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CHAPTER FOUR

‘COOKING  NATURE

(a) ‘The Raw and the Cooked’:

Representations of Transformation.
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iWis the primary referent of a culture. It is the ‘raw
material’ of our environment, both the root of all technological
development and its opposition; that which technology strives
both to improve and to overcome. If a culture s to refer to itself,
therefore, it can only ¢ by the representation of its

transformation of nature—it has igpgpjng_in terms of what it

‘has changed. In the first part of this chapter I discuss some

advertisements which refer to this change itself, its process, by
giving ‘natural’ objects cultural forms. I shall then go on to

examine images of ‘science’, including their place in human
relations, at which point it will become clear that the scientific
image feeds back into an image of nature itself: ‘The Natural’ (cf.

Chapter 5).

Lévi-Strauss describes the cultural transformation of natural
objects as a process of “co 1

_ ng: society requires food to be
cooked and not raw for it to-be acceptable. In cooking, nature,
in the form of raw material (e.g. meat) enters a complex system
whereby it is differentiated culturally (for example it may be
roasted or grilled). In just the same way, images of nature are
‘cooked’ in culture so that they may be used as part of a symbolic
system. In the ads that follow, both sides of the ‘cooking’
process are presented simultaneously within the product, so that
it carries the charge of the transformation itself: natural, ‘raw’
things are shown in the terms of the product—Ilike the orange
that has been formed into the outline of a marmalade jar (460).

There is an advertisement poster for Heinz mushroom soup
which shows a mushroom whose stalk is a tin of soup. Here, the
cultural artifact, the tin, has appropriated the raw mushroom,
and stands for it in that it represents the mushroom stalk—it has
‘taken over the natural object. Yet the cap of a real mushroom,
pictured on top of the ‘tin-stalk’, ensures that we retain an image
of what has been transformed, thus defining the extent of the

~ process in indicating both its source and its result.

The image of manufacture is very apparent in all the examples
to follow: lids, screw-tops and bottles are given to natural
objects, demonstrating the value of ‘cooking’, improving nature,
lending it their seal of approval only in this technologised form.
In the next chapter, the reverse will be described. Once nature
has been drawn into culture it is given a meaning: one that can
be transferred to products. In this sense, nature has been
transformed into ‘the Natural’. It can become a symbol once it
has been ‘cooked’: because ‘science’ introduces it into a system
of differentiations, giving it an order and cultural place which
enable it to ‘mean’. However, here ‘raw’ nature means precisely
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because it is a symbol of what culture has transformed: the

\‘S‘éﬁ“é'fégén“Viféifﬁi‘ﬁ‘"pi‘l‘l"‘éid"“i'ﬁ'"'tHi"s‘"'Sl’éEﬁBn, for example, (A64),

shows how messy orange peel is compared with the clean bottle
that contains ‘cooked’ vitamin C. Yet at the same time, even here
we have a slight suggestion of ‘the natural’ in that the raw
element, ssince it has been safely transformed, also has the
function of giving the cultural product a ‘natural status, so that
the supposed quality of the ‘naturalis retained, but not its form.
This is obviously a false distinction, yet it arises from the fact
that the whole of society’s relationship with ‘nature’ is very much
one of having cake and eating it.

The two sides of this relationship, the systems of connotation
described above, are perpetually slipping backwards and
forwards into each other, but here we are primarily concerned
with the referent system as the ‘cooking’ process, notas ‘nature’
itself. ‘Nature’ has simply rent_of a ‘cooking’

society: it has meaning in terms of its relationship with what has

transfc;med it, but is not valued in itself. Thus the fgg\y’, the
natural object, becomes in this context a symbol, not of nature,

but, ironically and in alienation from its original place, of the
culture that has worked it over.

A61: “What nature did for eggs, McCain have done for chips’. Raw
nature, the potato, is ‘cooked’ by being transformed into frozen, ready-
made french fries: in fact they have been so ‘cooked’ by the
manufacturing process itself, that you hardly need to do it yourself:
‘Because they’re almost fully cooked by McCain they take only a few
minutes to fry’. You are thus saved any direct contact with the raw
object—that the cooking should be so thoroughly performed by the
manufacturers provides a literal example of the idea that I have been

using metaphorically to apply to all cultural transformation. However,

this ad, besides being an ad for a cooked product, the chips, relies on
the system of the cooking process for its referent; on several different
levels, which feed into one another. The image of the chips coming out
of the potato shell is a simultaneous representation of the ‘raw’ and the
‘cooked’, the two ends of the process. The potato reminds us how
different potatoés and chips are, how annoying potatoes are to clean
and peel; in seeing the difference between the two we become aware of
all that must be done to turn one into the other—cutting up and frying.
All this gives chips a superior status since they are the result of this
process, they eliminate it for us. But the whole process is turned back to
front temporally, while not detracting from this superior status of the
chips: they are, in addition, given an anterior status, by coming out of
the potato, they were there ‘already’ inside it. Potatoes are full of
chips—this picture shows that potatoes are made of chips, not chips of
potatoes. So the product gains status in two completely different ways,

which are actually contradictory, or rather, work in opposite directions
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around the raw/cooked axis: chips are both connected with, and M
simultaneously distanced from, potatoes. Thedistance is filled by the
~cookingprocess (it is the referent of thegpotato/chip gap, asitwere) and
the contingency gives this process a ‘guarantee’ of ‘natural’ order. ‘
. This advertisement does not do all this ‘unconsciously’, however:it - P
' actually provides a parallel to its own image, in the image of the egg and [
egg shell. McCain is doing what nature has already done to eggs: soitis E
copying nature, but of course, copyingittomprove onit. And the eggis b
Jescribed in manufacturing terms; not manufacturing, in natural-egg i
; terms. ‘Eggs come in their own simple, easy-to-open pack . . . they have
: : a perfectly natural, wholesome, homemade taste.’” So this ad still very
! much depends on the image of cooking as its referent, asa criterion for
! ) efficiency and desirability: to extol the virtues of the egg, we must say
' ' that it is easy-to-open and tastes ‘homemade’—for these cultural terms
are indications of goodness, value.

The advertisement rounds off by connecting the two ‘cookings’—the
actual ‘cooking’ of the raw potato into the chips, and of the raw idea of
the egg into a cultural way of looking at it: by suggesting that you
literally-cook the two together and have egg and chips. This ties the
McCain-cooked chips and the technically described ‘cooked’ eggin a
way that allows them to exchange values, so that the naturalness of the
egg (after all, nature ‘packed’ it) and its culturally defined convenience,
attach to the chips, where a manufacturing-cooking has slipped in
between the simultaneous qualities (rawness and convenience) of the

" egg, transforming the former into the latter. Finally, in that McCain

foods are ‘Europe’s largest processor of frozen potato products’, they

) are endowed with some of the omnipotence and ubiquity of ‘nature’:

~ " the ‘size’ of the manufacturing company makes it technologically
" impressive and its work effortless, almost ‘natural’.

A6l

A62

A62: Here again, the image of nature is actually ‘cooked’—the orange
may be showing that Florida Orange juice is made from oranges, but it
does not do this by presenting a ‘raw’ orange. In giving the orange the
features of the product (can top, label) it emphasises the ‘cooking’ that
has transformed the orange into the can of juice. When the small print
says that ‘each glassful is thick with oranges’ it is obviously referring to
oranges as a ‘cooked’ term, in their transformed and symbolic
form—because a glass could hardly be thick with real, untouched:

L &
g
4

|ips % oranges. It is thick with Florida-ised oranges, in other words, canned
b Frass juice. The label on the orange in the. picture shows that the
o manufacturers have appropriated the reality of the ‘natural’ orange,
pa even though it is allowed to retain its shape (not like the Chivers ad

A60): the orange is only allowed to signify as a Birds Eye can, it can
only mean as cooked, and what it means is that it has been cooked. It
. - : shows us what Birds Eye can do with oranges, not what oranges are like
pure &gﬁf&%ﬁ Juicetastesof jp themselves. The orangeis made to signify the product literally, in the

’ picture, rather than the product signifying the orange. This illustrates
how the signified orange becomes a signifier in its ‘cookedness’: thus
‘cooking is the system referred to, and the orange hollows out an empty
place in it, in which the product may be inserted.

it
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A63: This shows the ‘cooking’ of the sun. ‘Sunshimmer’ imitates the
sun, in that it tans you, but it compensates for all the sun’s
inadequacies: it tans you evenly, unlike the sun, moisturises your skin,
unlike the sun, and above all, is available, unlike the sun: ‘Some days
the sun doesn’t even come out. But Sunshimmer comes out anytime
you squeeze the neat, little tube.’

As in the previous examples, we thus see that the natural thing, the
sun, is used as a referent for what Coty has improved: it is the difference
between Sunshimmer and the sun, that is the chief selling point of the
ad. In a ‘neat, little tube’ you can buy ‘cooked’ sunshine; the whole
advertisement is an exposition of the gulf between the ‘real thing’ and
Coty’s product. Yet Coty is presented as the real thing: with a little help
from Coty, the sun ‘really’ shines. The advert has taken the reality of
nature, scooped out its actual content (i.e. the real sun) and placed the
product there, so that it means in terms of a certain system, it
appropriates the place of the sun, while filling this place with a
transformed content, a tube of fake tan. The advertisement draws
attention to the difference between the two actual objects, the sun and
the tanning gel—showing (as with the chip ad) how much more
convenient the gel is—but an exchange is made whereby the
transformed object, the product, which is the ‘cooked’ version of the
sun, is given significance in terms of the sun; in a ‘referent system’ that
endows the sun, and hence the product, with the connoted meanings of
‘naturalness’, ‘health’, ‘beauty’, ‘perfection’ and so on.

Thus a system-of-meanings,-a-referent system, is used in its
entirety to give significance to the product. And since the
product cannot have a place in a pre-existing system, its link
with the referent system is p_rgyiwc_lgd'hy,_an__igtgrmeﬁd_jagy»object,
that both belongs within the system, and is als tied to the
product. This was the thesis- 1, and I have

| demonstrated how the link be

j object can be made by cc
( linguistic connection like a pun, by replacing one for the other in
a narrative, and so on. Here (A63), the basic process of

| exchange remains the same, but the product and the object are
[ linked by the fact that the product is actually a version of the

| object: it is the technologically ‘cooked’ model atural

\ phenomenon. Catherine Deneuve was linked to the Chanel
“bottle by a simple juxtaposition: the bottle then took Catherine
Deneuve’s place in a differentiating system, a system of
meanings. Itis in this sense that I refer to the place in the referent
system as a ‘hollow’, since it is referred to by the presence of one
of its elements, simultaneously with the exchange between that
element and the product, so that the product ends up filling that
place—a position, merely. With Coty and the sum, the
transference is blurred because not only does Coty replace the
sun ‘semiologically’, that is, in the sense I have just described of
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exchange along the axis of a form of knowledge—it replaces it
literally, in terms of content. It even retains the original in its
name— Sunshimmer’. There are thus two_ links between_the
element from the referent system, and the product: ong, is that

the product is equated with the sun, the element of the system,
by being put in exactly its place as regards connotation; the
ol

her link is the opposite since ‘the product gains mearing by
being_different from the sun, not _being it, by-passing its

inagi»gqgac\i_és. Nature thus participates in both a symbolic and
an imaginary system—given meaning pl_hgi_r_x_gwd[avv.nmin_ to a
system of differentiati reated by culture, being significant by
its very oppos culture, but in being given a symbolic
status by this, it merges on an imaginary level with that ‘other’
that was used to give it symbolic status. The ideology of culture”/”
appropriates all the network of images and connotations, the K
structure_of _significance, of nature; but devoid of its real )
o o

content.

All the advertisements in this section show this very clearly.
The product (the equivalent of the Chanel bottle, to keep
referring back to my ‘paradigm’ example of A8) and the
correlative object from the referent system, are merged, present
simultaneously in one image: the orange and the Florida can of
juice, the orange and the Chivers marmalade jar, the chips and
the potato—these are elided, because the ‘cooking’ process
performs the function illustrated in other ways under the
heading of ‘objective correlatives’. The product takes on |
simultaneously the properties of orangeness and non- |
orangeness (A62), sun-ness and non-sun-ness (A63). It is
essential to recognise the contradiction here: not for the sake of b

making a semiological point -alone, but because this con- -

tradiction embedded in the sign itself, inherent in the signifying
process, is.the contradiction in the very relationship between
nature and culture, as seen (ideology) and represented (sign
systems) by our society. o

The categories of imaginary and symbolic havea precisevalue
here as areas both of which are fundamental to human
‘consciousness’, yet irreconcilable: constantly attempting to
merge and yet in their inability completely to do so, providing a
perpetual momentum in the form of desire, along which the
subject is carried to regions purporting to fulfil such desire.
These categories need not remain entirely the property of
psychoanalysis, and their ideological meaning and function
must be very clearly defined. The so-called ‘unconscious’ denies
many of the contradictions in ideology, since the Symbolic, the

e

creation of meaning,Kd,epends‘.on_.v.an_.,A,/,nQt,_A_.diMmy, while

" Freud said that the imagination does not know the word ‘no’.
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If we apply this to ‘nature’ and ‘cooked nature’, in the light of
the examples above, A60 to A63, it becomes clear that the
i ") ‘cooking process is one of differentiation, of entry into the
! ./~ “symbolic, butinthese ads s ‘simultaneously placed in such a way
ol / as to suggest an imaginary unity of the two ‘ends’ of the process,
SR [ the ‘raw’_and the ‘cooked’. McCain’s chips are an immense
R ~_  improvement on ordinary potatoes, but they are potatoes, and
moreover, this improvement has simply been carried out in
imitation of Mother Nature’s own idea, as manifested in the egg
and eggshell. Technology is always using nature’s ‘ideas’ (this
/" can be seen also i the eyeshadow ‘ad’A78,in Chapter 5 below).

:: ! Everything done by society is always already there: it is ratified

S

e s Rt A by Nature (the primary system of Order—although of course, it

o o A is invested with this Order by science, a cultural practice)—this
is how ideology conceals the transformations of which it also
boasts, but deprives of or1g1ns—of a place in a historical
process.

So, ‘cooking’ is the way in which we transform nature, but the
products of the transformation are reinserted in the place of
their object. This second part of the circular process will be
examined in more detail in Chapter 5. However, the first part,
the cooking as represented in the ads in this section, functions
. asasign, in theway described above: by referring to the ‘natural’
| system, while also defining itself against it, differentiating the

product from the natural object. This dlfferenuatlon andthe

fact ~thaf the replacement or eéxchange which is always the

essential generator of meaning in an ad, must be made between

these differentiated things, whose material content if different,
. means that it is only a form of knowledge, emptied of content,
i . that is ultimately referred to by the ad. Coty fake tan is not the
il sun. But the ad generates connotative meaning for the product in J
terms of a system of knowledge about the sun, its qualities, its
‘place’ in ‘nature’ etc.; and in filling this place yet denying its
s ongmal content, it is clear that only a hollow structure, an ideal
(" et or 1mag1nary system, is used. Our knowledge 1S denled all ,~

which 1nvolves a real concrete element of our knowledge and
experience; only the form of this knowledge is appropriated—so

real things and our knowledge of them, are constantly being l
both assumed and denied. We feel as if we know, because we

certainly know the things about the sun that the Coty ad refers ;
to and uses as a framework for its product: yet what we know is |
actually negated by the replacement of Coty for the sun. In g
other words the connotation and denotation work in oppo- ‘
sition: Coty is denoted as not sun but connoted as /ike sun. The
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f sun, or an orange, or a potato, are as it were shells of signs: there -
: is nothing in them (except tans, juice, and-chips=—literally, in v‘{
: A61) since they are hollowed.out and the product inserted as the I
/ ‘reality’-that fills their. inherent vacancy as symbols. A
) This is all part of the argument of the last chapter, where I {
: suggested that in ads real things are constituted as symbols,
i forming a system of ‘pure’ meaning that can never be brought
1 down to the ground and connected to the materiality of life,
2 precisely because the symbols are stolen from that materiality,
s and also refer to it—they are its mieaning: this amounts to a i
. autology of ‘it is whatit means, and it means what it is’, but one i
i which takes place through circuits of signifying systems (of
t which advertisements are only one example) whose materiality
S (hence the importance of the signifier, the material carrier of
J meaning) guarantees this tautology a solidity, an inevitable
1 ‘realness’ since it is a ‘meaning’ found through ‘real’ things. (Cf/
Chapter 3: the hermeneutic discovery of meaning ‘behind’
€ reality.) :
f __Nature is absolutely fundamental to all this because itis the | |,
e ‘hunting ground for symbols, the raw material of which they are ; |
S ~ 3l made. But as nature is ransacked for symbols, itis, of course, '
S transformed. 1 have stressed the fact that in the ads of this
r chapter the images are “cooked’, the referent itself is
¢ ‘cooking’ nature. We are mnever shown a ‘raw’, whole and
€ untouched natural object: even the potato which appearsin A61
€ has fancy-cut jagged edges and is unnaturally hollowed out,
n filled with chips: a perfect illustration of the metaphor I have
t used for this signifying process, where the natural thing signifies
t, only as an empty form, to be filled by the product. The orange
£ becomes a symbol only with a label and can top on it: or with a
n label and the shape of a jar. This shows precisely that symbols
8 __involve differentiation, are a diffg_rentiation; since the orange,
s the potatodonotméan anything by themselves, they only mean
1l when brought into a contrast: here between nature and culture;
1l both of which are represented in the image of the product itself.
"
e
d ‘
0
g
e A64: This Vitamin C ad plays strongly on the ‘raw and cooked’ idea;
ts the ‘cooked’ form 'of V?tamin Cneeds no peeling, lik'e the ‘raw’ orange
is skin shown. ‘The vitamin 1s, payadoy‘ucally, more available—"you dop’t
: have to peel it, wash it; or cookit. ... it’s never out of season or eXxpensive
- or difficult to get’; one obtains it ‘as easily as opening a bottle’; while it
- is, at the same time, more remote, removed from us physically, inside
1€ the glass of the bottle and the screw-top lid and the cardboard
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packaging. You cannot hold or touch these pills, as you would an
orange. The only feature of-our relationship to the natural object
retained is that of "consumptior;jthe only function of a product. There
is no other point of contactwith the manufactured vitamin: you touch
the bottle, the box. Mechanisation and packaging enclose nature,
attempt to bring it under control, and at the same time remove it from
us completely while seeming to bring it closer, ‘more available’. We are
denied actual contact with natural objects: again, the shell, the orange
| peelis the sign: an empty signification to be filled by Sanatogen, which
// is exchanged with the substance of the orange.

product, instantly (‘as easily as opening a bottle of Sanatogen’) and the
microcosmic nature of the pill, the streamlined version of nature, a
force encapsulated only to be re-released, lead to theidea of magic, in
Chapter 6. Magic is the process of undoing the ‘cooking’ and
condensing of nature shown in this chapter (cf. such products as
‘WonderMash® where the magic and wonder are in the release, the
retransformation of potato powder into potatoes—instantly).

) The ‘cooking’ process in representation, then, is one of
/. appropriating formwithout content; of manufacturing symbols
and produ n

I ts simultaneously out of the raw, meaningless and
undifferentiated mass which is nature, and then substituting
these symbols and these products for nature. The products
’ i-nature, embodying the inherent
th ravages the natural world and

violates.'natural human needs, yet seeks to represent its
-;f_”Workings as natural, hence invi le)

(b) Science

™ ‘... the scientist never carries on a dialogue with nature pure

| and simple but rather with a particular relationship between

| nature and culture definable in terms of his particular period

/ and civilisation and the material means at his disposal.’!

| ‘Theraw and the cooked’ showed how society’s conception of
its relationship with nature produces certain images of
transformation in which the tensions.of this relationship are
held in a perpetual dialectic. ‘Science’, at once the most
prestigious and, as we shall see, the most transparent of society’s
‘cooking’ processes, produces and justifies these images, and 1s
also conditioned by them, as the image of ‘science’ first defines,

I3

ersedes,.the.image-of “nature’..‘Science’ can really

11 &vi-Strauss, The Savage Mind, p. 19.
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‘ the second section on ‘science’ will show, science can take on the Lo
! nature of a referent system in itself—endowed with a mysticism o
which equals that of the ‘Romantic’ vision of ‘Nature’, and an

authority which partakes of the inevitability of Nature. Aswith L
the chips and the potato, or the fake tan and the sun, it acquires L ‘
some_of the connotative qualities of what it replaces, while vl
seeking to define by contrast precisely that which it replaces: g
‘The Natural’.

As Science investigates the world, it defines (thus differen- 3
tiates) ‘The Natural constantly and necessarily, since ‘The j
Natural’ is the object for science’s subject, for the ‘knowing
entity’ which science appears to be. A science, it has been
suggested,’ should be ‘subjectless’, yet in our society Science is
one big subject, a sort of ‘meta-subject’ whose knowledge is
somehow far greater than that of all the particular people in
whose heads this knowledge exists, put together: it is a kind of
giant brain which already knows, into which actual ‘scientists’
can only feed in hope of a glimpse of this wonderful bulk of
metaphysical knowledge. Clearly I would not wish to deny the
possibility of a science in any field nor to underestimate the
value of real scientific research; but I am here talking about the

‘ image of science, its _ideology—which means the distorted
A64 representation of our relationship with something that may very
well be real and valid, only we are misplaced in relation to it,
with science one might say displaced, completely. For ‘Science’
is never our knowledge, indeed, is never anyone’s knowledge: yet
it is not truly subjectless because instead of being simply a
science, it is Science—it has a proper name, almost a character.
It is spoken about as having achieved things and discovered
things, as owning knowledge which, as I have said, no actual
person is credited with knowing; it becomes a unified entity,
rather_than a practice. «

I have emphasised the existence of ‘Science’ as an independent
area because it will be shown as a referent system in my second
section here, and as such its disembodied quality, an ethereal
system of True Meaning, reintroduces the idea of hermeneutics,
already shown to be a central part of ideology. But Science can
never maintain for long this detachment which is, as it were, the
turning point or apex of an elliptical curve around which it feeds
into, and out of, nature and the natural, forever turning towards
it and away from it, reworking nature into ‘the natural’. Science
comes at a central point in this inevitably rather blurred

1 Althiusser, Ideology and Ideological State Apparatuses.
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discussion of ‘cooking’ nature and returning to nature, because

it is a product of culture that studies what is natural: it
appropriates nature for culture by placing it within an order of

things.

(b1) Ordering Nature
Just as in the last section, manufactured forms imposed an o
order on the image of nature (and this section was put first - «« f
deliberately because, as Lévi-Strauss suggests above, the Own e b
" relationship expressed in these images is what conditions the
.. ‘content’ of scientific research, rather than the other way
round)—for example, the form of the marmalade jar on the ere
slices of raw orange—just as this ordering of nature in images ’

provides a way of formally controlling it, so the actual

achievement, the ‘content’ of science, is seen as literally to -
control it, to capture, review, and reinterpret it. Of course, the You l e N

physical ordering of nature and the production of images of

| order go hand in hand: to know is to classify, to classify to

} order, to order to overcome. The following three ads differ

" fundamentally, however, from those previously shown, since it - ea y
is not so much the image in the ad giving meaning to the '
product, that involves controlling and improving nature: it is the
product itself that provides an image by the fact that it actually
does this in real life, is a scientific instrument that can defy
‘nature, or at Jeast claims to. '

AT

b

A65 (a) he Battle Wzth Naturel Here the product of technology, the
car, is shown as still in nature, engaged in combat with it. The machine
can withstand and fend oﬁ the dangers’ ‘of an extremely ‘natural’
environment, that is, one far removed from culture—in this case, the
! location is the North Pole. Nature appears as a referent connoting
Ll danger, isolation, destruction: the car provides safety, enclosure, and
i above all, a means of getting out of nature, away from it literally. “Your
Faly car breaks down here, you're dead’* i other words, you must be able to
E get away and drive back to ‘civilisation’, and the car provides a literal
: escape route from nature to culture, the technological means of getting
T from one to the other.

The verbal side of the ad emphasises the precision and durability of
the product—words like ‘stress bearing component’ help, conveying
rather a tone and general idea (i.e. connoting) than a precise message.
- (‘He knows every stress bearing component and every casting is crack-
i tested and scrutinised.”) There has to be (as in the next example too) the
I convincing detail of a minor fault (‘the only problem he’s had is a little
fl trouble with the rear door lock’): this is theultimate guarantee for the
| ’!i | truth of the whole ad; clearly it conceals nothing. And that something
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can go wrong (though not with the stress bearing components, of
course) serves to give us a surreptitious reminder that this is a
dangerous situation, serious business: this is For Real. The terse
caption, with its grammatical insufficiency (lacking the ‘if’) adds to the
sense that this is all very basic, nitty-gritty: down to the bare bones of
nature and of sentence structure, as it were.

So technology overcomes the raw and provides safe transport from
its uncooked dangers; although here we see the product before it has
escaped from nature, placed within the referent system from which, by
opposition, it derives its image of safety and control. (For a further
analysis of this placement in nature, see A65 (b), page 130.)

From an example where the product is situated in nature, we
move to one where nature becomes located in the product.

A66 (a) Capturing Nafrure”: While in A65 the car was still there in the
landscape; here-the landscape is captured in the camera—which has
provided the picture photo for the ad. This photo represents the
experience of the struggle with nature, but also draws attention to the
fact that the photographer has come back, and is no longer engaged in
that struggle, but is able to represent itin its absence. Chris Bonington
has to bring back ‘faultless transparencies’——technological transparen-
cies through which we can perceive nature—but at a safe distance.
That the photograph in the ad is the one produced by the camera is
shown conclusively by the fact that the camera and Chris Bonington
are not in the picture, but the camera is pictured separately, in the area

of the words—the conveyors of truth; camera and language, share the
right hand half of the dotible page lay-out: the camera coming first,
since it is what has told us—pictorially—about the mountain, and then
the words, which tell us in turn about the camera. The coupon at the
end of the ad, in the bottom right hand corner, is a sign of available
information, of our further access to truth-and scientific knowledge.
There are thus three grids through which the perception of nature must
pass, a triply removed lens: the camera, which describes the mountain,
the words which describe the camera, and the space for us to enter the
whole process for ourselves, via the canonical persona of ‘David
Williams'. Nature is captured and interpreted by subjects: Chris and
David, these two friendly people who offer us a frame in which we may
insert nature, too.

Apart from the crucial development of having captured nature and
returned home with it, rather than being pictured as still within it, this
ad works in a similar way to the Peugeot one. There is a whole genre of
camera, wristwatch, and suchlike, adverts that has developed: the ‘I
took it to the North Pole/up a mountain/fifty degrees below
zero/smashed it on a rock/dropped it in the sea’ kind of story. The
emphasis is always on the instrument’s precision i
meters, watches, thermometers etc.) or otherwise ordering nature (the
photograph imposes the order of a frame), and on its endurance in
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withstanding nature, overcoming the most extreme natural conditions.
(Of course, these conditions never affect 99 per cent of us. Hence the
unreality of this ‘For Real’ ness: cf Chapter 5, A65 (b), and A66 (b).)
The camera in this ad is shown to be impervious to nature—it gets
‘knocked against rocks’ and, we are told, ‘mountains are not good
places for cameras’. But transparencies are good places for mountains.
The camera can reproduce nature, on a page instead of in the freezing

cold outside. However, as has been shown in previous examples, a bit of
the mountain does rub off onto the camera—literally: ‘one or two faults
did develop (the validating detail)—for example, a bit of grit got into
the works. ..." Of course it did: and highly necessary too, because the
working of the camera must have the image of being nitty-gritty, it
needs a piece of real grit to ensure the rock-like, basic, hard and
compact quality that the camera must have, in order to oppose exactly
those features of the natural landscape. As in ‘the raw and the cooked’,
some of the mountain’s image thus attaches itself to the cultural,
‘scientific artifact, as a fragment of the mountain lodges in the

mechanism itself.

A67 } Re-organt_'_giz{ g N

. ; We now have the landscape actually
brought inito the scientific enclosure of the greenhouse: to be observed,
not only through Science, asin the last ad, but by Science; and of course
this is very different from A66 in that nature is brought back within the
confines of culture not on film but in its physicality. These are real
,plants taken over by science—which controls more than their image; it
/ controlstheir growth, theirvery.existence: the plants are as streamlined
here as products in a factory. On the other hand, the light bulbs grow
down from the roof of the greenhouse, from a network of pipes and
wires: an inverted image of the root and the plant. In this hot-house
nature and technology-interact—as natural minerals are made into
‘chemicals’, and chemicals applied to natural plants, which in turn
produce minerals, and so on. Science here is intervening in the natural
cycle: killing bugs....*We try to control them...” and weeds, but
| protecting crops. So science tries to reorganise nature according to the

/needs of society: this is its final goal and of course it can be very
beneficial, but this is not the issue. In ordering nature like this, ‘Science’
steps between us and it, between ‘civilisation’ and wild ‘nature’, only
preserving ‘The Natural’ for our organised enjoyment. The natural
environment that is left for us is described in totally ‘cooked’, cultural
terms: an ‘attractive landscape’ populated with ‘interesting wildlife’.
These double words like landscape (= land) and wildlife (= animals)
and the adjectives ‘attractive’ and ‘interesting’, which inherently imply a
subject (someone to whom these things are attractive and interesting),
show the way that cultural terminology distances the real phenomena
by translating them through concepts. ‘Landscape’ and ‘wildlife’ are
abstract terms, ideas: they are connotative, they do not denote an
actual field or a specific animal. That we have turned land into

{“\ latter, shows how it is the imagery and language. of culturethat actually
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* determine what we see as nature—because how we see it is inseparable > i
——from what it “actually s, to us. “Wildlife’ is, similarly, a concept that v
can never apply to any specific creature, and thus is always an image or
translation of nature; it denotes what is “Natural’, but not nature. The PRI
notion that nature must be attractive and interesting further shows that S
itis seen through the eyes of culture: av_g],u;gjudgemepﬂt_j’sr attached toit. Ly '
It is interesting that this very ‘cleaned up’ and Romanticised (cf. ‘
Chapter 5) view of nature as attractive landscape populated with i
interesting wildlife, should be part and parcel of the view that seems so i
different, of scientific contact with nature, tackling the raw. Yet of i,
course, they go together. They also go with making a profit: as the ad e
itself says, “There's a connection’. But the sceptic who voices and thus Dty
anticipates our fears and criticisms of ICI and chemical research, b
precludes any further criticism: the very form of the ad, a transcript of
an interview, has the aura of research (researchinto research—creating
an ideology of ideology) and of scientific ‘truth’: it is less an interview
than an experiment, a challenge put to ICI and scientifically rebuffed.
Thus the form of the ad signifies a certain faith in science, as well as
testing that science and hence allowing it to justify itself. There is a
current idea (particularly prevalent on TV discussions on Ireland,
Africa, and on advertising itself) that if two opposing views are N\
juxtaposed the result is total objectivity. This is clearly nonsense: butit |
provides the basic structure of theverbal part of this ad, the internalised |
opposition somehow making it more genuine (as with the admission of '
A67  faults in the last two ads), = objective = scientific.

Finally I repeat, this does not pretend to be an analysis of
science, but of the presentation of science through the
ideological form of advertising.

(b2) \The Natural Order

Once nature has been brought into the enclosure of the
greenhouse, under the eye of science, it is no longer necessary to
go outside to investigate it, out to the ‘raw’ undifferentiated
natural world: nature can be investigated, as A67 showed,
within the parameters of science, through science. However,
once science has interpreted nature we are invited to interpret
science, instead of nature: what was once the ‘transparency’ that
brought us nature, the grid of differentiations through which it
was revealed, has now become a transparency which reveals
nothing but itself. This has partly been shown in the linguistic
self-enclosure by which culture defines what it sees, and sees
what it defines, a point which arose in the analysis of A67.
Inevitably, as science orders and classifies nature, it sees nature
~ N - . in terms of those classifications, and so on: this is simply a basic
\deasinaction Reas =0 = e AP | feature of all language. But it is one thing to represent reality,
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another to replace it. In Chapter 3 I have discussed at length the
creation of a world of symbols, the interpretation of which
ultimately replaced the interpretation of the world that they
claimed to interpret. A certain opacity in the signifying system s
enough to deflect our attention from what it deciphers, to
deciphering iz. Thus the means of knowing becomes all that
need be known: this is the same as my argument in ‘the raw and
the cooked’, that only forms of knowledge are appropriated by
advertising, so we always use the grid by which knowledge is
culturally ordered, but never actually find what is known. The
obvious ideological function of this is to make the subject feel
knowing but deprive him of knowledge. (Hence the trap of a
structural analysis without a context: it slips around a historical
reality, merely.) Similarly, in culture things may be natural (how
many products use this word) but they are never.nature.

The ideology of science tends very much towards the kind of
closed, symbolic system described in Chapter 3. In that science
creates or formulates a system of nature, complete with laws,
hierarchies, internal relations—in short, law and order—it then
works on this system, so that in a sense it is working on itself, as I
have already said: but the significance of this system for the
ideology of science, is that its complexity renders it mystically
incomprehensive to nearly everyone and so instead of helping us
to understand nature we are confronted with our difficulty in
. understanding it, with its strange words, cryptic diagrams, and

magical, mathematical symbols.

This density which we must decipher to find ‘science’, let alone
“nature’, can exist, paradoxically, alongside the other image of
‘science, that of clarity and perfectlon The necess1ty of

genre of ads for 301ent1ﬁc equlpment etc.:

A68 A Hermeneutic of Hi- ﬁs The clean surface of science masks a
complexity which is just hinted at: ‘It looks even better on the inside’.
We now ‘read through’ science to science itself; it becomes its own
referent, indeed, comes to reveal its own ‘raw and cooked’ system:

A69: Here, the ‘cooked’ surface is partially removed to reveal the ‘raw’
workings of the washing machine. The numbers attached to different
parts of the picture, the various internal components of the machine,
are used in the text, in the description of the machine: we are thus
offered a ‘key’, invited to participate in interpreting the workings of the
washing machine. Its secrets are ‘revealed’ in image by the removal of
the machine’s outside, so that we break through the surface of science
to get drawn into its internal system. But this system is not immediately
comprehensible to us and the verbal part of the ad provides the other
part of the hermeneutic revelation, a sort of ‘interpretation by
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Miele,

I

Whats behind that pretty face?

A69

numbers’. Of course, numbers have a particular ‘scientific’ significance
of their own: they are signifiers far more than signifieds, for who
understands what the expressed claim of ‘800-1000 rpm’ really means
in terms of drying washing? The point is that the numbers signify
scientific fact, and ‘objectivity’.

The exposure of inner workings achieved in A69 by the
removal of the outside of the machine, is a permanent feature of
much electrical equipment nowadays—for example, the stereos
with transparent covers that show all the works—a sort of
ideological metaphor. It is this self-revealing, innocent
transparency which gives science the status of a ‘natural
because ‘obvious’ order. Thus science, by offering itself to us as
something to be seen and understood, rather than the means by
which we see and understand, is always something already there,
like nature, something full of ‘facts’, like nature, something
Natural—replacing nature. o

“There is a whole nexus of connotation around this idea of the
obvious, the natural: what is revealed is always assumed to be
more basic than what concealed it, transparency always gives
the illusion of getting right there to the bare bones of something;
it also implies proof simply by showing: ‘there it is, it must be so’.

__Bverything is revealed, and nothing explained._

The transparency that replaces the decorative with the visibly
functional has a great deal of the puritanical in it: especially in
the sense of an anti-aesthetic tone. ‘Beauty is more than skin
deep’: and ‘you might not believe it to look at the CS705D
cassette deck (A68), but Akai think that what’s inside is more
beautiful than the casing.” In A69 Miele showed us what was
‘behind that pretty face’, using the same idea. The connection
‘between science and puritanism is an obvious one: both have a

“clean, clinical image, and both claim to ignore appearance,.

superﬂulty and irrelevancy and to get ‘down to the basics’—the

S

basics always being natural. But the irony of puritanismis thatit '

also believes in covering up: it is rather like getting made-up to
achieve the ‘natural’ look, as is seen in many cosmetic ads. This
parallels the way that science in exposing its own incom-
prehensible intricacies, achieves the look of the ‘natural’.
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The anti-aesthetic image, always so closely associated with
‘truth’, comes to be applied in advertising to advertising itself: FROM TI?O%’E&?_%IS’}-EQ&?:}]YE&%EW AND
POWDERED ORANGE BLOSSOM.

YOU FAY FOR A PRUTTILH YOU, NOT A PRETTIER PAUA .

A70: This ad shows a conscious rejection of the ‘romantic’, ‘pretty’ ad
and packaging, of flowery language like ‘powdered orange blossom’
) and so on, claiming to be ‘serious’ and ‘scientific’. ‘The secret of
I beautiful, healthy skin lies not in exotic sounding ingredients, or fancy
bottles but in scientifically developed and clinically tested prepara-
2 ; )/\ tions.’ Thus we are at the outset offered ‘science’, knowledge, rather
il | than exotic words. The caption for the diagram, a ‘scientific’ diagram

iy " showing a cross section of the skin magnified, is ‘to make skin care that
R works, you have to understand the skin’. Then underneath the
i diagram, ‘The skin is complex and very delicate. Vichy’s preparations
il | are conceived by dermatologists who understand its complexities and
j ‘\‘ i made by pharmacists who use only the purest, proven ingredients. ...

it We are told that the makers of Vichy understand the skin, but we do
' ‘ not understand it: the diagram tells us nothing. It is just a picture of the
e skin: it represents, but does not explain. So again we see how
i‘ representation is a closed circle: the diagram shows us, it conceals
% nothing, it is the skin, enlarged to make it even clearer; but it does not
' help us tq,know.\anything. While seeming to be an explanation, it is
L,\,:_,really a &ymbol:«" it denotes_the skin, but connotes science, facts,

i
|
|
!
|
| —3 deno
i
1
|
|

| e

|  seriousness’ it represents the whole miraculous system of science butis
empty of meaning in itself. This shows that science, supposedly a
i . system full of knowledge, is for ads (and ideology) a referent system like :
S any other, and our knowledge of it is exploited (Vichy takes from this :
diagram all the connotations of purity, certainty etc. of science) while C
our knowledge in it is denied. (We never find out how Vichy works or
how the skin works.) If you use Vichy every day ‘soon you'll feel and see
| the difference in your skin’: feeling and seeing are supposed to be the
| ultimate test, but they still do not explain. Obviousness, transparency,

o “The Natural’ (it's only natural etc.) become attached to Science as a 4

‘ referent system, but defy the possibility of a science. (

The preceding ad showed the prevalent idea that knowledge
of things resides in them, to be revealed by.looking closely, by
feeling or touching, rather than in systems of relations between
things. The entire hermeneutic idea is based on everything
revealing its own meaning, that to know something is simply to
know it, rather than to know about it. To know something
directly involves purely a relationship between you and the
thing, between subject and object: while to know the relation
between two things involves a relation between two objects, and ,
though the subjective position can never, of course, be removed L
completely, its central and privileged role in the process of ' E
knowledge is superseded. In any case, a subject’s relationship s
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with an object places the whole process in an arbitrary position,
like trying to find your bearing by only one landmark: while in
looking at two or more things, at relations between objects, the
observer’s position is much more clearly defined.

It is therefore clear that knowledge of relations can be far

more valuable than knowledge of ‘things’. It is an opportune "

moment to comment yet again on the benefits and dangers of
‘structural analysis’, an area which 1 think has not been
considered carefully enough by either Marxists or
‘structuralists—who seem to have been placed in an opposition
based on historicity versus ‘structure’. Because of the way

<

ideology is structured, in fact the way society is structured, a . 3

stress on structural relationships is invaluable; it removes.the

hat anything can be known in isolation, and removes the

ergphg_js_igfpr@' the subject. But as I started by saying that
knowledge of particular things is found not in them but in their
relations, it is crucial not to Vfoﬂrge't“_t_h_a»_gﬁjj_:w_isbqltip}ately,

particular thiﬁggﬁ(fgpgiglipﬁénbmpna that we wish to know

and understand. The knowledge of systems is important
because they are not, in reality, empty structures but systems of
things and people, and systems of signifying the relationship
between the two—which is the concern here. :

Having argued for a kind of knowledge that can have
substance, I have not, I hope, gouged all meaning out of the
word ‘science’ and made it as hollow as it becomes when merely a
referent of advertisements. The diagram in A70 merely ‘referred’
to ‘science’ in this way: what should be signified by the diagram,
the workings of the skin, is replaced by the diagram’s function as
a signifter of a vague, connoted image of scientific knowledge.
This same replacement, an exchange of connotation for
denotation, of reference for explanation—an exchange dis-
guised by the fact that the referent seems to be there in the sign
(cf. Chapter 3)—can be seen in A71, where the whole
advertisement functions similarly to the Vichy diagram.

A71: Nobody reading this advertisement can have any idea what a “pre-
focus lens’ is: here again, the diagrams conceal nothing but themselves,

the language seems explanatory but like the picture, only refers to

scientific knowledge and does not actually offer it. The entire

advertisément is a sign pointing to Science, but empty of science.

Science has thus become constituted as a referent system in
itself, completely separate from nature, against which it was
originally defined. It protects us. from_nature, but this

—_—

protection becomes so complete that science itself seems to be
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the basic order of things, full of symbols for our society, just as
nature provides a universe of symbols for tribal society. But
science has never finished with nature. The relationship between
the two is one of dialectic: science both conceals and reveals, it
protects us from nature and then presents us with ‘the natural’:
in its own ‘natural laws, but also with the ‘attractive landscape
and interesting wildlife’ that ICI promised us in A67. This re-
presentation is the subject of Chapter 5, where the circuit of
imagery is completed by the location of-culture in nature.

(¢) ‘Cooked’ Sex: *Civilisation and Its Discontents’
Lévi-Strauss’ dichotomy of the raw and the cooked applies
not only to natural objects but to sex. In this area we can see all

the tensions, the ‘cooking’ process yet the appeal to ‘the natural’,
that have been discussed so far in this chapter. Here, however,
the ‘cooking’ does not simply involve ‘nature’ or our view of
‘nature’, it involves ourselves; our bodies and our passions and

our images of them. Sex becomes a referent system, always

) hinted at, referred to, in innuendo, double entendre, or
| symbolism: but never ‘raw’. Thus again the illusion is that sex is

s being revealed, while in fact it is concealed behind its own

references.

\
§

A72: Here the referent is wildness® ‘for those of you who've been
civilised long enough’ implies both discontent with civilisation and
simultaneously, culture as an élite group—it is for those of you who are
at the apex of civilisation. Coty claim to be ‘unleashing’ this ‘most
sensual, frankly arousing fragrance’, throwing off the control of
civilisation: yet, ‘Now Coty’s coaxed the dangerous Wild Musk (like an
animal) into its own creme-fragrance compact’. That the compact
should be its own implies that it ‘naturally’ belongs there. As with the
Florida orange ad, A62, and the others in that section, the opposition
between nature and culture is represented in a way that overcomes
it—so that we may have both civilisation and its discontents. We can be

made to feel both ‘tamed’ and ‘unleashed’.

The product, having ‘cooked’ nature, can then offer a safe
passage ‘back’ to it. It can re-present nature to us in a form
where it may be consumed.
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‘thenatural’ is a cultural

A73: This example is similar to A46 in that the caption may be read in
terms of the car’s acceleration rate, described in the verbal part of the
ad, above the picture, but ‘IT also has the connoted meaning of sex. We
all ‘know’ what ‘it means—another hollow referent.

The product involves a double cooking in that it offers a cultural
version of riding a horse—‘when you're behind the wheel of an MG
you're driving a true thoroughbred’—which is in itself a metaphor for
sex. And its implicit offer is that you can have sex inan MG. Not onlyis
the product, the car, a ‘cooked’ version of a horse’and a vehicle for
enclosed sex, it is also itself located inside a strong cultural referent—it
is parked in the courtyard of a Tudor house. However, the couple who
have previously occupied the car, and presumably ‘doneit’, are walking
outwardsinto the garden. Having ‘cooked’ their sex in the car, they may
be ‘unleashed’ into the garden, a controlled natural environment.

The couple’s entry into the garden obviously connotes a sort
of return to Eden—this is denoted literally in the following ad.

A74: Here, the snake and the apple literally refer to the garden of
Eden—which itself connotes both innocence and wickedness combined
and thus is a suitable image to represent what is both desirable and
undesirable about ‘raw’ sexuality. The element of naughtiness
suggested here will be seen again in images of nature—cf A81 below.
Yet the only way the idea of temptation really fits into the ad is in that
we are being tempted to go out and buy the bra. In doing this we are
improving on our natural state: ‘Eve herself never had it so good.” Butin
this improvement we are also returning to perfect freedom: although
the bra encloses and confines the body it is also the release, apparently,
of a sort of Hegelian Free Spirit: it is, after all, the Free Spirit Seamless
Bra. It has a natural form—body-soft cups that shape like a bosom,
not like a bra’ (although it comes in *fiberfill or fully padded styles’) but
an unnatural function.

However, it claims to be ‘introducing the way to look very natural’:
the product actually creates, introduces ‘the natural’ (thus showing that
concept, since it is introduced by an artifact)

while also preventing nakedness.

Setting up naturalness and nakedness in opposition is using
the ‘raw’ to give status to the ‘cooked’, and indicates that culture,
having once given nature a significance, may then safely lead us
back to it. |
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