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But, in this scene of terror, the role of the people was an ambiguous one. People were summoned as spectators: they 

were assembled to observe public exhibitions and amendes honorables; pillories, gallows and scaffolds were erected in public 

squares or by the roadside; sometimes the corpses of the executed persons were displayed for several days near the scenes 

of their crimes. Not only must people know, they must see with their own eyes. Because they must be made to be afraid; but 

also because they must be the witnesses, the guarantors, of the punishment, and because they must to a certain extent take 

part in it. The right to be witnesses was one that they possessed and claimed; a hidden execution was a privileged execution,

and in such cases it was often suspected that it had not taken place with all its customary severity. There were protests when 

at the last moment the victim was taken away out of sight. The senior postal official who had been put on public exhibition for 

killing his wife was later taken away from the crowd. 'He was put into a hired coach; it was thought that if he had not been well 

escorted, it would have been difficult to protect him from being ill-treated by the populace, who yelled and jeered at him' (Hardy, 

I, 328). When the woman Lescombat was hanged, care was taken to hide her face; she had 'a kerchief over her neck and 

head, which made the public murmur and say that it was not Lescombat' (Anchel, 70-71). The people claimed the right to 

observe the execution and to see who was being executed. The first time the guillotine was used the Chronique de Paris 

reported that people complained that they could not see anything and chanted, 'Give us back our gallows' (Lawrence, 71ff). 

The people also had a right to take part. The condemned man, carried in procession, exhibited, humiliated, with the horror of

his crime recalled in innumerable ways, was offered to the insults, sometimes to the attacks of the spectators. The vengeance

of the people was called upon to become an unobtrusive part of the vengeance of the sovereign. Not that it was in any way 

fundamental, or that the king had to express in his own way the people's revenge; it was rather that the people had to bring its

assistance to the king when the king undertook 'to be avenged on his enemies', especially when those enemies were to be 

found among the people. It was rather like a 'scaffold service' that the people owed the king's vengeance. This 'service' had

been specified in the old ordinances; the edict of I 347 concerning blasphemers stipulated that they would be exhibited at the 

pillory 'from the hour of prime, to that of their deaths. And mud and other refuse, though no stone or anything injurious, could be 

thrown at their faces... (58-59).
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In any case, it can be said that, in the late eighteenth century, one is confronted by three ways of organizing the power to punish.

The first is the one that was still functioning and which was based on the old monarchical law. The other two both refer to a

preventive, utilitarian, corrective conception of a right to punish that belongs to society as a whole; but they are very different from

one another at the level of the mechanisms they envisage. Broadly speaking, one might say that, in monarchical law, punishment is

a ceremonial of sovereignty; it uses the ritual marks of the vengeance that it applies to the body of the condemned man; and it

deploys before the eyes of the spectators an effect of terror as intense as it is discontinuous, irregular and always above its own

laws, the physical presence of the sovereign and of his power. The reforming jurists, on the other hand, saw punishment as a

procedure for requalifying individuals as subjects, as juridical subjects; it uses not marks, but signs, coded sets of representations,

which would be given the most rapid circulation and the most general acceptance possible by citizens witnessing the scene of

punishment. Lastly, in the project for a prison institution that was then developing, punishment was seen as a technique for the

coercion of individuals; it operated methods of training the body - not signs - by the traces it leaves, in the form of habits, in

behaviour; and it presupposed the setting up of a specific power for the administration of the penalty. We have, then, the sovereign

and his force, the social body and the administrative apparatus; mark, sign, trace; ceremony, representation, exercise; the

vanquished enemy, the juridical subject in the process of requalification, the individual subjected to immediate coercion; the tortured

body, the soul with its manipulated representations, the body subjected to training. We have here the three series of elements that

characterize the three mechanisms that face one another in the second half of the eighteenth century. They cannot be reduced to

theories of law (though they overlap with such theories), nor can they be identified with apparatuses or institutions (though they are

based on them), nor can they be derived from moral choices (though they find their justification in morality). They are modalities

according to which the power to punish is exercised: three technologies of power.

The problem, then, is the following: how is it that, in the end, it was the third that was adopted? How did the coercive,

corporal,solitary, secret model of the power to punish replace the representative, scenic, signifying, public, collective model? Why

did the physical exercise of punishment (which is not torture) replace, with the prison that is its institutional support, the social play

of the signs of punishment and the prolix festival that circulated them?

pp  130-131
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P. 111:

And in the simple, military style of the imperial ceremonies, Bexon was to imagine some 

years later a whole tableau of penal heraldry: 'The prisoner condemned to death will be taken 

to the scaffold in a cart "hung or painted in black and red"; if he is a traitor, he will wear a 

red coat on which will be inscribed, in front and behind, the word "traitor"; if he is a 

parricide, his head will be covered with a black veil and on his shirt will be embroidered 

daggers or whatever instruments of death he used; if he is a poisoner, his red shirt will be 

decorated with snakes and other venomous animals' (Bexon, 24-5 - this project was presented 

to the King of Bavaria).

This legible lesson, this ritual recoding, must be repeated as often as possible; the 

punishments must be a school rather than a festival; an ever-open book rather than a 

ceremony. The duration that makes the punishment effective for the guilty is also useful for 

the spectators. They must be able to consult at each moment the permanent lexicon of crime 

and punishment. A secret punishment is a punishment half wasted.
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The historical moment of the disciplines was the moment when an art of the human body was born, which 

was directed not only at the growth of its skills, nor at the intensification of its subjection, but at the formation 

of a relation that in the mechanism itself makes it more obedient as it becomes more useful, and conversely.

What was then being formed was a policy of coercions that act upon the body, a calculated manipulation of 

its elements, its gestures, its behaviour. The human body was entering a machinery of power that explores 

it, breaks it down and rearranges it. A 'political anatomy', which was also a 'mechanics of power', was

being born; it defined how one may have a hold over others' bodies, not only so that they may do what one 

wishes, but so that they may operate as one wishes, with the techniques, the speed and the efficiency

that one determines. Thus discipline produces subjected and practised bodies, 'docile' bodies. Discipline 

increases the forces of the body (in economic terms of utility) and diminishes these same forces (in political 

terms of obedience). In short, it dissociates power from the body; on the one hand, it turns it into an 

'aptitude', a 'capacity', which it seeks to increase; on the other hand, it reverses the course of the energy, the 

power that might result from it, and turns it into a relation of strict subjection. If economic exploitation 

separates the force and the product of labour, let us say that disciplinary coercion establishes in the body 

the constricting link between an increased aptitude and an increased domination.

Pp 137-138, Docile Bodies
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For the observation that prison fails to eliminate crime, one should perhaps  substitute the hypothesis that prison has succeeded

extremely well in producing delinquency, a specific type, a politically or economically less dangerous -- and, on occasion, 

usable --

form of illegality;  in  producing  delinquents, in an apparently marginal, but in fact centrally supervised milieu; in producing 

the delinquent

as a pathologized subject. The success of the prison, in the struggles around the law and illegalities, has been to specify a

'delinquency'.

We have seen how the carceral system substituted the 'delinquent' for the offender, and also superimposed upon juridical 

practice a

whole horizon of possible knowledge. Now this process that constitutes delinquency as an object of knowledge is one with the

political operation that dissociates illegalities and isolates delinquency from them. The prison is the hinge of these two 

mechanisms;

it enables them to reinforce one another perpetually, to objectify the delinquency behind the offence, to solidify delinquency in 

the move-

ment of illegalities. So successful has the prison been that, after a century and a half of 'failures', the  prison still exists, 

producing the

same results, and there is the greatest reluctance to dispense with it. (p 277)
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The  art  of punishing,  then,  must  rest  on  a  whole  technology  of 

representation. The undertaking can succeed only if it  forms  part of 

a  natural  mechanics.  'Like  the  gravitation  of bodies,  a  secret  force 

compels us  ever towards our well-being.  This impulsion  is  affected 

only by the obstacles  that laws  oppose to it.  All  the  diverse actions 

of man  are  the effects of this interior tendency.' To find  the suitable 

punishment  for  a  crime  is  to  find the  disadvantage  whose  idea  is 

such  that  it  robs  for  ever the  idea  of a  crime  of any  attraction.  It 

is  an  art of conflicting energies,  an  art of images  linked  by associa-

tion,  the forging of stable connections  that  defy  time:  it  is  a  matter 

of establishing  the  representation  of pairs  of opposing  values,  of 

establishing  quantitative  differences  between  the  opposing  forces, 

of setting  up  a  complex  of obstacle-signs that  may subject the 

movement of the  forces  to a power relation (pp 104)

Foucault, Michel. Discipline and Punish: The Birth of the Prison. E-
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pp. 15, 2nd Paragraph, bottom (Foucault – Discipline & Punish/Birth of the Prison)

But the Revolution had immediately endowed it with a great theatrical

ritual.  For years it provided a spectacle.  It had to be removed to 

the Barriere Saint-Jacques; the open cart was replaced by a closed 

carriage; the condemned man was hustled from the vehicle straight 

to the scaffold; hasty executions were organized at unexpected times. 

In the end, the guillotine had to be inside prison walls and 

made inaccessible to the public (after the execution of Weidmann [Egen Weidmann, 

convicted of multiple kidnappings and murders, including that of Jean de Koven, 

American dancer] in 1939), by blocking the streets leading to the prison in which the 

scaffold was hidden, and in which the execution would take place in 

secret (the execution of Buffet and Bontemps [convicted of murdering a prison warden

and prison nurse] at the Sante in 1972). Witnesses who described the scene could

even be prosecuted, thereby ensuring that the execution should cease

to be a spectacle and remain a strange secret between the law and those it condemns. One 

has only to point out so many precautions to realize that capital 

punishment remains fundamentally, even today, a spectacle that 

must actually be forbidden.
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This is the historical reality of this soul, which, unlike the soul represented by Christian 

theology, is not born in sin and subject to punishment, but is born rather out of methods 

of punishment, supervision and constraint. This real, non-corporal soul is not a 

substance; it is the element in which are articulated the effects of a certain type of power 

and the reference of a certain type of knowledge, the machinery by which the power 

relations give rise to a possible corpus of knowledge, and knowledge extends and 

reinforces the effects of this power. On this reality-reference, various concepts have 

been constructed and domains of analysis carved out: psyche, subjectivity, personality 

consciousness, etc. on it have been build scientific techniques and discourses, and the 

moral claims of humanism. But let there be no misunderstanding: it is not that a real 

man, the object of knowledge, philosophical reflection or technical intervention has been 

substituted for the soul, the illusion of the theologians. The man described for us, whom 

we are invited to free, is already in himself the effect of a subjection much more profound 

than himself. A 'soul' inhabits him and brings him to existence, which is itself a factor in 

the mastery that power exercises over the body. 

The soul is the effect and instrument of a political anatomy; the soul is the prison of the 

body. (p 30)


