ry anth ropology, artifacts 
contextua l i zed ethnograph ica l l y  were valued because they served as ob
jective "wi tnesses" to the total mu lt id i mensional  l i fe of a cu lture (Jamin  
1 982a: 89-9 5 ;  1 985) .  S imu ltaneous ly with new developments i n  art and 
l i teratu re, as Picasso and others began to visit the "Troca" and to accord 
its tr ibal objects a nonethnographic adm i ration, the proper place of non
Western objects was aga in  thrown in question .  In the eyes of a tri um
phant modernism some of these artifacts at  least cou ld be seen as un i 
versa l masterpieces . The category of "pri m i tive art" emerged . 

Th i s  development i ntroduced new ambigu it ies and poss ib i l it ies i n  a 
changing taxonomic  system.  I n  the mid-n ineteenth centu ry pre
Col umbian or tr ibal  objects were grotesques or antiqu it ies.  By 1 920 they 
were cu ltura l  witnesses and aesthetic masterpieces . S i nce then a con
tro l led m igration has occu rred between these two institutiona l ized do
mains .  The bou ndaries of art and sc ience, the aesthet ic and the anth ro
polog ica l ,  are not permanent ly fixed . I ndeed anthropology and fine arts 
museums have recently shown signs of i nterpenetration . For example the 
Hal l of As ian Peoples at the New York Museum of Natura l  H i story re
flects the "boutique" sty le of d i sp l ay, whose objects cou ld never seem 
out of p lace as "art" on the wal l s or coffee tab les of m iddle-class l iv ing 
rooms. I n  a complementary development downtown the Museum of 
Modern Art has expanded its permanent exh i bit of cu l tu ra l  artifacts : fu r
n iture, automobi les, home appl iances, and utens i l s-even hangi ng from 
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the cei l i ng, l i ke a Northwest Coast war  canoe, a much-adm i red bright 
green he l icopter. 

Wh i l e  the object systems of art and anth ropology are i nst itut ional ized 
and powerfu l ,  they are not immutable .  The categor ies of the beautifu l ,  
the cu ltura l ,  a n d  the authentic have changed and are changing.  Thus it 
i s  i mportant to res i st the tendency of co l lections to be self-sufficient, to 
suppress the i r  own h i stor ica l ,  economic,  and pol it ical  processes of pro
duction (see Haacke 1 97 5 ;  H i l ler  1 979) . Idea l ly the h i story of its own 
co l lect ion and d isp lay shou ld be a v i s ib le  aspect of any exh i b it ion . It had 
been rumored that the Boas Room of Northwest Coast art ifacts i n  the 
American Museum of Natural H istory was to be refurbished ,  its sty le of 
d i sp lay modern ized . Apparently (or so one hopes) the p lan has been 
abandoned , for th i s  atmospheric, dated ha l l  exh i bits not merely a superb 
col lect ion but a moment in the h i story of col lect i ng. The widely publ i 
c ized Museum of  Modern Art show of  1 984, " ' Pri m it iv ism' i n  Twentieth
Centu ry Art" (see Chapter 9) ,  made apparent (as it celebrated) the prec ise 
c i rcumstance in wh ich certa i n  ethnograph ic  objects suddenly became 
works of un iversal  art. More h i storica l self-consc iousness in the d i sp lay 
and v iewi ng of non-Western objects can at least jostle and set i n  motion 
the ways in which anthropolog ists, art i sts, and the i r  pub l ics col lect them
se lves and the world .  

At  a more i nt imate leve l ,  rather than graspi ng objects on ly  as  cu l 
tura l  s igns  and art ist ic icons (Gu id ier i  and  Pe l l izz i  1 98 1 ) ,  we can  retu rn 
to them, as James Fenton does, thei r  lost status as fet ishes-not spec i
mens of a deviant or exot ic "fet i sh i sm" but our own fet ishes. 5 Th i s  tact ic,  
necessar i l y  persona l ,  wou ld accord to th i ngs i n  co l l ections the power to 
fixate rather than s imply the capac ity to ed ify or i nform . African and 
Ocean ian  artifacts cou ld once aga in  be objets sauvages, sources of fas
c inat ion with the power to d isconcert. Seen in thei r res istance to c lassi
ficat ion they cou ld rem i nd us  of our lack of self-possess ion,  of the art i
f ices we employ to gather a world around us. 

5. For a post-Freudian posit ive sense of the fetish see Lei ris  1 929a, 1 946; 
for fetish theory's rad ical  poss ib i l it ies see Pietz 1 985,  which draws on Deleuze; 
and for a repentant sem iologist's perverse sense of the fetish (the "punctum") as 
a p lace of strict ly  persona l mean ing unformed by cu l tura l  codes (the "stud ium")  
see Barthes 1 980.  Gomi l a  ( 1 9 76) reth i nks ethnographic materia l  cu l ture from 
some of these surrea l ist-psychoanalytic perspectives . 
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C ulture Collecting 

Found i n  American Anthropologist, n . s .  34 ( 1 932) : 740: 

NOTE FROM N EW G U I N EA 

Al iatoa, Wiwiak D istrict, New Gu inea 

April 2 1 , 1 932 

We are just complet ing a culture of a mounta in  group here in the 

lower Torres Chel les. They have no name and we haven't decided 

what to cal l them yet. They are a very revea l i ng people in spots, pro

vid ing a f inal basic concept from which a l l  the mother's brothers' 

curses and father's s isters' curses, etc .  derive, and having articu late the 

attitude toward incest which Reo [Fortune] out l ined as fundamental in 

h i s  Encyc lopedia art ic le .  They have taken the therapeutic measures 

which we recommended for Dobu and Manus-having a dev i l  in ad

d it ion to the neighbor sorcerer, and having got the i r  dead out of the 

vi l lage and local ized . But in other ways they are annoying: they have 

bits and snatches of a l l  the rag tag and bob tai l of magical and ghost ly 

bel ief from the Pacific, and they are somewhat l i ke the Pla ins in  the i r  

receptivity to strange ideas. A picture of  a local native reading the 

index to the Golden Bough j ust to see if they had missed anyth ing, 

wou ld  be appropriate. They are very d ifficu l t  to work, l iv ing a l l  over 

the place with half  a dozen garden houses, and never staying put for a 

week at a t ime. Of course th is offered a new chal lenge i n  method 

which was interest ing .  The difficu lties i ncident upon being two days 

over imposs ib le mounta ins have been consuming and we are goi ng to 

do a coasta l people next. 

Sincerely yours, 

MARGARET MEAD 

"Cu ltures" are ethnographic col lections .  S i nce Tylor's found ing def
i n it ion of 1 87 1  the term has designated a rather vague "complex whole" 
i nc lud i ng everyth ing that is l earned group behavior, from body tech
n iques to symbo l i c  orders . There have been recurr ing attempts to define 
cu l tu re more prec ise ly  (see Kroeber and Kluckhohn 1 952)  or, for ex
ample, to d isti ngu ish it from "soc ia l  structure ." But the inc lus ive use per
s ists . For there are ti mes when we sti l l  need to be able to speak hol i stic
a l l y  of Japanese or Trobriand or Moroccan cu l tu re in the confidence that 
we are designat ing someth i ng rea l  and d ifferentia l ly coherent. I t  is  in-
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creas i ngly c lear, however, that the concrete activ ity of representi ng a 
cu lture,  subcu l ture, or i ndeed any coherent domai n  of col lect ive act iv ity 
is a lways strategic and se lective . The world 's societies are too systemati
cal l y  i nterconnected to permit  any easy isolation of separate or i ndepen
dently function ing systems (Marcus 1 986) . The i ncreased pace of h i stor
ica l  change, the common recurrence of stress in the systems u nder study, 
forces a new self-consciousness about the way cu ltura l  wholes and 
bou ndaries are constructed and trans l ated . The pioneer ing elan of Mar
garet Mead "complet ing a cu l tu re" in h igh l and New G u inea, col lecti ng 
a d ispersed popu lat ion, d iscover ing its key customs, nam ing the resu l t
i n  th is  case "the Mounta in  Arapesh"-is  no longer poss ible .  

To see ethnography as a form of cu l tu re co l lecti ng (not, of  course,  
the only way to see i t) h igh l ights the ways that d iverse experiences and 
facts are selected , gathered, detached from the i r  orig ina l  tempora l  oc
casions, and g iven endur ing va lue  in a new arrangement. Col lecting
at least i n  the West, where t ime is genera l ly thought to be l i near and 
i rrevers ib le-imp l ies a rescue of phenomena from i nevitab le h i stor ical  
decay or loss. The co l lection conta i ns what "deserves" to be kept, re
membered, and treasu red . Artifacts and customs are saved out of t ime . 6  
Anthropologica l cu l ture co l lectors have typica l ly gathered what seems 
"trad it iona l "-what by defi n it ion i s  opposed to modern ity. From a com
plex h i storical  rea l i ty (wh ich i nc l udes current ethnograph ic encounters) 
they se lect what gives form,  structu re, and cont inu ity to a worl d .  What 
i s  hybrid or " h istorica l "  in an emergent sense has been less common ly  
co l lected and presented as a system of  authentic ity. For example i n  New 
G u i nea Margaret Mead and Reo Fortune chose not to study groups that 
were, as Mead wrote in a letter, "bad ly  m ission ized" ( 1 977 : 1 23 ) ;  and it 
had been self-evident to Ma l i nowsk i  in the Trobriands that what most 

6 .  An exh i bit ion, "Temps perdu ,  temps retrouve," held dur ing 1 985 at the 
Musee d 'Ethnograph ie of Neuchatel systematical ly interrogated the temporal pre
d icament of the Western ethnographic m useu m .  Its argument was condensed i n  
the fol lowing  text, each proposit ion o f  wh ich was i l l ustrated museograph ical ly :  
"Prest igious places for lock ing th i ngs up,  museums give val ue to th ings that  are 
outside of l i fe :  i n  th i s  way they resemble cemeteries. Acqu i red by d i nt of dol lars, 
the memory-objects part ic i pate in the group's changing identi ty, serve the powers 
that be, and accumulate i n to treasures, wh i le  personal memory fades. Faced with 
the aggress ions of everyday l i fe and the pass ing of phenomena, memory needs 
objects-always man ipu lated through aesthetics, selective emphasis, or the m ix
ing of genres. F rom the perspective of the future, what from the present should 
be saved ?" (Ha i nard and Kaehr 1 986 :33 ;  a l so Ha inard and Kaehr 1 985 . )  
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deserved scient ific attention was the c i rcumscribed "cultu re" th reatened 
by a host of modern "outside" i nfl uences . The experience of Melanesians 
becom ing Christ ians for thei r  own reasons-learn i ng to pl ay, and p lay 
with, the outs iders' games-did not seem worth sa lvagi ng. 

Every appropriat ion of cu l tu re, whether by ins iders or outsiders,  im
p l ies a spec ific tempora l pos it ion and form of h i storical narration .  Gath
ering, own i ng, c lassify i ng, and val u i ng are certa in ly  not restr icted to the 
West; but e l sewhere these activit ies need not be assoc iated with accu
mu lation (rather than red i str ibution) or with preservation (rather than nat
ural  or h istor ical  decay) . The Western practice of cu l ture col lecting has 
its own local genea logy, enmeshed in d istinct European notions of tem
pora l i ty and order. It is worth dwel l i ng for a moment on this genealogy, 
for i t  organ izes the assumptions bei ng arduously u n learned by new theo
ries of practice,  process, and h i stor ic i ty (Bourd ieu 1 977,  G iddens 1 979, 
Ortner 1 984, Sah l i n s  1 985 ) .  

A cruc ia l  aspect of  the  recent h i story of  the  cu l tu re concept has  been 
its a l l iance (and d iv is ion of labor) with "art." Cu l tu re, even without a 
capital c, stra ins  toward aesthetic form and autonomy. I have a l ready 
suggested that modern cu l tu re ideas and art ideas function together in an 
"art-cu l ture system ." The i nc l us ive twentieth-century cu lture category
one that does not privi lege "h igh" or " low" cu l tu re-is  p laus ib le on ly 
with i n  th is  system,  for wh i le i n  pri nc ip le  admitt i ng a l l  learned human 
behavior, th i s  cu lture with a smal l c orders phenomena i n  ways that priv
i l ege the coherent, ba lanced , and "authentic" aspects of shared l ife. 
S i nce the m id-n i neteenth century, ideas of cu ltu re have gathered up 
those e lements that seem to give cont i nu ity and depth to col lective ex
i stence, see ing i t  whole rather than d i sputed , torn , i ntertextua l ,  or syn
cretic .  Mead's a l most postmodern image of "a local  native read i ng the 
i ndex to The Colden Bough j ust to see if they had m issed anyth i ng" is 
not a vis ion of authentic i ty. 

Mead found Arapesh receptivity to outs ide influences "annoyi ng." 
Their culture col lecti ng comp l i cated hers . H istorica l deve lopments 
wou ld later force her to provide a rev ised picture of these d ifficu lt Mela
nes ians .  In a new preface to the 1 97 1  repr int  of her th ree-vo lume eth
nography The Mountain Arapesh Mead devotes severa l pages to letters 
from Bernard Narokobi ,  an Arapesh then studying l aw i n  Sydney, Austra
l i a .  The anthropologist read i ly admits her aston ishment at heari ng from 
h i m :  "How was it that one of the Arapesh-a people who had had such 
a l ight hold on any form of co l lective sty le-shou ld have come further 
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than any i nd iv idua l  among the Manus, who had moved as a group i nto 
the modern world i n  the years between our fi rst study of them, i n  1 928, 
and the begi n n i ng of our  restudy, i n  1 95 3 ?" (Mead 1 97 1  : ix) . She goes on 
to exp la in  that Narakobi ,  a long with other Arapesh men study i ng in  Aus
tra l ia ,  had "moved from one period in h u man cu l ture to another" as " in
d iv idua l s ." The Arapesh were " less t ightly bound with i n  a coherent cu l 
ture" than Manus (pp.  i x-x) . Narakobi writes, however, as a member of 
h i s  "tri be," speak ing with pride of the va l ues and accomp l i shments of h i s  
"c lansfo l k." (He uses the  name Arapesh spari ngly. )  He articu lates the  pos
s i b i l i ty of a new mu ltiterr itor ia l  "cu ltura l "  identity :  "I fee l now that I can 
fee l proud of my tr ibe and at the same t ime feel I belong not on ly to 
Papua-New G u i nea, a nation to be, but to the world commun i ty at 
large" (p .  x i i i ) .  Is not th is  modern way of bei ng "Arapesh"  a l ready prefig
u red in Mead's earl ier image of a resourcefu l native pagi ng through The 
Colden Bough ? Why must such behavior be margi na l i zed or c lassed as 
" i nd ividua l "  by the anth ropologica l  cu l ture col lector? 

Expectat ions of wholeness, conti n u ity, and essence have long been 
b u i lt in to the l i n ked Western ideas of cu l tu re and a rt. A few words of 
recent background m ust suffice, s i nce to map the h i story of these con
cepts wou l d  lead us  on a chase for origi ns back at least to the Greeks . 
Raymond Wi l l iams provides a start ing  point  i n  the ear ly n i neteenth cen
tu ry-a moment of u nprecedented h istor ica l and soc ia l  d isruption . I n  
Culture and Society ( 1 966),  Keywords ( 1 976) ,  and e lsewhere Wi l l iams 
has traced a para l le l  deve lopment in usage for the words art and culture .  
The changes reflect comp lex responses to industri a l i sm,  to the specter of 
"mass soc iety," to acce lerated soc ia l  confl ict and change . 7  

Accord ing  t o  Wi l l iams i n  t h e  e ighteenth century the word art meant 
predominant ly "sk i l l ." Cabinetmakers, cr i m i na l s, and pa i nters were each 
in thei r way artfu l .  Culture designated a tendency to natural growth, i ts 
uses predominant ly agricu l tura l  and persona l : both plants and h uman 
i nd iv idua ls  cou l d  be "cu l tured ." Other mean i ngs a l so present in the e igh
teenth centu ry did not predomi nate u nti l the n ineteenth . By the 1 820s 
art i ncreas i ng ly designated a spec ia l  domai n  of creativ ity, spontaneity, 
and pur i ty, a rea l m  of refi ned sensi b i l ity and express ive "ge n i us ." The 

7 .  Although Wi l l iams' analysis i s  l i m ited to England, the general pattern 
appl ies e lsewhere in  Eu rope, where the t im ing of modern ization d iffered or 
where other terms were used . In France, for example, the words civilisation or, 
for Durkhei m,  societe stand i n  for culture. What i s  at issue are genera l qua l i tative 
assessments of col lective l i fe.  
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"art i st" was set apart from, often aga inst, soc iety-whether "mass" or 
"bourgeo is ." The term culture fo l lowed a para l le l  course, coming to 
mean what was most e levated, sensit ive, essentia l ,  and prec ious-most 
uncommon- i n  soc iety. L i ke art, cu lture became a genera l  category; 
Wi l l iams ca l l s  it a "fina l  cou rt of appea l "  aga i nst th reats of vu lgarity and 
leve l i ng .  I t  ex i sted in essentia l  oppos it ion to perceived "anarchy." 

Art and cu l tu re emerged after 1 800 as mutua l l y  re i nforc ing domains 
of h uman value, strategies for gatheri ng, mark i ng off, protecting the best 
and most interest ing creations of "Man ." 8 I n  the twentieth century the 
categories u nderwent a series of fu rther deve lopments . The p lu ra l ,  an
thropologica l defin it ion of cu l ture ( lower-case c with the poss ib i l i ty of a 
fina l  s) emerged as a l i bera l a lternative to rac i st c lassifications of human 
d iversity. I t  was a sensit ive means for understand i ng different and d is
persed "whole ways of l ife" in a h igh colon ia l  context of unprecedented 
global i nterconnection .  Culture i n  its fu l l  evol utionary r ichness and au
thentic i ty, formerly reserved for the best creations of modern Europe, 
cou ld now be extended to a l l  the world's popu lat ions. In the anthropo
logica l v is ion of Boas' generat ion "cu l tu res" were of equal  va l ue.  In the i r  
new p lu ra l ity, however, the  n i neteenth-century defi n i t ions were not en
t i re ly transformed . If they became less e l it ist (d i st i nctions between "h igh" 
and " low" cu lture were erased) and less Eurocentr ic (every human soc i 
ety was  fu l ly "cu ltu ra l " ) ,  nevertheless a certa i n  body of  assumptions were 
carried over from the older defi n it ions . George Stocking ( 1 968 : 69-90) 
shows the complex i nterre lations of n i neteenth-century human i st and 
emerg ing anthropo logical defi n i t ions of cu lture .  He suggests that anth ro-

8. As Vi rgin ia  Dom inguez has argued, the emergence of this new subject 
impl ies a spec ific h i stor ic i ty c lose ly tied to ethnology. Drawing on Foucault's 
Order of Things ( 1 966) and writ ing of the scramble for ethnographic artifacts 
dur ing the "Museum Age" of the late n ineteenth century, she cites Douglas Cole's 
summation of the preva i l i ng rat ionale: " I t  is  necessary to use the t ime to col lect 
before it i s  too late" (Cole 1 985 :50) .  "Too late for what?" Dom inguez asks. 
"There is a h i storical consciousness here of a specia l  sort. We hear an urgency i n  
the voices of  the col lectors, a fear that we wi l l  no longer be  able to  get our  hands 
on these objects, and that this wou ld amount to an i rretrievable loss of the means 
of preserving our own h i storicity. There is a twofold d isplacement here. Objects 
are col lected no longer because of the i r  intri nsic value but as metonyms for the 
people who produced them.  And the people who produced them are the objects 
of examination not because of their i ntr i ns ic va lue but because of the i r  perceived 
contribution to our understand ing of our own h i storica l trajectory. It is a certa in 
view of 'man'  and a certa i n  v iew of 'h i story' that make th is  double displacement 
poss ible" (Dom i nguez 1 986 :548) . 
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pology owes as m uch to Matthew Arnold as  to i ts offic ia l  founding father, 
E .  B .  Tylor. I ndeed much of the v is ion embod ied i n  Culture and Anarchy 
has been transferred d i rectly i nto re lat iv ist anthropology. A powerfu l 
structu re of fee l i ng cont inues to see cu l ture, wherever it is fou nd,  as a 
coherent body that l ives and d ies. Cu lture is endur i ng, trad it iona l ,  struc
tu ra l  ( rather than conti ngent, syncretic ,  h i storica l ) .  Cu lture is a process 
of order ing,  not of d i sruption . It  changes and develops l i ke a l iv i ng or
gan ism . It does not norma l l y  "su rvive" abrupt a lterat ions.  

I n  the ear ly twentieth centu ry, as culture was being extended to a l l 
the wor ld 's fu nction i ng soc ieties, an increas i ng number of exotic, prim i 
t ive, or archa ic objects came to be  seen as  "art." They were equa l  i n  
aesthet ic and  moral va lue with the greatest Western masterpieces . By  
m idcentu ry the new att itude toward "pr im it ive art" had been accepted 
by large numbers of educated Europeans and Americans .  I ndeed from 
the standpo i nt of the late twentieth century it becomes c lear that the 
para l le l  concepts of a rt and cu l ture did successfu l ly, a lbeit  temporari ly, 
comprehend and i ncorporate a p lethora of non-Western art ifacts and cus
toms .  This was accompl i shed through two strateg ies. F i rst, objects re
c lass i fied as "pr im it ive art" were adm itted to the i magi nary museum of 
human creat iv i ty and,  though more s lowly, to the actual  fi ne arts mu
seu ms of the West. Second, the d i scourse and i nst itutions of modern 
anthropology constructed comparat ive and synthet ic images of Man 
d rawing evenhanded ly  from among the wor ld 's authentic ways of l ife, 
however strange in appearance or obscu re in origi n .  Art and cu lture, 
categories for the best creat ions of Western humanism,  were i n  pri nc ip le 
extended to a l l  the world 's peoples.  

I t  i s  perhaps worth stress ing that noth i ng said here about the h i stor
ic ity of these cu ltural  or artist ic  categories shou ld be construed as c la im
ing that  they are fa lse or denyi ng that many of  the i r  val ues are worthy of 
support .  L i ke any successfu l d i scurs ive arrangement the art-cu l tu re au
thentic i ty system art icu lates considerable domains  of truth and scientif ic 
progress as we l l  as areas of b l i ndness and controversy. By emphas iz ing 
the trans ience of  the system I do so out  of  a convict ion ( i t  i s  more a 
fee l i ng of the h i stor ical  ground moving u nderfoot) that the c lassificat ions 
and generous appropriations of Western art and cu lture categories are 
now much less stable than before . Th is  instabi l ity appears to be l i n ked to 
the growing i nterconnection of the world's popu lat ions and to the con
testation s i nce the 1 950s of co lon ia l i sm and Eurocentr i sm.  Art co l lect ing 
and cu ltu re co l lecti ng now take p l ace with i n  a changing field of  coun-
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terd iscourses, syncret isms, and reappropriations origi nat ing both outs ide 
and ins ide "the West." I cannot d i scuss the geopol it ica l  causes of these 
deve lopments . I can on ly  h i nt at the i r  transform i ng consequences and 
stress that the modern genea logy of cu lture and a rt that I have been 
sketch ing  i ncreas i ng ly appears to be a loca l story. "Cu lture" and "art" 
can no longer be s imp ly  extended to non-Western peop les and th i ngs .  
They can at worst be imposed, at best translated-both h i storica l ly and 
po l it ica l ly conti ngent operations.  

Before I su rvey some of the cu rrent cha l l enges to Western modes of 
col lection and authenticat ion,  it may be worth portraying the sti l l 
dom i nant form of art and cu lture col lect ing i n  a more l i m ited , concrete 
sett ing .  The system's underly ing h i stor ical  asumptions w i l l  then become 
i nescapable .  For if  col lect ing i n  the West sa lvages th i ngs out of non
repeatable t ime, what i s  the assumed d i rection of th i s  t ime? How does it 
confer rarity and authent ic i ty on the varied productions of human sk i l l ?  
Col lect ing  presupposes a story; a story occurs i n  a "chronotope ." 

A Chronotope for Collecting 

Dans son effort pour comprendre le monde, l 'homme dispose 
done toujours d 'un surplus de signification. 

-CLAUDE LEVI-STRAUSS 

THE TERM chronotope, as used by Bakht in ,  denotes a configuration of 
spatia l  and tem poral  ind icators i n  a fict ional  sett ing where (and when) 
certa i n  activit ies and stories take p/ace.9 One cannot rea l i stica l l y  situate 
h i stor ical  deta i l - putt ing someth ing  " i n  its t ime"-without appea l i ng to 
exp l ic i t  or imp l ic i t  chronotopes . C laude Levi-Strauss's pointed , nosta lg ic 
reco l lections of New York dur ing the Second World War can serve as a 
chronotope for modern art and cu lture col lecti ng. The sett ing is e labo
rated in an essay whose French t it le, "New York post-et prefigu ratif" 

9 .  Chronotope: l itera l ly  "time-space" with no priority to e i ther d imension 
(Bakhti n 1 937) .  The chronotope is a fictional sett ing where h i storica l l y  spec ific 
re lat ions of power become vis ible and certa i n  stories can "take place" (the bour
geois  salon in n i neteenth-century soc ia l  novels, the merchant sh ip in Conrad's 
ta les of adventu re and empire) .  As Bakhtin puts i t :  " In  the l i terary art ist ic chron
otope, spat ia l  and tempora l ind icators are fused into one carefu l l y  thought-out, 
concrete whole. Time, as i t  were, th ickens, takes on flesh, becomes artist ica l ly 
v is ib le;  l i kewise space becomes charged and responsive to the movements of 
t ime, plot and h istory" (p .  84) .  
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( 1 983) ,  suggests its u nder ly ing spatia-tempora l  pred icament more 
strongly than the publ ished Engl ish trans lat ion, "New York in 1 94 1 " 
( 1 985 ) .  The essay fa l l s  with i n  a m icrogenre of Levi-Strauss's writi ng, one 
he deve loped with v i rtuosity in Tristes tropiques . Specific p l aces-Rio, 
F i re I s land,  new Braz i l i an c it ies,  I nd ian  sacred s i tes-appear as moments 
of inte l l ig ib le  h u man order and transformation su rrounded by the de
structive, entropic cu rrents of global h istory. 

I n  what fo l lows I have supplemented the essay on New York with 
passages from other texts written by Levi-Strauss either du r ing the war 
years or in reco l lection of them. In read ing them as a un ified ch ronotope, 
one ought to bear in m i nd that these are not h i storical records but com
p lex l iterary commemorat ions .  The t ime-space in question has been ret
rospective ly  composed by Levi-Strauss and recomposed , for other pur
poses, by myself. 

A refugee in New York d u ring  the Second World War, the anthropologist 
i s  bewi ldered and del ighted by a landscape of u nexpected j uxtapos i
t ions.  H is recol lections of those semina l  years, du ri ng which he i nvented 
structura l  anthropology, are bathed in a magical  l ight. New York is  fu l l  of 
del ightfu l i ncongru it ies.  Who cou ld res ist 

the performances that we watched for hours at the Ch inese opera 

under the fi rst arch of the Brooklyn B ridge, where a company that had 

come long ago from Ch ina had a large fol lowing.  Every day, from m id

afternoon u nti l past m idn ight, i t  wou ld perpetuate the trad it ions of 

c lass ica l  Ch i nese opera . I felt myself  going back in t ime no less when 

I went to work every morn ing in the American room of the New York 

Publ ic  Library. There, under its neo-class ical  arcades and between 

wal l s  paneled with o ld oak, I sat near an Indian in a feather headdress 

and a beaded buckski n jacket�who was tak ing notes with a Parker 

pen . ( 1 985 : 266) 

As Levi-Strauss te l l s  it, the New York of 1 94 1  i s  an anth ropologi st's 
dream,  a vast selection of human cu lture and h i story. 1 0  A brief wa l k  or 
subway ride w i l l  take h i m  from a Greenwich Vi l l age rem i n iscent of Bal-

1 0 . I t  sti l l  i s .  Return i ng to the neighborhood where I grew up on the Upper 
West S ide and walk ing between 1 1 6th and 86th Streets, I i nvariably encou nter 
several races, cu l tures, languages, a range of exotic smel ls, "Cuban-Chi nese" 
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zac's Par is to the towering skyscrapers of Wal l  Street. Tu rn ing a corner i n  
th i s  j u mble of immigrants and ethn ic groups, the stro l ler sudden ly  enters 
a d ifferent world with its own language, customs, cu i s i ne .  Everyth ing  i s  
avai lable for consumption . I n  New York one can obtai n a lmost any trea
sure .  The anth ropologist and h i s  art ist ic fri ends Andre B reton, Max Ernst, 
Andre Masson,  Georges Duthu it, Yves Tanguy, and Matta find master
pieces of pre-Co lumbian,  I nd ian,  Ocean ic, or Japanese art stuffed i n  
dea lers' c losets o r  apartments. Everyth ing somehow finds i t  way here . 
For Lev i-Strauss New York i n  the 1 940s i s  a wonderland of sudden open
i ngs to other t imes and p laces, of cu ltura l  matter out of p lace : 

New York (and th is  i s  the source of its charm and its pecu l iar fasci na

t ion) was then a c i ty where anyth ing seemed poss ible. L ike the urban 

fabric, the socia l  and cu l tu ral  fabric was ridd led with holes. All you 

had to do was pick one and s l i p  through i t  if, l i ke Al ice, you wanted 

to get to the other s ide of the looking glass and find worlds so enchant

ing that they seemed unrea l . (p. 26 1 ) 

The anth ropological flaneur is del ighted, amazed , but a lso troubled by 
the chaos of s imu ltaneous poss ib i l i t ies . Th i s  New York has someth i ng i n  
common with the early-centu ry dada-surrea l i st flea market-but with a 
d ifference . I ts objets trouves are not j ust occas ions for reverie.  Th is  they 
sure ly  are,  but they are a l so s igns of van i sh ing worlds.  Some are trea
su res, works of great art .  

Levi-Strauss and the refugee su rrea l i sts were passionate col lectors. 
The Th i rd Avenue art dealer they frequented and advised, J u l i us  earle
bach,  a lways had several Northwest Coast, Melanes ian,  or Eskimo 
pieces on hand. Accord ing  to Edmund Carpenter, the su rrea l i sts felt an 
immed iate affi n i ty with these objects' pred i l ection for "visual  puns" ; thei r 
se lections were near ly a lways of a very h igh qual i ty. I n  add it ion to the 
art dea lers another  sou rce for th i s  band of pr i m it ive-art connoi sseurs was 
the Museum of the American Ind ian .  As Carpenter te l l s  i t :  "The Su rrea l
i sts began to vis it the Bronx warehouse of that Museum,  select ing for 
themse lves, concentrat ing on a co l lection of magn ificent Esk imo masks. 
These h uge visual puns, made by the Kuskokwim Eskimo a century or 
more ago, constituted the greatest col lect ion of i ts  k ind i n  the world . But 

restau rants, and so on .  I t  i s  enough to seriously smudge at  least the spatial  d is
t i nction between F i rst and Th i rd Worlds, center and periphery i n  the modern 
world system.  
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the  Museum Di rector, George Heye, cal led them 'jokes' and so ld ha l f  for 
$38  and $54 eac h .  The Su rrea l i sts bought the best . Then they moved 
happ i l y  through Heye's Northwest Coast col lection ,  str i pping it of one 
masterwork after another" (Carpenter 1 975 : 1  0) . In 1 946 Max Ernst, Bar
nett Newman ,  and severa l others mounted an exh i bit of Northwest Coast 
I nd ian pa i nt ing at the Betty Parsons Gal lery. They brought together pieces 
from the i r  pr ivate col l ections and art ifacts from the American Museum of 
Natu ra l  H i story. By moving the m useu m  pieces across town, "the Sur
rea l i sts dec lass ified them as scientific spec imens and rec lassified them as 
art" (Carpenter 1 975 : 1 1 ) . 

The category of pr im itive a rt was emergi ng, with i ts market, its con
noisseu rsh ip ,  and its c lose t ies to modern ist aesthetics.  What had begun 
with the vogue for / 'art negre i n  the twenties wou ld become institution
a l ized by the fifties and s ixt ies;  but i n  warti me New York the battle to 
ga i n  widespread recogn it ion for tri ba l objects was not yet won .  Levi
Strauss reca l l s  that as cu ltura l  attache to the French Embassy i n  1 946 he 
tried in va i n  to arrange a trade :  for a massive col lection of American 
I nd ian  art a few Matisses and P icassos . But "the French authorit ies turned 
a deaf ear to my entreaties, and the I nd ian  col l ections wound up in  
American m u seums" ( 1 985 : 2 62 ) .  The  co l lecti ng of  Levi -Strauss and the 
su rrea l i sts d u ring  the fort ies was part of a struggle to ga i n  aesthetic status 
for these increas ing ly  rare masterworks. 

N ew York seemed to have someth ing u nusua l ,  va l uable,  and beautifu l 
for everyone.  F ranz Boas l i ked to tel l  h i s  European vis i tors about a Kwa
k i ut l  i n formant who had come to work with h i m  in the c ity. As Roman 
Jakobson reca l l s :  

Boas loved to depict the ind ifference of th is  man from Vancouver I s

land toward Manhattan skyscrapers ( "we bu i l t  houses next to one an

other, and you stack them on top of each other"), toward the Aquari um 

("we throw such  fish back i n  the  lake") or toward the  motion pictures 

which seemed ted ious and senseless.  On the other hand, the stranger 

stood for hours spe l l bound i n  the Ti mes Square freak shows with the i r  

giants and dwarfs, bearded ladies and fox-ta i led gi r ls, or i n  the Auto

mats where dri nks and sandwiches appear m i raculously and where he 

felt  transferred i nto the un iverse of Kwakiut l  fa i ry-ta les. (Jakobson 

1 959 : 1 42) 
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I n  Levi -Strauss's memory brass ba l l s on sta i rcase bann i sters a l so figu re in  
the col lection of  fasc i nating phenomena ( 1 960 : 2 7) .  

For  a European New York's sheer space i s  vertig inous :  

I strode up and down m i les of Man hattan avenues, those deep chasms 

over which loomed skyscrapers' fantastic c l iffs .  I wandered randomly 

i nto cross streets, whose physiognomy changed drastica l ly from one 

block to the next : somet imes poverty-stricken , sometimes m iddle-class 

or prov inc ia l ,  and most often chaot ic .  New York was decided ly  not the 

u l tra-modern metropol i s  I had expected, but an i mmense, horizontal 

and vert ical d isorder attr ibutable to some spontaneous upheava l of the 

urban crust rather than to the del iberate plans of bu i lders. (levi

Strauss 1 985 : 258) 

Levi -Strauss's New York i s  a j uxtapos it ion of ancient and recent "strata," 
chaotic remnants of former "upheava ls ." As in Tristes tropiques meta
phors from geo logy serve to transform empi rical  surface i ncongru ities or 
fau lts i nto leg ib le  h i story. For Lev i-Strauss the j umble of Manhattan be
comes i ntel l ig ib le as an over lay of past and futu re, leg ib le  as a story of 
cu ltu ra l  deve lopment. Old and new are s ide by s ide.  The European ref
ugee encounters scraps of h i s  past as wel l  as a troub l ing prefigu rat ion of 
common dest iny. 

New York i s  a s i te of trave l and reverie u n l i ke the onei r ic c ity of 
B reton 's Nadja or Aragon's Paysan de Paris . For Par is ian emigres find ing 
the i r  feet on its streets and avenues it is  never a known place, someth ing 
to be made strange by a certa in  su rrea l i st and ethnograph ic  attention . 
I nstead they are ambushed by the fam i l iar-an o lder Paris i n  Greenwich 
Vi l lage, gl i m pses of the European world i n  immigrant neighborhoods, 
med ieva l bu i l d i ngs reassembled at the Clo isters . But these rem inders are 
masks, surviva ls ,  mere col lect ib les .  I n  New York one is permanently 
away from home, depayse, both i n  space and i n  t ime. Post- and pre
figu rative New York is fantastica l l y  suspended between a j umble of pasts 
and a un i form future. 

Whoever wanted to go hunt ing needed only a l i tt le culture, and fla i r, 

for doorways to open i n  the wal l  of industria l  c iv i l ization and revea l 

other worlds and other t imes . Doubtless nowhere more than i n  New 

York at that t ime were there such faci l it ies for escape. Those poss ibi l i-
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t ies seem a l most mythical  today when we n o  longer dare to dream of 

doors : at best we may wonder about n iches to cower i n .  But even 

these have become the stake in a fierce competit ion among those who 

are not w i l l i ng  to l i ve in  a world without friend ly  shadows or secret 

shortcuts known only to a few in i ti ates .  Los ing its old d i mensions one 

after another, this world has pushed us back i nto the one remain ing 

d imension : one wi l l  probe i t  i n  va i n  for secret loopholes. ( 1 985 :262) 

24 1 

The res igned "entropologist" of Tristes tropiques remembers New York as 
the fi na l  g low and prophetic d i s i ntegration of a l l  rea l cu l tura l  d ifferences . 
Soon even the loopholes w i l l  be gone. M i l lenn ia of human d iversity and 
i nvention seem to have been sh ipwrecked here, remnants and broken 
shards, good to evoke in escap ist reveries, good to col l ect as art (or an
t iques), and "good to th i n k  with" in salvaging the cu ltural structu res of a 
transh istorical esprit humain .  The chronotope of New York prefigures an
th ropo logy. 

Structu ra l i st anthropology at least was conceived and written there . 
It is hard to i magine a better sett ing .  Among New York's j umble of cu l 
tures, arts, and  trad it ions, as  a professor a t  the  Ecole  L ibre des Hautes 
Etudes, Levi -Strauss attended Roman Jakobson's celebrated lectu res on 
sound and mean i ng. On many occasions he has test i fied to the i r  revol u
t ionary i m pact. Jakobson's demonstration that the bewi lderi ng d iversity 
of mean ingfu l h u ma n  sounds cou ld be reduced to d i screte d ifferentia l  
systems  through the appl icat ion of  phonemic ana lys i s  offered an i m me
diate model for studyi ng the p lethora of human k insh i p  systems. More 
genera l ly Jakobson's approach suggested a research program-that of 
d iscoveri ng e lementary cogn it ive structu res beh i nd the many " language
l i ke" productions of h u man c u lture .  Amid the cu ltura l -h i stor ica l  j umble 
of  wart ime New York-too much i n  the same place at the same t ime
Levi-Strauss gl i m psed an u nderlyi ng order. 

The Elementary Structures of Kinship was researched i n  the New 
York Publ ic  L ibrary read i ng room, where, beside what seemed to be a 
parody of a feathered I nd ian  with a Parker pen , Levi-Strauss pored over 
accounts of tr ibal  marr iage ru les.  The found ing text of structu ral anth ro
pology was d rafted in a sma l l ,  d i lapidated stud io in Greenwich Vi l l age, 
down the street from Yves Tanguy and a few yards (through the wa l l s) 
from Claude Shannon,  who, u nknown to h i s  neighbor, "was creat ing 
cybernetics" ( 1 985 : 2 60) .  
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Uptown at the American Museum of Natural H i story Levi-Strauss cou ld 
wander and wonder among the i nt imate, hyperrea l d ioramas of African 
an i ma l  spec ies.  Or he cou ld marvel in the H a l l  of Northwest Coast I nd i 
ans ,  where Kwak iutl and Tl i ngit masks i n  the i r  glass cases whispered to 
h i m  of Baudela i rean correspondances (levi-Strauss 1 943 : 1 80) . I ndeed 
by the 1 940s a deep correspondence between pr im it ive and modern art 
was widely assumed i n  avant-garde m i l ieux.  The anthropologist friend of 
the su rrea l ists saw these magica l ,  archa ic objects as l um i nous examples 
of human creative gen i us .  He wrote i n  1 943 for the Gazette des beaux 
arts :  

These objects-beings transformed into th ings, human an i mals,  l iv ing 

boxes-seem as remote as possib le from our own conception of art 

s i nce the t ime of the Greeks. Yet even here one wou ld err to suppose 

that a s ingle poss ib i l i ty of the aesthetic l ife had escaped the prophets 

and virtuosos of the Northwest Coast . Several of those masks and stat

ues are thoughtfu l portraits which prove a concern to atta i n  not only 

physica l resemblance but the most subtle spir i tua l  essence of the sou l .  

The scu lptor of Alaska and Brit ish Columbia i s  not only the sorcerer 

who confers upon the supernatural a v is ib le form but a l so the creator, 

the i nterpreter who trans lates i nto eternal chefs d'oeuvre the fugit ive 

emotions of man . ( 1 943 : 1 8 1 )  

H uman art ist ic creation transcends location and t ime. To commu
n icate the i ncred ib le  i nventiveness he sees i n  the Northwest Coast Ha l l , 
Lev i-Strauss fi nds a revea l i ng comparison : "Th is i ncessant renovation, 
th i s  sureness which i n  no matter what d i rection guarantees defi n i te and 
overwhel m i ng success, th i s  scorn of the beaten path,  th i s  ceaseless dr iv
i ng toward new feats which i nfa l l i b ly  ends i n  dazz l i ng resu l ts-to know 
th i s  our c iv i l izat ion had to await  the exceptiona l dest iny of a Picasso . I t  
i s  not futi le  to emphasize that the dar ing ventu res of a s i ngle man which 
have left us breath less for th i rty years , were known and practiced dur
ing one hundred and fifty years by an ent ire ly i nd igenous cu l ture" 
( 1 943 : 1 75) . The passage i s  u ndoubted ly adapted to its occasion : the 
need to promote tr i ba l  works for an art-world pub l ic .  (E l sewhere Levi
Strauss wou ld  stress the systems l im it i ng and maki ng poss ib le  inventions 
by any loca l group or i nd ividua l  creator. ) Here he ins i sts only that tr ibal 
works are as inventive as that modern paragon of creat ivity, P icasso . Im
p l ic i t  i n  the conceit was a vis ion of h uman cu ltures as comparable to 
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creative art ists . As I have a l ready argued, the twentieth-century cate
gories of art and cu lture presupposed each other. 

The categories were, however, i nstitutiona l ly separated . If the sur
rea l i sts cou ld rec lassify tr ibal objects by mov ing them across town from 
an anth ropo logy m useum to an art ga l lery, the end poi nts of the traffic 
were not thereby u nderm i ned . The d i scourses of anth ropology and art 
were deve lop ing on separate but complementary paths .  Thei r  evo lv ing 
re lationsh i p  may be seen in  a legendary su rrea l ist journa l  of  1 942-43 
ed ited by David Hare and dom inated by i ts "ed i tori a l  advisers" Andre 
Breton,  Max Ernst,  and Marcel Duchamp. VV\1, accord ing to i ts subtit le, 
aspi red to cover the f ie lds of "poetry, p last ic  arts, anth ropo logy, soc io l 
ogy, psychology." I n  fact it d id  j u st ice to the fi rst two, with a spri nk l i ng of 
the th i rd .  (On ly fou r  issues of VVV appeared i n  two years . )  N umber 1 
conta i ned two short art ic les by Levi-Strauss, one on Kaduveo Ind ian face 
pa i nt ing,  the other an obituary for Mal i nowski . The fo l lowi ng number 
conta ined a note by Alfred Metraux on two ancestra l figur i nes from Easter 
Is land . And in the fi na l  i ssue Robert A l lerton Parker fancifu l ly i nterpreted 
complex l i ne d rawi ngs from the New Hebrides (extracted from A. B .  
Deacon 's ethnography) u nder the t it le "Cann iba l  Des igns ." I n  genera l  
materia l  from non-Western cu l tures was inc l uded as exot ic ism or na ive 
art .  There were occas iona l  photos of an Alaskan mask or a kach i na .  

I n  VVV anth ropo logy was part of  the  decor of  avant-garde art and 
writ i ng. Serious cu ltura l  ana lys is  made no rea l  i n roads in to what were by 
now canon ica l  su rrea l i st notions of gen i us, i nsp i ration, the i rrat iona l ,  the 
magica l ,  the exot ic ,  the prim it ive .  Few of those around Breton (with the 
poss i ble exception of Max Ernst) had any systematic in terest in ethno
logica l  sc ience. Levi-Strauss's contribut ions to VVV seem out of p lace. 
Essentia l l y  a jou rna l  of art and l i terature, VVV was preoccup ied with 
d reams,  archetypes, gen i us,  and apoca lyptic revol ution . I t  engaged in 
l i tt le of the u nsettl i ng, reflex ive ethnography practiced by the d i ssidents 
of the earl ier  jou rna l Documents (see Chapter 4) . "Ma instream" surrea l
i sm did not typ ica l l y  bri ng cu ltural analys is  to bear on i ts own categories.  

Su rrea l ist art and structu ral  anthropology were both concerned with 
the h u man sp i r it's "deep" shared spr i ngs of creat iv i ty. The common a im 
was to transcend-not, a s  i n  Documents, to  descr ibe cr it ica l l y  or sub
vert-the loca l orders of cu l ture and h istory. Su rrea l i sm's subject was an 
i nternat ional  and e lementa l  h u man ity "anth ropologica l "  i n  scope. I ts ob
ject was Man, someth i ng i t  shared with an emerging structura l i sm.  But a 
conventiona l  d iv is ion of l abor was so l id ify i ng. With i n  the project of 
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prob ing and extend i ng humani ty's creative esprit, the two methods d i 
verged, one p lay ing art to  the other's science. 

Modern pract ices of art and cu lture col lect i ng, scientific and avant
ga rde, have situated themselves at the end of a g lobal h istory. They have 
occupied a p l ace-apocalyptic, progress ive, revolutiona ry, or tragic
from which to gather the val ued i nheritances of Man . Concret iz ing th is  
tempora l setup, Levi-Strauss's "post- and prefigurative" New York ant ic i
pates human ity's entropic  future and gathers up its d iverse pasts i n  de
contextua l ized , col l ect ib le  forms .  The ethn ic  neighborhoods, the prov in
c ia l  rem i nders, the Ch i nese Opera Company, the feathered I nd ian i n  the 
l i brary, the works of art from other conti nents and eras that turn up i n  
dea lers' c losets : a l l  are surviva ls ,  remnants o f  th reatened o r  vanished tra
d it ions.  The world's cu l tu res appear in the chronotope as sh reds of hu
man i ty, degraded commodi ties, or e levated great art but a lways function
i ng as van ish i ng " loopho les" or "escapes" from a one-d imensional fate . 

I n  New York a jumble  of human ity has washed up i n  one vertigi nous 
place and t ime, to be grasped s imu ltaneously in a l l its prec ious d iversity 
and emergi ng un i form ity. I n  th i s  chronotope the pure products of human
ity's pasts are rescued by modern aesthetics on ly as subl i mated art .  They 
are sa lvaged by modern anthropo logy as consu ltable arch ives for th i nk
ing  about the range of human i nvention . I n  Levi -Strauss's sett ing the 
products of the present-becom i ng-future are shal low, impure, escapi st, 
and "retro" rather than tru ly d ifferent-"antiques" rather than genu i ne 
ant iqu it ies . Cu l tura l  i nvention is subsumed by a commod ified "mass cu l 
ture" ( 1 985 : 264-267) .  

The chronotope o f  New York supports a global a l legory of fragmen
tation and ru i n .  The modern anthropologist, lamenti ng the pass ing of 
h u man d ivers ity, col lects and va l ues i ts surviva l s, i ts endur ing works of 
art .  Levi -Strauss's most pr ized acqu i s it ion from a marvelous New York 
where everyth i ng seemed ava i l ab le was a near ly complete set of volumes 
1 through 48 of the Annual Reports of the Bureau of American Ethnology. 
These were, he te l l s  us i n  another evocation of the war years, "sacrosanct 
vol u mes, represent ing most of our knowledge about the American Ind i 
ans . . .  It was as  though the American Ind ian cu ltu res had sudden ly  
come a l ive and become a lmost tangib le through the physical  contact that 
these books, written and publ ished before these cu l tures' defin ite exti nc
tion, establ i shed between the i r  times and me" (Levi-Strauss 1 976 : 50) .  
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These prec ious records of h uman d ivers i ty had been recorded by an eth
nology sti l l  in what he ca l l s  i ts "pure" rather than "d i l uted" state (Levi
Strauss 1 960 :26) .  They wou ld form the authentic ethnograph ic  materia l  
from which structu ra l i sm's metacu ltural orders were constructed . 

Anthropo logical  col l ections and taxonom ies, however, are con
stant ly menaced by tempora l contingencies.  Levi -Strauss knows th is .  It is 
a d i sorder he  a lways holds at bay. For example in Tristes tropiques he is  
acute ly  aware that focus ing on a tr ibal past necessar i ly  b l i nds h im to an 
emergent present. Wandering through the modern landscape of New 
York, far from encounter ing less and less to know, the anthropologist i s  
confronted with more and mare-a heady m ix-and-match of  poss ib le  
h uman combi nations.  He  struggles to mainta i n  a u n ified perspective; he 
looks for order in deep "geo logica l "  structu res . But in Levi -Strauss's work 
genera l l y, the englob ing  "entropo logica l "  narrative bare ly conta ins  a cur
rent h i story of loss, transformation, i nvention,  and emergence. 

Toward the end of his bri l l iant i naugura l  lectu re at the Col l ege de 
France, "The Scope of Anthropology," Lev i -Strauss evokes what he ca l l s  
"anthropological  doubt," the inevitab le  resu l t  of ethnographic r isk
tak i ng, the "buffetings and den ia l s  d i rected at one's most cherished ideas 
and habits by other  ideas and habits best able to rebut them" ( 1 960 :26) .  
He  po ignant ly reca l l s Boas's Kwaki utl v i s i tor, transfixed by the freaks and 
automats of  Ti mes Square, and he wonders whether anthropology may 
not be condemned to equa l ly bizarre perceptions of the d i stant soc ieties 
and h i stories i t  se�ks to grasp. New York was perhaps Levi-Strauss's on ly  
t rue  "fieldwork" : for once he stayed long enough and mastered the local 
language .  Aspects of the p lace, such as Boas's Kwakiut l ,  have cont inued 
to charm and haunt h i s  anth ropo logical  cu lture co l l ect ing.  

But one New York native s its with spec ia l  d i scomfort i n  the chrono
tope of 1 94 1 . Th i s  i s  the feathered Ind ian  with the Parker pen work ing i n  
the Pub l i c  L ib rary. For Levi -Strauss the Ind ian i s  pr imari ly  assoc iated with 
the past, the "ext inct" soc ieties recorded i n  the prec ious B u reau of Amer
ican Ethnology Annual Reports . The anthropologist fee ls  h imse l f  "go ing 
back i n  t ime" ( 1 985 :266) .  I n  modern New York an I nd ian can appear 
on ly  as a survival  or a k i nd of i ncongruous parody. 

Another h i storica l v is ion m ight have pos it ioned the two scholars i n  
the l i brary d ifferently. The decade just preced ing Levi-Strauss's arriva l i n  
New York had seen a d ramatic turnaround i n  federal pol icy. Under John 
Co l l ier's leadersh i p  at the Bureau of Ind ian Affa i rs a "New Indian Po l i cy" 
act ively encouraged tr ibal  reorgan ization a l l  over the cou ntry. Wh i le 
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Levi-Strauss stud ied and col lected their  pasts, many "ext i nct" Native 
American groups were i n  the pmcess of reconstituting themselves cu ltur
a l ly and pol it ica l ly. Seen i n  th i s  context, d id  the I nd ian with the Parker 
pen represent a "go ing back in time" or a g l impse of another futu re? That 
i s  a different story. (See Chapter 1 2 . )  

Other Appropriations 

To te l l  these other stories, loca l h i stories of cu ltural survival and 
emergence, we need to res ist deep-seated habits of m ind and systems of 
authentic ity. We need to be suspicious of an a l most-automatic tendency 
to re legate non-Western peoples and objects to the pasts of an increas
ing ly homogeneous human ity. A few examples of cu rrent i nvention and 
contestation may suggest d ifferent ch ronotopes for art and cu ltu re col
lect ing.  

Anne Vita rt-Fardou l is ,  a cu rator at  the Musee de I ' Homme, has pub
l i shed a sensit ive account of the aesthetic, h i stor ica l ,  and cu ltura l  d i s
courses rout inely used to exp l icate i nd iv idual  museum objects . She d is
cusses a famous intricate ly  pa i nted an ima l  sk in ( its present name : M . H .  
34 . 3 3 . 5 ),  probably origi nati ng among the Fox Indians of North America. 
The ski n tu rned up  in  Western co l lecting systems some t ime ago in a 
"cabinet of curiosit ies" ;  it was used to educate aristocratic ch i ldren and 
was much adm i red for its aesthetic qua l it ies. Vitart-Fardou l is te l l s  us that 
now the sk in  can be decoded ethnographica l l y  in terms of its combined 
"mascu l i ne" and "femin ine" graphic sty les and understood in the context 
of a probable role  in spec ific ceremon ies. But the meani ngfu l contexts 
are not exhausted . The story takes a new tu rn : 

The grandson of one of the Ind ians who came to Par is  with Buffalo B i l l  

was search ing for the [painted skin ]  tun ic  h i s  grandfather had been 

forced to sel l to pay h i s  way back to the Un i ted States when the c i rcus 

co l lapsed . I showed him a l l  the tun ics i n  our col lection, and he paused 

before one of them . Contro l l i ng h i s  emotion, he spoke. He told the 

mean ing of th i s  lock of ha i r, of that design, why this color had been 

used , the mean ing of that feather . . .  Th is garment, formerly beautifu l 

and i nterest ing but pass ive and i nd ifferent, l i ttle by l ittle became mean

i ngfu l ,  active test imony to a l iv ing moment through the mediation of 

someone who d id not observe and analyze but who l ived the object 

and for whom the object l ived . I t  scarcely matters whether the tun ic is 

rea l ly  h i s  grandfather's . (Vitart-Fardou l i s  1 986: 1 2) 
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Whatever is happen ing in th i s  encounter, two th ings are c lear ly not 
happen i ng. The grandson is  not rep lac i ng the obj ect in its origi na l  or 
"authentic" cu ltural  context. That i s  long past. H i s  encounter with the 
pa i nted sk in  is part of a modern reco l lection . And the pa inted tun ic  is 
not be ing appreciated as art, as an aesthet ic object. The encounter i s  too 
spec ific, too enmeshed i n  fam i ly h i story and ethn ic  memory. 1 1  Some as
pects of "cu l tura l "  and "aesthetic" appropriation are certa in ly  at work, 
but they occ u r  with i n  a current tribal h istory, a d ifferent tempora l ity from 
that govern ing  the domi nant systems I d iagrammed earl ier. I n  the context 
of a present-becom i ng-future the old pai nted tun ic becomes newly, tra
d it iona l l y  mea n i ngfu l .  

The c u rrency of "tr iba l "  artifacts i s  becoming more v is ib le  to non
I nd ians .  Many new tr ibal recogn ition c la ims  are pend ing at the Depart
ment of the I nter ior. And whether or not they are forma l ly  successfu l 
matters less than what they make manifest : the h i stor ical  and pol i t ical  
rea l ity of Ind ian  survival  and resu rgence, a force that imp i nges on West
ern art and cu ltu re col lect ions .  The "proper" p lace of many objects i n  
m useum s  is  now subject to contest. The Zun i  who prevented the loan of 
the i r  war god to the Museum of Modern Art (see Chapter 9) were cha l 
lenging the dom i nant art-cu ltu re system, for i n  trad it ional  Zun i  bel ief war 
god figu res are sacred and dangerous .  They are not ethnographic art i
facts, and they are certa in ly  not "art." Zuni c la ims  on these objects spe
cif ica l ly  reject the i r  "promotion" ( i n  a l l  senses of the term) to the status 
of aesthetic or scientific treasu res. 

I wou ld not c l a im  that the only true home for the objects i n  question 

1 1 .  I n  his wide-ranging study "Ethn ic ity and the Post-Modern Arts of Mem
ory" ( 1 986) Michael F i scher ident ifies genera l  processes of cu l tura l  re invent ion, 
personal  search,  and futu re-oriented appropriat ions of trad it ion .  The specif icity 
of some Native American relations with col lected "triba l" objects is revea led i n  
a grant proposa l to the National Endowment for the Human it ies by the Oregon 
Art I nstitute (Monroe 1 986) . In preparation for a re instal l ation of the Rasmussen 
Col lection of Northwest Coast works at the Port land Art Museum a series of con
su ltat ions i s  envis ioned with the part ic ipation of Haida and Tl i ng i t  e lders from 
Alaska. The proposa l makes c lear that great care must be given "to match ing 
spec i fic groups of objects i n  the col lection to the c lan membersh ip  and knowl
edge base of spec ific elders. Northwest Coast Natives belong to specific c lans 
who have extensive oral  trad it ions and h i stories over which they have owner
sh ip .  E lders are respons ib le for represent ing their c lans as wel l  as thei r  group" 
(Monroe 1 986 :8 ) .  The rei nsta l l at ion "wi l l  present both the academic interpreta
tion of an object or objects and the interpretation of the same material as viewed 
and understood by Native elders and artists" (p .  5 ;  orig ina l  emphasis) . 
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i s  i n  "the tri be"-a location that, i n  many cases, i s  fa r from obvious.  My 
poi nt is j u st that the domi nant, i nter lock ing contexts of art and anthro
pology are no longer self-evident and u ncontested . There are other con
texts, h i stories, and futures in which non-Western objects and cu ltura l  
records may "belong." The rare Maori art ifacts that i n  1 984-85 toured 
museums in the U n ited States normal ly  res ide in New Zealand museums. 
But they are contro l led by the trad it ional Maori  authorit ies, whose per
miss ion was req u i red for them to leave the country. Here and e lsewhere 
the c i rcu lation of m useum col lections i s  s ignificantly i nfl uenced by re
su rgent i nd igenous commun it ies. 

What i s  at stake i s  someth i ng more than conventional museum pro
grams of commun ity education and "outreach"  (Alexander 1 979 : 2 1 5 ) .  
Current deve lopments question the very status of museums a s  h i stor ica l 
cu ltura l  theaters of  memory. Whose memory? For  what purposes? The 
Provi nc ia l  Museum of Br it ish Col umbia has for some time encouraged 
Kwaki ut l  carvers to work from models  in i ts col lection .  I t  has lent out old 
pieces and donated new ones for use i n  modern pot latches. Surveying 
these developments, Michael Ames, who d i rects the U n ivers i ty of Brit ish 
Col u mbia Museum,  observes that " I nd ians, trad it iona l l y  treated by mu
seums only as objects and c l ients, add now the role  of patrons." He con
t inues :  "The next step has a l so occurred . I nd ian commun ities establ i sh 
their own m useu ms,  seek the i r  own Nationa l  Museum grants, i nsta l l  the i r  
own cu rators, h i re the i r  own anthropologists on contract, and ca l l  for 
repatriation of the i r  own co l lections" (Ames 1 986 :57 ) .  The Quadra I s
land Kwaki utl Museum located i n  Quath raski Cove, Brit ish Co lumbia, 
d isp lays triba l work returned from the nat ional  col lections in Ottowa. 
The objects are exh i bited in  gl ass cases, but arranged accord i ng to the i r  
orig ina l  fam i l y  ownersh ip .  I n  Alert Bay, Br it ish Co lumbia, the  U 'm i sta 
Cu l tu ra l  Centre d i sp lays repatriated art ifacts i n  a trad it iona l Kwakiutl "big 
house" arranged i n  the sequence of the i r  appearance at the potlatch cere
mony. The new institutions fu nction both as publ ic exh ibits and as cu l 
tural centers l i n ked to ongoing tr ibal trad itions .  Two Ha ida museums 
have a lso been establ i shed i n  the Queen Charlotte I s lands, and the 
movement i s  growing e lsewhere in Canada and the U n ited States . 

Resourcefu l Native American groups may yet appropriate the West
ern museu m-as they have made the i r  own another European i nstitu
tion, the "tr ibe ." Old objects may aga in  part ic i pate in a tr iba l  present
becoming-futu re .  Moreover, it is worth briefly not ing that the same th i ng 
is poss ib le for written artifacts co l lected by salvage ethnography. Some 
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of these old texts (myths, l i ngu i stic samples,  lore of a l l  ki nds) are now 
being  recyc led as loca l h i story and tr iba l " l iteratu re ." 1 2  The objects of 
both art and cu lture col lecti ng are suscept ib le to other appropriations.  

Th is  d i stu rbance of Western object systems is reflected in  a recent 
book by Ra l p h  Coe, Lost and Found Traditions : Native American Art: 

1 965-1 985 ( 1 986) . (On inventive tr ibal work see a lso Macnai r, Hoover, 
and Neary 1 984; Ste inbright 1 986;  Babcock, Monthan,  and Monthan 
1 986) .  Coe's work i s  a col lector's tou r  de force. Once aga in  a whi te au
thority "d i scovers" true tr ibal a rt-but with s ign ificant d ifferences. H un
dreds of photographs document very recent works, some made for loca l 
use, some for sa le to I nd ians or wh ite outs iders. Beautifu l  objects-many 
formerly c lassified as cu r ios, fo l k  a rt, or tou r ist art-are located in on
goi ng, i nventive trad it ions.  Coe effective ly  questions the widespread as
sumption that fi ne tri bal work is  d i sappearing, and he th rows doubt on 
common criter ia for j udging pu rity and authent ic i ty. In his col lection 
among recogn izably trad it ional  kach i nas, totem poles, b lankets, and 
p la i ted baskets we find sk i l l fu l ly beaded tenn i s  shoes and baseba l l  caps, 
artic les deve loped for the cu rio trade, q u i lts, and decorated leather cases 
(peyote k i ts modeled on o ld-fash ioned too l boxes) .  

S i nce the N ative American Church ,  i n  whose ceremonies the peyote 
k i ts are used, d id  not exist in the n ineteenth centu ry, the i r  c la im to tra
d it iona l  status cannot be based on age . A stronger h i storical  c la im can i n  
fact b e  made for many productions o f  t h e  curio trade,  such a s  the beaded 
"fancies" (hang ing b i rds, m i rror frames) made by Mati lda H i l l ,  a Tusca
rora who sel l s  at N iagara Fa l ls : 

"just try te l l i ng Mati lda H i l l  that her 'fancies' (cat. no. 46) are tour ist 

curios," said Mohawk Rick H i l l ,  author of an unpubl ished paper on 

the subject. "The Tuscarora have been able to trade pieces l i ke that 

b i rd or beaded frame (cat. no. 47) at N iagara s ince the end of the War 

1 2 . The arch ives of james Wa lker, produced before 1 9 1 0, have become 
relevant to the teach ing of local h i story by S ioux on the Pine R idge Reservation 
(see Chapter 1 ,  n. 1 5 , and C l ifford 1 986a : 1 5-1 7) .  Also a corpus of translated and 
untrans lated Tolowa tales and l i ngu istic texts col lected by A.  L. Kroeber and P. E .  
Goddard are i mportant  evidence i n  a p lanned petit ion for tribal recogni t ion . The 
texts were gathered as "salvage ethnography" to record the shreds of a purport
ed ly van i sh ing cu lture .  But in the context of To Iowa persi stence, retranslated and 
interpreted by Tolowa e lders and the i r  Native American lawyer, the texts y ie ld 
evidence of tr ibal h i story, territor ia l  l i m its, group d isti nctness, and oral  trad it ion . 
They are Tolowa " l i terature" (Slagle 1 986) . 
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of 1 8 1 2 , when they were granted excl usive rights, and she wouldn't 

take kindly to anyone s l ighti ng her cu l ture ! "  

"Sure ly," Coe adds, "a trade privi lege establ i shed at  N iagara Fal l s  i n  1 8 1 6  
shou ld be acceptable as trad it ion by now" ( 1 986 : 1 7) .  He drives the gen
era l poi nt home1 3 :  "Another m isconception derives from our fa i l u re to 
recogn ize that Ind ians have a lways traded both with i n  and outs ide the i r  
cu l tu re ;  it i s  second natu re to  the way they operate in  a l l  th i ngs . Many 
objects are, and a lways have been,  created in the Indian world without 
a spec ific desti nation in m ind .  The h istory of Ind ian trad ing predates any 
white i nfl uence, and trad ing conti nues today u nabated . It i s  a fasc i nating 
instrument of soc ia l  cont inu ity, and in  these modern t imes its scope has 
been great ly  en larged" (p. 1 6) .  

Coe does not hesitate to commiss ion new "trad itiona l "  works, and 
he spends considerable  time e l ic it i ng the spec if ic mean ing of objects 
both as i nd iv idua l  possess ions and as tri ba l  art .  We see and hear part icu
lar  a rt ists ; the coexi stence of spi ritua l ,  aesthetic, and commerc ia l  forces 
is a lways v is ib le .  Overa l l  Coe's col lect ing project represents and advo
cates ongo ing  art forms that are both re lated to and separate from domi
nant systems of aesthetic-ethnographic va lue .  I n  Lost and Found Tradi
tions authent ic i ty is someth ing  produced, not salvaged . Coe's co l lection,  
for a l l  i ts  love of the past, gathers futures. 

A long chapter on "trad it ion" resi sts summary, for the d iverse state
ments quoted from pract ice art ists, o ld and young, do not reproduce 
preva i l ing Western defi n i t ions.  "Wh ites th i nk  of our experience as the 
past," says one of a group of students d i scuss ing the topic .  "We know it 
i s  r ight here with us" (p .  49) . 

1 3 . The common presumption that tribal art is essentially noncommercia l  
("sacred ," "spir i tua l ," "envi ronmenta l ," and so on) is  of questionable va l ue every
where. A revea l i ng case is the New Gu inea Sepik region, where customary ob
jects and lore have long been traded, bought, and sold .  To a sign i ficant degree 
the i nvolvement of loca l groups in the art markets of a wider world can be "tra
d it ional ." I nd igenous commod i ty systems interact with outside capita l ist forces; 
they do not s imply  give way to them.  The world system is thus dynamical ly and 
loca l l y  organ ized . A pers istent tendency to see non-Western societies as lacking 
h i storical agency i s  corrected by a growing number of academic stud ies; for ex
ample Rosa ldo 1 980, R. Price 1 983,  and Sah l i ns 1 985.  These works underm ine 
the bi nary ("Orienta l i st") divis ion of human groups into h i storical and myth ica l ,  
"hot" and "cold," d iachronic and synchronic, modern and archa ic .  Sa l l y  Price 
( 1 986) draws attention to the d iverse historical visions of non-Western, "triba l "  
peoples and to the role of  art i n  art icu lat ing these vis ions.  
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"We a lways begin  our  summer dances with a song that repeats only 

four words, over and over. They don't  mean much of anyth i ng in  En

gl ish,  'young ch iefs stand up. '  To us those words demonstrate our pride 

in our l i neage and our happiness i n  a lways rememberi ng i t .  It i s  a 

happy song.  Trad it ion is not someth ing you gab about . . .  I t's i n  the 

doing ." (p. 46) 

"Your  trad it ion i s  'there' always. You're flexib le enough to make 

of it what you want. I t's a lways with you . I pray to the old pots at the 

ru ins  and dream about making pottery. I te l l  them I want to learn it. 

We l ive for today, but never forget the past." (p. 47) 

"Our job as art ists i s  to go beyond, which imp l ies a love of 

change, [a lways accompl ished with] trad it ions i n  m ind, by tal k ing to 

the elders of the tr ibe and by being with your  grandparents. The stories 

they te l l  are j ust amaz i ng.  When you become exposed to them, every

th ing  becomes a reflection of those events. There's a great deal of sat

isfact ion being an art ist of trad it ions." (p .  47) 

"We've a lways had charms : everyth ing that's new is  old with 

us ." (p.  79) 

2 5 1  
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