76 : THE ARTS OF THEORE’“?

with practices in the name of a theory, for example, Foucault's
Bourfiieu’s analyses. But to move in that direction is to open a not ves
Kantian question concerning a discourse which would be the art o
talking about or constructing theory as well as the theory of that art '
that is, a discourse that would be the memory and the practice, or

short, the life-story of tact itself.

Certeau, Michel de. The Practice of Everyday
Life. University of California Press, 1988.
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Chapter VI Story Time

S ONE EXPLORES the terrain of these practices, something is con-
stantly slipping away, something that can be neither said nor
“taught” but must be “practiced.” That is what Kant thought
@t judgment or tact. If he places the question at a “transcendental”
‘el in relation to practice and theory (and not in the position of a
wifrrential remainder in relation to the powers [lumiéres] of reason), he
#ses not explain what its language might be. On this subject, he resorts
» guotation: a common saw, something said by the “ordinary” man.
s still juridical (and already ethnological) procedure makes someone
ww utter the fragment to be glossed. The popular oracle (Spruch) must
sgwek about this art; the commentary will then explain this “saying.” To
sure, in proceeding in this way the discourse takes this saying seriously
“und does not consider it merely a deceptive blanket thrown over prac-
we=<), but it places itself outside, at the distance of an evaluating obser-
warion. It speaks about what someone else says about his art, not about
e art itself. If one maintains that this “art” can only be practiced, and
¢ outside of this practice it has no statement, language must also be
‘mwolved in this practice. It is an art of speaking, then, which exercises
precisely that art of operating in which Kant discerned an art of think-
2 In other words, it is a narration. If the art of speaking is itself an art
# operating and an art of thinking, practice and theory can be present

.

dn art of speaking

™% preceding investigations point in this direction. I shall distinguish
“wrween what is established and what remains hypothetical.

!} First, one fact is indicative. The ways of operating do not merely
#esignate activities that a theory might take as its objects. They also
wrgznize its construction. Far from remaining external to theoretical
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creation or at its threshold, Foucault’s “procedures,” Bourdieu’s “strate-
gies,” and tactics in general form a field of operations within whick
the production of theory also takes place. We thus return, though
on a different terrain, to Wittgenstein's position regarding “ordinars
language.”"

2) A possibility offers itself for making explicit the relation of theors
to the procedures from which it results and to those which are its objects
a discourse composed of stories. The narrativizing of practices is &
textual “way of operating” having its own procedures and tactics. Marx -
and Freud (not to go any further back) provide authoritative examples
Foucault moreover claims to write only “stories™ (“récits”). For his part. :
Bourdieu makes stories the vanguard and reference of his system. I=
many works, narrativity insinuates itself into scientific discourse as its
general denomination (its title), as one of its parts (“case” studies, “lifz
stories,” or stories of groups, etc.) or as its counterpoint (quoted
fragments, interviews, “sayings,” etc.). Narrativity haunts such discoursz
Shouldn't we recognize its scientific legitimacy by assuming that instead
of being a remainder that cannot be, or has not yet been, eliminated
from discourse, narrativity has a necessary function in it, and that
a theory of narration is indissociable from a theory of practices, as it

Can this narrativity be reduced to the “Description” we know froTn
#e classical age? One fundamental difference distinguishf:s them: in
sarration, it is no longer a question of approaching.a “reality” (a tech-
wizal operation, etc.) as closely as possible and making the text a(fccpt-
ghle through the “real” that it exhibits. On the contrary, narrated h1stor'y
sreates a fictional space. It moves away from the “real"—or' rather 1t
"‘mcnds to escape present circumstances: “once upon a time ther.e
was_ .. ." In precisely that way, it makes a hit (“coup™) fz'ir more than it
sescribes one. To adopt the words cited by Kant,'it is itself an act of
sghtrope-walking, a pbalancing act in which the c1rcumstar}ces (place,
.me) and the speaker himself participate, a way of know1'ng how ‘t‘o
manipulate, dispose, and “place” a saying by altering a set—in short, “a
matter of tact.”

Narration does indeed have a content, but it also belongs to the art ‘c.)f
making a coup: it is a detour by way of a pz.lst (“the other day,” ‘?n
siden days™) or by way of a quotation (a “saying,” a proverp? m‘ade in
srder to take advantage of an occasion and to modify an equilibrium by
mking it by surprise. Its discourse is characterized more by a way of
wrercising itself than by the thing it indicates. And one must‘grasp a
sense other than what is said. It produces effects, not objects. It is narra-

condition as well as its production?

To do that would be to recognize the theoretical value of the novel
which has become the zoo of everyday practices since the establishment
of modern science. It would also be to return “scientific” significance te
the traditional act which has always recounted practices (this act, ce
geste, is also une geste, a tale of high deeds). In this way, the folktale
provides scientific discourse with a model, and not merely with textual
objects to be dealt with. It no longer has the status of a document that
does not know what it says, cited (summoned and quoted) before and by
the analysis that knows it. On the contrary, it is a know-how-to-say
“savoir-dire”) exactly adjusted to its object, and, as such, no longer the
Other of knowledge; rather it is a variant of the discourse that knows
and an authority in what concerns theory. One can then understand the
alternations and complicities, the procedural homologies and social im-
brications that link the “arts of speaking” to the “arts of operating™ the
same practices appear now in a verbal field, now in a field of non-
linguistic actions; they move from one field to the other, being equally
tactical and subtle in both; they keep the ball moving between them—
from the workday to evening, from cooking to legends and gossip, from
the devices of lived history to those of history retold.

son, not description. It is an art O

f saying. The audience makes no

mistake on this account. It is quite capable of distinguishing art frgm a
mere “trick” (what one has only to know in order to perform it)—
and also from revelation/popularization (that which one must kn?w
‘mdefinitely)—just as the ordinary people Kant refers to (as for him,
where is he, then?) are capable of easily distinguishing the charlatan
#om the tightrope walker. Something in narration escapes the oréer' of
what it is sufficient or necessary to know, and, in its characteristics,
-ancerns the style of tactics.

It is easy to recognize this art in Foucault’s work: an art of suspense,
of quotations, of ellipsis, of metonymy; an art 9f conju.nf:ture .(current
events, the audience) and occasions (epistemologxcal, political); in short,
+n art of making “coups” with the fictions of stories. Foucault doe§ I:lOt
~we his effectiveness primarily to his erudition (prodigious though it is),
sut rather to this art of speaking which is an art of thinking and of
aperating. With the most subtle procedures of rhetoric, by clev‘er alter-
=ation of descriptive tableaux (exemplary “stories”) and analytl‘cal tab-
ieaux (theoretical distinctions), he makes what be says a'lppear evident to
the public he has in view, he disturbs the fields into which he movc?s ope
after the other, creating a new disposition of the whole. But with its
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historiographical “description” this art tricks its other and modifies its
law without replacing it by a different one. It does not have its own
discourse. It does not say itself. It is the practice of nowhere (non-lieu).
fort? da? There and not there. It pretends to be eclipsed by the erudition
or the taxonomies that in fact it manipulates. A dancer disguised as an

archivist. Nietzsche’s laughter rings through the historian’s text.

In order to grasp the relation between narration and tactics, we must
locate a more explicit scientific model for it, in which the theory of

practices takes precisely the form of a way of narrating them.

Telling “coups”: Détienne

Marcel Détienne, who is a historian and an anthropologist, has deliber-
ately chosen to tell stories. He does not examine Greek stories in order
to treat them in the name of something other than themselves. He rejects
the break that would make of them objects of knowledge and also
objects to be known, dark caverns in which hidden “mysteries” are
supposed to await the scientific investigation to receive a meaning. He
does not assume that behind all these stories, secrets exist whose gradual
unveiling would give him, in the background, his own place, that of
interpretation. For him, these tales, stories, poems, and treatises are
already practices. They say exactly what they do. They constitute an act
which they intend to mean. There is no need to add a gloss that knows

_ what they express without knowing it, nor to wonder what they are the
metaphor of. They form a network of operations whose formal rules and
clever “coups” are outlined by an enormous cast of characters.

In this space of textual practices, as in a chessgame in which the
pieces, rules and players have been multiplied out to the scale of a whole
literature, Détienne has an artist’s sense for the innumerable moves that
have already been executed (the memory of earlier moves is essential in
every game of chess), but he plays the game himself; he makes other
moves with this repertory: he narrates in his turn. He re-cites these
tactical moves. To say what they say, there is no discourse outside of
them. You ask what they “mean” (“veulent” dire)? T'll tell them to you
again. When someone asked him about the meaning of a sonata, it is
said, Beethoven merely played it over. It is the same with the recitation
of the oral tradition as analyzed by J. Goody: it is a way of re-telling the
consequences and combinations of formal operations, along with an art
of “harmonizing” them with the circumstances and with the audience.’
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The story does not express a practice. It does not limit itself to telling

smout a movement. It makes it. One understands it, then, if one enters
420 this movement oneself, as Détienne does. He expresses Greek prac-
sices by reciting Greek stories: “Once upon a time. . . .» The Gardens of

4donis, La panthére parfumée, Dionysos Slain , La cuisine du sacrifice—

. these are SO many fables from a practicing raconteur.’ He outlines Greek
serns and tricks by playing out their stories in his own way on the
sontemporary scene. He protects them against museographical alteration

&% means of an art that historiography is losing after having long held it
s be essential, and whose importance among other peoples is being
~discovered by anthropology, from Lévi-Strauss’ Mythologiques to the
=¢says in Bauman and Scherzer’s Ethnography of Speaking:“ the art of
selling stories. He thus operates between what historiography itself prac-
siced in the past and what anthropology is restoring today as a foreign
abject. In this interval we find the pleasure of storytelling taking on
scientific importance. The storyteller falls in step with the lively pace of
#is fables. He follows them in all their turns and detours, thus exercising
sn art of thinking. Like the knight in chess, he crosses the immense
~hessboard of literature with the “curved” movement of these stories,
%ke Ariadne’s threads, formal games of practices. In that very action he
“interprets” these fables as a pianist “interprets” a musical composition.
He executes them, privileging two “figures” in which the Greek art of
thinking is particularly active: the dance and combat, that is, the very
figures that the writing of the story makes use of.

With Jean-Pierre Vernant, Détienne has written a book on the Greeks’
métis, called Les ruses de | 'intelligence.5 This book is a sequence of
stories. It deals with a form of intelligence that is always “immersed in
practice” and which combines “flair, sagacity, foresight, intellectual
flexibility, deception, resourcefulness, vigilant watchfulness, a sense for
apportunities, diverse sorts of cleverness, and a great deal of acquired
:nq:x:ricncz:.”6 Even though it is absent from the image that Greek
thought constructed of itself, métis is extraordinarily stable throughout
Hellenism. It is close to everyday tactics through its “sleights of hand, its
cleverness and its strategems,” and through the spectrum of behaviors
that it includes, from know-how to trickiness.

Three elements in this analysis merit particular attention here, because
they differentiate métis more clearly from other sorts of behavior, but
also because they are equally characteristic of the stories that tell about
it. They are constituted by three relations of métis, to the “situation,” to
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disguise, and to a paradoxical invisibility. In the first place, métis counts J‘f

and plays on the right point in time (kairos): it is a temporal practice.
Second, it takes on many different masks and metaphors: it is an undoing
of the proper place (le lieu propre). Third, it disappears into its own

action, as though lost in what it does, without any mirror that re-presents

it: it has no image of itself. These characteristics of méris can also be
attributed to the story (récit). They thus suggest a “supplement™ to
Détienne and Vernant: the form of practical intelligence that they ana-
lyze and the manner in which they do it must also be connected by z
theoretical link if storytelling narrativity is also something like metis.

The art of memory and circumstances

In the relationship of forces in which it intervenes, meétis is the “ultimate
weapon,” the one that gives Zeus supremacy over the other gods. It is a
principle of economy: obtain the maximum number of effects from the
minimum force. It thus also defines an esthetics, as is well known. The
multiplication of effects through the rarefaction of means is, for different
reasons, the rule that organizes both an art of operating and the poetic
art of speaking, painting or singing.

This economic relationship delimits méris more than it indicates its
dynamic. The “turn” or inversion that leads the operation from its point
of departure (/ess force) to its destination (more effects) implies first of
all the mediation of a body of knowledge, but a peculiar one whose
characteristics are the duration of its acquisition and its composition as
an unending summation of particular fragments. It is a matter of “age,”
say the texts: they oppose the “experience of the old man” to the
“thoughtlessness of youth.” This knowledge is composed of many mo-
ments and many heterogeneous elements. It has no general and abstract
formulation, no proper place. It is a memory,” whose attainments are
indissociable from the time of their acquisition and bear the marks of its
particularities. Drawing its knowledge from a multitude of events among
which it moves without possessing them (they are all past, each a loss of
place but a fragment of time), it also computes and predicts “the multiple
paths of the future” by combining antecedent or possible particularities.’
A certain duration is thus introduced into the relationship of forces and
changes it. Metis in fact counts on an accumulated time, which is in its
favor, to overcome a hostile composition of place. But its memory
remains hidden (it has no determinable place) up to the instant in which

& reveals itself, at the “right point in time
 sected with time even though it contra
_wemporal duration. The flashes of this memory 1

& its treasure of past experiences an
= it: it contains all this knowledge within the smallest volume. It con-
wentrates the most knowledge in the
¥srmat, in an act transforming the situat
« a virtual philosopher’s stone! It recal
«eme of an identity correspondence betwee
kere extension means duration, and concentration me
=sans of this substitution of time for space,

wnending series of experiences (the cir
seir recapitulation (the center) coul

~odel of the occasion.
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” in a way that is still con-
dicts its usual concealment in a
illuminate the occasion.

The occasion is encyclopedic because of métis’s ability to use through
d to inventory multiple possibilities
least time. Reduced to its smallest
ion, this concrete encyclopedia
Is still more the mathematical
n a circle and its center. But
ans an instant. By
the correspondence of the
cle) with the punctual moment of
d be regarded as the theoretical

Limiting ourselves to these first elements, we can offer a schemat.lc
~snresentation of the “turn,” from its initial point (I)—less force.—to‘lts
zt;'minal point (IV)—more effects. We would then have something like

this: /’_‘__\»
(I) less more (IT)
FORCE MEMORY
more less

In (I), the force diminishes; in (1), memory—knowledgt? increases; In
in (1V), effects increase. These increases and
elding the following relationships:
knowledge

{111), time diminishes;
diminutions are related inversely, yi
netween (1) and (I1), the less force there is, the more memory= :
is required; between (11) and (111), the more memory-—kno'wledge thf:re is,
the less time is required: between (111) and (1V), the less time there is, the
greater the effects. :

8 The occasion is a nexus so important in all everyday practices, 'as we'll
as in the related “popular” stories, that we must try here to clarify this
preliminary outline. The occasion nevertheless constantly clu‘dcs attempts
1o define it, because it can be isolated neither from a comunctur‘e noi
from an operation. It is a fact that cannot be detached fro.m the “turn

or “trick” that produces it, because each time it is inserted in a sequence
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of elements, it distorts their relationships. Its presence causes distorti
generated in the situation considered by the bringing together of qualix

: ; ? : : e . | situations,
tively heterogeneous dimensions which are not merely contraries or com e 1S composed of two factua

tradictories. The index of this guileful process is the set of inverss
proportional relationships noted above: they are comparable to the pri-
portions and distortions that, through mirror effects (inversions, incur
vations, reductions or enlargements) or perspectives (the farther it is, the
smaller it is, etc.), permit the juxtaposition of different spaces in a singie
picture. But in the sequence into which the occasion is inserted, the
juxtaposition of heteronomous dimensions concerns time and space, or
state and action, etc. It is ‘marked by inversely proportional ratios
analogous to those which, in Pascal’s work, articulate different “orders™
and are of the type: all the more present because less visible; all the
fewer because more favored by grace; etc.’ Qualitatively, there are pas-
sages into something else through “twisted” relations, through successive
reversals.

Among the qualitative differences linked by these inverse relationships.
I shall point out at least two kinds whose insertion into a series requires
two distinct sorts of reading:

1) A difference between space and time yields the paradigmatic se-
quence: in the composition of the initial place (I), the world of the
memory (IT) intervenes at the “right moment” (I1I) and produces modifi-
cations of the space (IV). According to this kind of difference, the series
has a spatial organization as its beginning and its end; time is the inter-
mediary, an oddity proceeding from the outside and producing the
transition from one state of the places to the next. In short, between two
“equilibria” comes a temporal irruption: :

Space I ' 1 Time

2) A second difference between being established (a state) and operat-
ing (a production and a transformation) is combined with the first. It
plays moreover on an opposition between the visible and the invisible,
without exactly corresponding to it. Along this axis, one finds the fol-
lowing paradigmatic sequence: given a visible establishment of forces (I)

Sweween the being/ operating Cy
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111
' 2n invisible fund of memories (11), 2 punct;xs; a;; :;;rslter;ac;zyog thl
isi i tablished order ‘
S e in which invisible knowledge

i . By distinguishing
isi - then comes an operational part A
| e . cle and the visible/ invisible cycle one

miuces vV

ives at the following schema:

1 Invisible

v 111 Visible

& summary tabulation of these elements yields:

1) (1v)

1 (10 11

Pia)ce Memory Kairos Effects
+

Time +

A

+ +
Operation

£+ +

Memory m dia atia ansforma ion n € “right
€ ry me iates sp tial tr sformations. 1 the mode of tt)lrleak =
M}ﬂt in time” (kairos), it pTOdUCCS a founding rupture or :

- ¢

1 S,
g

ies is thus an opera
~rder. The goal of the series 1 ; ST chsobn
::sible organization. But this change requires the m.vxsxble resoTxre o
;ime which obeys other laws and which, taking it by surprise,

something from the distribution owning the space. e
This schema can be found in any number of stories. ; St
: A o

their minimal unit. It can take a comic form in the memory tha j

i i “But . ..you
the right moment, reverses a situation. In the fxchange. 'B e Zue
must be my father!” “Good God, my daughter!,. we see a piro i
1o the return of a time that the spatial distribution of }:he chtar:: e

: ; : st, by
i hodunit form in which the past,
not know about. There is a whod ' ! e
back, overturns an established hierarchical order: I_Ie Tustf brem. e
dere; then!” The structure of the miracle has a simi ar form:

Appearance

TR PR
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another time, from a time that is alien, arises a “god” who has %&m‘.»
characteristics of memory, that silent encyclopedia of singular acts, ane
who, in religious stories, represents with such fidelity the “popular®

memory of those who have no place but who have time—*“Patience’
With variations, each repeats the recourse to a different world fros

which can, must, come the blow that will change the established order
But all these variants could very well be no more than the shadows—
enlarged into symbolic and narrative projections—thrown by the jour-

nalistic practice that consists in seizing the opportunity and makin:
memory the means of transforming places.

A final point remains to be determined, the most important one: how
does time articulate itself on an organized space? How does it effect its
“breakthrough” in the occasional mode? In short, what constitutes the

implantation of memory in a place that already forms an ensemble
That implantation is the moment which calls for a tightrope-walker's
talent and a sense of tactics; it is the instant of art. Now it is clear
that this implantation is neither localized nor determined by memory-
knowledge. The occasion is taken advantage of, not created. It is fu'r-
nished by the conjuncture, that is, by external circumstances in which 2
sharp eye can see the new and favorable ensemble they will constitute,
given one more detail. A supplementary stroke, and it will be “right.” In
order for there to be a practical “harmony,” there is lacking only a little
something, a scrap which becomes precious in these particular circum-
stances and which the invisible treasury of the memory will provide. But
the fragment to be drawn from this fund can be inserted only into a
disposition imposed from the outside, in order to transform it into an
unstable, makeshift harmony. In its practical form, memory has no
ready-made organization that it could settle there. It is mobilized relative
to what happens—something unexpected that it is clever enough to
transform into an opportunity. It inserts itself into something encoun-
tered by chance, on the other’s ground.

Like those birds that lay their eggs only in other species’ nests, memory
produces in a place that does not belong to it. It receives its form and its
implantation from external circumstances, even if it furnishes the con-
tent (the missing detail). Its mobilization is inseparable from an altera-
tion. More than that, memory derives its interventionary force from its
very capacity to be altered—unmoored, mobile, lacking any fixed posi-
tion. Its permanent mark is that it is formed (and forms its “capital”) by
arising from the other (a circumstance) and by losing it (it is no more

STORY TiI¥
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when proper places become autonomous. It responds more than it
records, up to the moment when, losing its mobile fragility and becom-
ing incapable of new alterations, it can only repeat its initial responses.

This system of responsive alteration organizes, from moment to mo-
ment, the tact accompanying insertion into a circumstantial ensemble.
The occasion, seized on the ground, is the very transformation of touch
into response, a “reversion” of this surprise which is expected without
being foreseen: what the event inscribes, no matter how fleeting and
rapid it may be, is reversed, reverts back to it in the form of a word or
an act: a flash repartee. The vivacity and appropriateness of this repartee

" are inseparable from their dependence on the instants which occur and
from the vigilance that they mark all the more because there is less of a
proper place to protect oneself and oneself’s memory against their
occurrence.

2) This response is singular. Within the ensemble in which it occurs, it
is merely one more detail—an action, a word—so well-placed as to
reverse the situation. But what else could memory provide? It is com-
posed of individual bits and fragments. One detail, many details, are
memories. Each of them, when it emerges in a shadowy setting, is rela-
tive to an ensemble which lacks it. Each memory shines like a metonymy
in relation to this whole. From a picture, there remains only the delicious
wound of this deep blue. From a body, the luminosity of its eyes, or the
texture of a bit of white glimpsed through a gap in a hairdo. These
particulars have the force of demonstratives: that fellow who was going
by all bent over . .., that odor, which came from some undetermined
source. . .. Sharp details, intense particulars already function in the
memory as they intervene in the occasion. The same tact is exercised in
both cases, the same art of connecting a concrete detail and a conjunc-
ture in a relation which, in the memory, is suggested as the trace of an
event, and in the occasion, operates through the production of an accord
or “harmony.”

3) The oddest thing is no doubt the mobility of this memory in which
details are never what they are: they are not objects, for they are elusive
as such; not fragments, for they yield the ensemble they forget; not
totalities, since they are not self-sufficient; not stable, since each recall
alters them. This “space” of a moving nowhere has the subtlety of a
cybernetic world. It probably constitutes (but this reference is more
indicative than explanatory, referring to what we do not know) the
model of the art of operating or of that métis which, in seizing occasions,
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indi i ison—has bee
ion— discreet instant, that poison
reasons the occasion that in cet inst b
controlled by the spatialization of scientific discourse. As the c}t\ms;xtu_t:s}:
ientifi iti i that fugiti
ting ceaselessly reduces time, :
of a proper place, scientific wri
'!emznt to the normality of an observable and readable system.. I.n tltns
:my su’rprises are averted. Proper maintenance of the place eliminates

these criminal tricks.

But they return, not only surreptitiously and silently in this scientific

activity itself'2 and not only in daily practices which, lthoyngt;at;ai :go
longer have a discourse, are nonetheless c?xtant, but 2'180 1 3
ze them in these stories all we have to
do is not limit ourselves to examining their forn.ls or repe}t]mvei:t:icglorrc;
(though this is also a necessary task). A certain know-how b
here, in which all the characteristics of t}.le' art of memory o
cerned. 1 offer just one example. The significance of a sto'ry ; a; s
known, and therefore classifiable, can be rth':rsed by a sing eh'(cjlden .
stantial” detail. To “recite” it is to play on this exn:f elfem.efr_lt 1t o
the felicitous stereotypes of the commonplacF. The “insignifican -
inserted into the framework that supports 1t makes_the comprlthonf;;m31
produce other effects. He that hath ears t9 hear, let. him heax;i 4 et T c};
tuned ear can discern in the saying th.e dlfferer}ce introduce : zfm e
of saying (it) here and now, and remains attentive to these guile

f the storyteller.
onltth\i(l))zlr(; ‘:)e interes:/ing to examine more clo§ely the turns1 th:‘n ttz::
form into occasions and opportunities ?he stories o'f the col ecl:] 1iv: e
sury of legends or everyday conversation and which concer e

ure, once again, rhetoric.'’ But one can already take as a p ;

:‘::/s hy;;othesis that in the art of telling about ways of operating, the

wily, everyday stories. To recogni
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lz;tter is already at work. Thus it is exemplary that Détienne and Vernant
; ould”h;lve mlz;lde themselves the storytellers of this “labyrinthine intel-
igence” (“intelligence en dé = i is
it !4 This'discurs}i;ve pra;ig:iafl:; ),tas F(rlal?cmse S
: e story (/'histoire) i i i
e y e) is both its art and its
hAt.bottom, this is all a very old story. When he grew old, Aristotle
;v. ois n‘ot generally considered exactly a tightrope dancer, liked to lose
1r1?self in the most labyrinthine and subtle of discourses. He had then
:ll:nved at the age of. métis: “The more solitary and isolated 1 become
abei r'norc.a I come to like stories.”'® He had explained the reason admir-
. il as in the older Frefxd, it was a connoisseur’s admiration for the tact
at composed harmonies and for its art of doing it by surprise: “The

k)

Part 111

Spatial Practices

Chapter VII Walking in the City

EEING Manhattan from the 110th floor of the World Trade
S Center. Beneath the haze stirred up by the winds, the urban

island, a sea in the middle of the sea, lifts up the skyscrapers over
wall Street, sinks down at Greenwich, then rises again to the crests of
Midtown, quietly passes Over Central Park and finally undulates off into
+he distance beyond Harlem. A wave of verticals. Its agitation is
momentarily arrested by vision. The gigantic mass is immobilized before
the eyes. It is transformed into a texturology in which extremes
coincide—extremes of ambition and degradation, brutal oppositions of
-aces and styles, contrasts between yesterday’s buildings, already trans-
formed into trash cans, and today’s urban irruptions that block out its
<pace. Unlike Rome, New York has never learned the art of growing old
by playing on all its pasts. Its present invents itself, from hour to hour,
i the act of throwing away its previous accomplishments and challenging
the future. A city composed of paroxysmal places in monumental reliefs.
The spectator can read in it a universe that is constantly exploding. In it
are inscribed the architectural figures of the coincidatio oppositorum
formerly drawn in miniatures and mystical textures. On this stage of
concrete, steel and glass, cut out between two oceans (the Atlantic and
+he American) by a frigid body of water, the tallest letters in the world
compose a gigantic rhetoric of excess in both expenditure and pro-
duction.'
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millennia. In earlier times, the reader interiorized the text; he made o
voice the body of the other; he was its actor. Today, the text no lomge
imposes its own rhythm on the subject, it no longer manifests it
through the reader’s voice. This withdrawal of the body, which is @
condition of its autonomy, is a distancing of the text. It is the reade”
habeas corpus.

Because the body withdraws itself from the text in order hencefort® «
come into contact with it only through the mobility of the eye,” the
geographical configuration of the text organizes the activity of the read=
less and less. Reading frees itself from the soil that determined it. '
detaches itself from that soil. The autonomy of the eye suspends tf
body’s complicities with the text; it unmoors it from the scriptural place.
it makes the written text an ob-ject and it increases the reader’s pose
bilities of moving about. One index of this: the methods of spes
reading.”® Just as the airplane makes possible a growing independemn:e
with respect to the constraints imposed by geographical organization,
the techniques of speed reading obtain, through the rarefaction of the
eye’s stopping points, an acceleration of its movements across the page.
an autonomy in relation to the determinations of the text and a mult-
plication of the spaces covered. Emancipated from places, the reading '
body is freer in its movements. It thus transcribes in its attitudes evers
subject’s ability to convert the text through reading and to “run it" the
way one runs traffic lights.

In justifying the reader’s impertinence, 1 have neglected many aspects
Barthes distinguished three types of reading: the one that stops at the
pleasure afforded by words, the one that rushes on to the end ant
“faints with expectation,” and the one that cultivates the desire to write:"
erotic, hunting, and initiatory modes of reading. There are others, ir
dreams, battle, autodidacticism, etc., that we cannot consider here. I~
any event, the reader’s increased autonomy does not project him, for the
media extend their power over his imagination, that is, over everything
he lets emerge from himself into the nets of the text—his fears, his
dreams, his fantasized and lacking authorities. This is what the powers
work on that make out of “facts” and “figures” a rhetoric whose target i
precisely this surrendered intimacy.

But whereas the scientific apparatus (ours) is led to share the illusion
of the powers it necessarily supports, that is, to assume that the masses
are transformed by the conquests and victories of expansionist produc-
tion, it is always good to remind ourselves that we mustn’t take people

for fools.
A%

that no longer organize practices. P

Part V
Ways of Believing

GRS

Chapter XIII Believing and
Making People Believe

1 like the word pelieve. In general,
when one says “1 know,” one doesn’t
know, one believes. '
Marcel Duchamp, Duchamp du signe
(Paris, Flammarion, 1975, p. 185)

gws, Léon Poliakov once said, are French people who, insteadkof
no longer going to church, no longer g0 to synagogue. In '.x.he
comic tradition of the Hagadah, this joke referred to past beliefs
olitical convictions seem today to be
h. One is a socialist because one used to be one,
tions, attending meetings, sending in one’s
dues, in short, without paying. More reverential than identifying, mem-
nership is marked only by what is called a voi.cet, (voix: a voice, a vote)f
+his vestige of speech, one vote per year. Living off a sef'nt?lance 0
“pelief,” the party carefully collects the relics of former f:onthlon's an.d,
given this fiction of legitimacy, succeeds quite well 1n manag.mg its
affairs. It has only to multiply the citation of these phantom witnesses
by surveys and statistics, to re-cite their litany. : :

A rather simple technique keeps the pretense of this belief

that is required is that the surveys ask not about what directly attaches

them
its “members” to the party, but about what does n.ot‘ attr‘act“ en
but their inertia: 1f it is

slsewhere—not about the energy of convictions,
false that you believe in something else, then it must be true that yf)u are
still on our side.” The results of the operation thus count (on) vestiges of

following the same pat
a0 longer going to demonstra

going. All
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