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Aesthetic Separation, Aesthetic Community:
Scenes from the Aesthetic Regime of Art!

Jacgues Ranciere

| shdl bring up my subject by a short andysis of three propostions on community and
separation. | take the word (eropostionQin its widest sense: a propostion means a statement;
it means a proposl or an offer; it aso means an artistic dispostif which lendsitself to some
form of respons or interaction.

Georges Seurat, Bathers at Asnis res (1884) oil on canvas, 79%/;0x 118-'/;Q (detail) Reproduced by
kind permission of the National Gallery / Urban Encampment Je & Nou (video still), Reproduced by
kind permission of Urban Encampment.

Thefirst propostion | shdl comment uponis the shortest one It is a podic statement
in four words: four French words GZparZs, on est ensembleCthat | will trandate as follows:
Q\pat, we are togeheO This statement is quoted from a prose-poem by MallarmZ (OThe
White Water lilyO| will remind youwha the poem is about The pod makes a small bo trip
ontheriver in order to see alady who is suppo®d to stay somewhere along theriver in the
neghbouhood;as he ges close to the place where he bdieves tha she stays, he hears alight
noise of footsteps tha might be the sign of the presence of the invisible lady; after having
enjoyed tha proximity, the pod decides to keep the mystery of thelady and the secret of thar
bengtogehe unviolated by silently moving back without seeing her and being seen by her.
The poem was first published in a magazine entitled Art and Fashion. So it is easy to blame
the paradox of the ®eng togeher apartOon the sophisticated attitude of the poe in search of
both metaphyscal purity and refined sensations That easy attitude has to ignore two things
first the solitude of the being togeher was put at the same time on two large canvasses that
were to pass on as paradigms of moden panting, | mean Seurat@ GrandeJatte and Bathing
in Asnieres, two pictures which alegedly have been conceived of as moden trangpostionsof
the Athenian frieze of the Panathenaa. Secondthe pod himself stressed that the crisis of the
verse was part of an @deal crisisOwhich, hesaid, wasitself dependent ona @odd crisisO This
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suggests tha the very form of the prose-poen may have some kind of relation with the
panterly conjundion of high art and popubr leisure, some kind of relation, | would add, that
might be itself a @istantOrelation, jugd as the relation of the silent boaer with the invisible
lady.

I&Us

Urban Encampment 'scale model', Reproduced by kind permission of Urban Encampment.

Appaently contemporary art and sodal life have nothing to do any longe with those
podic landsapes of the 1880s. Indead we live in a time when artists don®care much for
water lilies B except for the sake of pod-moden parody Bnor even for panting. We also live
in cities where the subutban youths have a darker skin and a more boisterousattitudethan the
teenagers of Bathing in Asnieres. But this is precisely the point where the matter of being
togaher apat takes on anew shgpeand anew signification. A number of artists to-day set out
to create no more artworks. Indead they want to ge out of the museum, and provoke
modifications of the space of everyday life, giving rise to new forms of relations Thar
propostionsengage thereby with the new forms and the new discontents of sodal life around
Asnieres. This is the case of a project proposed by a French group of artists called Urban
Encanpment (Canmpement Urbain). The project engages with the situaion of one of the most
wretched outskirts of Paris where riots broke out last autumn. Now the way it tackles the
problem seems paradoxical. Much of the stuff tha we can read or hear about the @risis of the
subutbsOdedls with the loss of the Goda bondprovoked by mass individudism and the
necessity to weave it agan. Now the project undestandsit in a very peculiar way since it
proposs to create in tha wretched subuib a place that would be @xtremely useless, fragile
and non produdived That place had to be discussed with whoever wanted to discuss it among
theinhabitants and put unde of the protection of the community. But it would be dedicated to
a specific end: solitude, which meant that it would be conaesived and implemented as a place
that could be occupied only by oneperson for the sake of londy contemplation or meditation.
This is why the project was caled | andus So the ®edng togeher aparthppears to be more
than a podic sophistication. Congructing a place for solitude an @estheticOplace appears as a
task for engaged art. The possibility of being apart appears to be the dimendon of sodal life
which is precisely made impossible by the ordinary life in those subuibs Such is the
argument which is embodied in the scale-modd and aso printed on the tee-shirt of this black
youth in a video-film assodated with the project where the members of the neighbouhood
wear on a tee-shirt a sentence chosen by them. The black youth who exposes his taste for
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solitudecan be viewed of as a descendant of one of the youngbahersin Asnieres tha would
have met a descendant of the pod: a descendant, from the aesthetic point of view Ba point of
view which appaently is wha is needed to pull the question of the community out of its
ethnic configuration Bbeit its multi-ethnic configuration.

e

Je veux un mot vide
que je puisse remplir

| want an emply word
that | could fill

Urban Encampment Je & Nou (video still), Reproduced by kind permission of Urban Encampment.

So there is something in common between the prose poem of the refined writer and
tha new form of art tha tries to create new forms of soda bonds in the Gadd
neighbouhoods Each of them presents us oneface of a common paradox: the Godial crisisO
and its possible solution are the background of the appaently apolitical poen about the
unatainable lady. Convesely the intervention of aform of art devoted to the condrudtion of
empty places seems needed by the undedogsof the poor sububs How can we spdl out the
enigmatic link between those two forms of art? In order to pose the problem, | shdl borow
my third @ropostionOfrom a philosophical work which is itself the produd of a separated
community, since | borrow it from Deleuze and Guattari@ book What is Philosophy? From
thesection on art, | quot a paagraph which is at the same time a definition of what the artist
does and a statement on the political import of art:

The writer twists language, he makes it vibrate, embracesit and splits it in order to tear the
percep out of the perceptions, the affect out of the affectons, the sensation out of the opinion,
with aview b hopefully- to that pegple thatis still missing (...) thisisthetask of any art, and itis
in the same way that painting and music tear out of colours and sounds the new chords, the
pladic or melodic landscapesor the rhythmic characters thatlift themup to the song of the earh
or the cry of Men: that which constitutes the tone, the heath, a visual or sound block. A
monumert does not commemorate; it does not celebrate some pad evert but it confidesto the
earsof the future the enduring sensations that give it its body: the ceaglessly revived suffering
of men their rerewed proted, their relertlesly resumed struggle. Would everything be vain
because the suffering is eternal and the revolutions donOtsurvive their victory? But the succes
of arevolution only liesin itself, precisely in the vibrations, the embracesand the openings that
it gave to human beings at the time of their happening and that make up a monumert which is
constartly evolving, like those tumuli to which eachnew visitor brings a stone.

The philosophes appaently come up with our expectation by spdling out wha is
@ommonObetween the GeverieQof the refined pod and the engagement of the contemporary
artist: the link between the solitude of the artwork and the human community is a matter of
(randormed sensationd Wha the artist does is weave a new sensory fabric by tearing
percepts and affects out the perceptions and affectionstha conditute the fabric of ordinary
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experience. Weaving this new fabric means creating a form of common expression, or aform
of expression of the community, namely Ghe song of the earth or the cry of menOWhat is
common is @ensationd The humen bengs are tied togeher by a certain sensory fabric, |
would say a certain distribution of the sensible, which defines their way of bengtogeher and
politics is about the transformation of the sensory fabric of the ®eng togehaO So far it
seems tha the paradox of the @part togetherOhas vanished. The solitude of the artwork is a
false solitude it is a knot or a twist of sensationsjug as the cry of a human bodyis. And a
human collective is aknotand twist of sensationsin the same way.

But it soon appears tha the sensory transformation of the beng togeher goes through
a complex set of connectionsand disconnections First, wha was traditiondly described as a
(@noddlingOof raw materials becomes a diaectic of @mbracingdand Gplittingd The result of
this dialectic is a QibrationOwhose power is transmitted to the human community, that is to
say to a community of men whose activity isitself defined in terms of embrace and splitting:
suffering, resistance, cries. But, in order tha the complex of sensations communicates its
vibration, it has to be solidified in the form of a monument. Now the monument in turn takes
ontheidentity of a person who speaks to the @ars of the future® And that speech itself seems
to beadoubk one The monurent tranamits the suffering, protest and struggle of men; butit
trangmits it by transmitting what is apparently opposed to it: the ®ong of the earth® the song
of the inhumen, the song of the forces of the chaos tha resist the human will of
transformation. It isin this way that the GolitaryCblock of soundsand colours can become the
(MealthOof individuds and communities. But tha coinddence itself is a problematic one The
relation between the ®lodk of soundsand coloursOand the iealthOof the community might
beonly a matter of andogy. The opeaationsof torsion, embrace and splitting which definethe
way in which art weaves a community are made en vue de D vith a view toQin the hopeof -
apeople which is still missing. Themonunment is at the same time the confidant of the people,
the ingrument of its creation and its representative so long as it is not here. The @ommunity
of sensationOseemed to solve the paradox of the Gpart togetherOby equaing the Gndividudd
produdion of art with the fabric of collective life. But the solid produd of the action which
GwistsOthe materials of sculpture or panting remains somewhere between the cry of the
suffering and struggling people and the Gong of the earth® between a voice of human division
and a melody of cosmic Dinhurren Bharmony. The artistic Goice of the peopleQis the voice
of a people to come. The people to come is the impossible people tha would be at the same
time the divided people of the protest and the collective harmony of a people attuned with the
very breath of Nature, beit a chaotic or a@haosmaticOnature.

Wha my three propositionsdo is to define a specific kind of community: let us call it
an aesthetic community in general. An aesthetic community is not a community of aesthetes.
It is a community of sense, or a sensus communis. This meansthree things A community of
sense first is a certain combindion of sense data. This also means a combingion of different
senses of sense. The words of the pod are sensory realities which suggest another sensory
reality, which in turn can be perceived as a metaphor of the podic activity. The inhabitants
put a white sentence on their black tee-shirt and they choos a certain stance to present it in
front of the camera, etc. Thisisthefirst level of @ommunity® Now in my three examples that
community takes on a specific figure, tha | will call a dissensud figure. The words of the
pod arefirst used as neutral tools to frame a certain sensorium. They describe us a movement
of the arms oriented towards a certain aim: reaching a place which could be visudised on a
space. But they supgimpos to tha sensorium anothe sensorium organized around tha
which is specific to therr own power, soundand absence. They stage a conflict between two
regimes of sense, two sensory worlds This is what dissensus means. The GragileOand (on
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produdiveGcongdruction suspended abovethe poor subuib gives a visual manifestation and an
architectural solidity to tha dissensud relation. And the philosophe gives a conaeptud frame
to tha tengon between two sensory worlds Thisisthe second point.

Now what the philosophical propostion shows is tha the tenson between being
together and bang apart plays on a doubk level. The artistic @ropostionOconflates two
regimes of sense D aregime of conjundion and a regime of digundion. Now the community
built by that dissensus stands itself in a twofold relationsip with another community, a
community between human beings This is the third point. MallarmZ3 poeiry aims at giving
to the democratic community the Geal &that cannotbe broughtaboutby the countof the votes.
Its very distance from sodal engagement is also a way of preserving, in the absence of the
@rowdQ its capecity of intervention in the Qestivals of the futureQ The congruction of the
londy place of Urban Encampment aims to create new forms of sodalization and a new
awareness of the capacity of anyone® But its own way of elaboration wants to be aready an
actudization of tha community. Deleuze and Guattari elaborate on tha doubk relation. On
the onehand, the @ommunity of senseOwoven by artistic practice is, in the present, a new set
of vibrations of the human community; on the other hand, it is a monunent that standsas a
mediation or a subditute for a people to come. The paradoxical relation between the Gpatd
and the GogetherQis aso a paradoxical relation between the present and the future. The art
work is the people to come and it is the monurrent of its expectation, the monunent of its
absence. Theartigtic @issensud communityGhas a double body: it is a combination of means
for produang an effect out of itself: creating a new community between human beings a new
political people. And it is the anticipated reality of tha people. The tendon between (eng
apartOand ®eng togeheis tied up with another tenson between two statuses of artistic
practice: as ameansfor produdng an effect, and asthereality of tha effect. To the extent tha
it is a dissensud community, an aesthelic community is a community structured by
disconnettion.

Undeastanding what is exactly disconnected and what is at stake in tha disconnection
is crudal to the interpretation of what QestheticsOand the (olitics of aestheticsOmean. The
canonical interpretations of artistic modenity and of aesthetics propoe three major
interpretations of the ®ang together apart® there is the modernist view of the autonomy of
the artwork, which connests more or less loogly its ®eng apatOwith the e ng togetherOof
a community to come ; there is the podmodenist view which makes the ®eng apartOan
aristocratic illuson aimed at dismissing the real laws of our being together; and there is the
aesthetic of the sublime which turns the modernist ®eang apatOof the artwork into a radical
heterogendty, witnessing to the human condition of heteronorny, forgotten by the modenist
dream of a community of emandpated men. | bdieve tha noneof thos three interpretations
get to the point of what the aesthetic disconnection means, tha isto say of what the aesthetic
break means

The aesthetic break has generadly been undestood as a break with the regime of
representation or the mimetic regime. But wha mimesis or representation means has to be
undestood. Wha it meansis a regime of concordance between sense and sense. As it was
epitomized by the classical stage and the classical dodrine on the thegtre, the theatre was the
place of a doubke hamony between sense and sense. The stage was thought of as a
magnifying mirror where the spectators could see, unde afictiond form, thevirtues and vices
of thar fellow men and women. And that vision in turn was suppo®d to provoke determined
moves in ther minds Moliere® Tartuffe supposdly taught the spectators to recognize
hypoaites; Voltaire® Mahonet taughtthem to struggle for tolerance agang fanicism, etc.
Now tha capecity of produang the doubk effect of intellectud recognition and well-oriented
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emotion was predicated itself on a regime of concordance inheent to representation itself.
The performance of the bodies on the stage was a display of signsof thoughs and emotions
tha could be read unequivocally because they had a grammar which hdd as the languaye of
nature itself. This is wha mimesis means the concordance between the complex of sensory
signsin which the process of poiesis is displayed and the complex of the forms of perception
and emotion throughwhich it is felt and unde'stood B two processes which are united by a
unique Greek word: aisthesis. Mimesis first means the correspondence between poiesis and
aisthesis. Because there was a languaye of naural signs there was continuity between the
intrindc congstency B or the Gutonomyd- of the play and its capacity of produdng ethical
effects in the mindsof the spectators in the theatre and in ther behaviours out of the thesatre.
The Geang apatCof the stage was taken in the continuity between the ®eing togeherOof the
signsdisplayed by the representation, the beng togehe of the community addressed by it
and the universality of human nature. The stage, the audience and theworld are taken in one
and the same continuum

Mog of ourideas aboutthe political efficiency of art still cling to tha modd. We may
not bdieve any more tha the exhibition of virtues and vices on the stage can mend human
behaviours. But we are still proneto bdieve tha the reprodudion in resin of a commercial
idol will make usresist the empire of the @pectacleQor tha the phobgraphy of some atrodity
will mobilize us agang injugice. Moden or pod-moden as we purport to be we easily
forget tha that the consstency of tha modd was called into question as soon as the 17605 or
the 1780@ Rousseau first questionad that suppasedly straight line between the performance
of the actors on the stage, its effect on the mindsof the spectators and ther behaviour outside
the thestre in his Letter on the spectades. He made the point about Moliere® Misanthrope
does the play urge us to praise the sincerity of Alcestes againg the hypoaisy of the socalites
who surround it? Does it prompt us to privilege thar sense of sodal life agand its
intolerance? The question remains undecidable. Now the problem reaches further back: How
can the theatre unval the hypaocrites since wha they do is wha defines its own essence:
showing the signs on human bodies of thoughs and feelingstha are notthers. Thereisagep
at the heart of the mimetic continuity. The gap was spdled out, twenty years after Rousseau(@
Letter by another hypoaite, Franz Moor in Schiller@ Die Raube (The links of naure are
broken® The statement is not a mere matter of family drama. The two Moor brothers, the
hypoaite and therebd, both declare in ther words and evince in thar behaviour the collapse
of the naure tha sustained the coinddence beween the law of compostion of the
representation and the law of its ethical efficiency. Wha is broken is the continuity between
the thoughtand its signson the bodies, between the performance of the living bodies and its
effect on other bodies. Aesthetics first means tha collapse; it first means the rupture of the
hamony tha allowed the correspondence between the texture of thework and its efficiency.

There are two ways of coping with the rupture. The first way oppo®s to the
undecidable effect of the representationd mediation a beng togehe without mediation. Such
was the condusion of Rousseau@® Letter: the evil does not only lie in the content of the
representation. It lies in its structure. It lies in the separation between the stage and the
audience, beween the peformance of the bodes on the stage and the passivity of the
gpectators in the theastre. Wha mug take the place of the mimetic mediation is theimmediate
ethical performance of a collective tha ignares any separation between performing actors and
passive spectators. Wha Rousseau oppo®s to the play of the hypoaite is the Greek civic
festival where the city presents itself to itself, where it singsand dances its own unity. The
modd is not new. Plato had already oppo®d the ethical immediacy of the choros to the
passivity and thelie of the theatre. Neverthdess it could pass on as the moden sense of anti-
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representation: the theatre tumned into the @athedral of the futureOwithout any separation
between the stage and the audience; the living community, expressing in its attitudes the law
of its beng togdher. The acme of that vison was proposd oneyear before the First World
War in the @empleQof Hellerau near Dresden where the choruses of Orphee and Eurydice
were performed , on the stairs congructed by Adolphe Appia by a choir trained by Emile
Dalcroze® rhythmic gymnastic. The choir itself was suppod to blend the children of the
artistic elite of modernist Europebtha made up thebulk of the audience - and the children of
the workers of the local factory entitled @erman Workshopsfor Art in IndugryQ In such a
way the representationd mediation was entirely absorbed in the immediate fuson of
gymnastic and musc, activity and spectatorship, art and indudry, etc. It was replaced by the
immediate communion of al forms of sense and all senses of sense, from factory work to
divinemusc.

We purport to be far from such utopias. Our artists have learnt to use this form of
hype-theatre for the optmisation of the show rather than for the celebration of the
revolutionay identity of art and life. But what remainsvivid, both in ther practice and in the
criticism they undego, is precisely the @ritiqueof the spectacleQ theidea that art has to give
us more than a spectacle, more than something dedicated to the ddight of passive spectators,
because it has to act in favour of a sodety where everybody should be active. The @ritiqueof
the spectacleQoften remains the apha and the omega of the @olitics of artO What this
identification discards is the investigaion of a third term of efficiency that gets out of the
dilemma of representationd mediation and ethical immediacy. | assume that this Ghird termO
is aestheic efficiency itself. Aesthetic efficiency means a paadoxica kind of efficiency tha
is produced by thevery break of any determined link between cause and effect.

It is precisely this inddermindion tha Kant conceptudized when he defined the
beautiful as Qvha is represented as an object of universal ddight apat from any conceptO
That definition has often been aligned with the old definition of beauty as hamony and it has
been contrasted with the break of the sublime tha would give the formula of moden rupture
with representation. | think tha this view dismisses theradical break with the representationd
logic that is entailed in the @part from any conceptO It means that there is no longe any
correspondence between the conagpts of artistic poiesis and the forms of aesthetic pleasure,
no longe any deermined relationship beween poiesis and aisthesis. Art means the
implementation of a set of conaepts, the beautiful has no concepts. Wha is offered to thefree
play of art is a free appearance. This means tha the free appearance is the produd of a
disconnected community between two sensoria B the sensorium of its fabrication and the
sensorium of its enjoyment.

That disconnection could be emblematized by the body of a crippled and beheaded
statue the statue known as the Torso of the Belvedere, tha was elected as the masterpiece of
Greek Art by Winckelmann in his History of Antique Art, published twenty five years before
Kant@ Third Critique Windkelmann® descriptions have come into a twofold criticism. On
the onehand they have been viewed as the paradigm of the nasve admiration for the ill and
noble lines of afanded antiquebeauty by the partisans of a sublime artistic modenity in line
with a revived Dionysan antiquity. On the othe hand they have been viewed as the first
expression of the romantic dream of a new Greece tha led to the disastrous utopia of the
community as a work of art tha alegedly led itself to the Soviet camps and the Nazi
extermination of the Jews. Thos two views miss the singularity of the kind of (Greek
pafectiond embodied in the Torso and in Winckelmann® description. How are we to
undestand that the paradigm of supreme beauty is given by the statue of a crippled divinity
which has no face to express any feeling, no arms or legsto command or achieve any action?
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Wha increases the paradox is Windkelmann® decision to consder the statue as a
representation of Hercules, the hero of the Twelve Works. His Hercules was an idle Hercules,
a Hercules after the works, tha had nothing more to do or to suffer, tha had no more will or
feeling. He was only, occupied in the meditation of his deeds a headless meditation of course
tha was readable only in the muscles of the torso and the back. But wha relation of andogy
can there be between the meditation of an action and a muscle of the abdomen? The folds of
the torso expressed the meditation to the extent tha they expressed nothing, tha they were
similar to the waves of the sea. The Torso, Winckelmann said, was the masterpiece of Greek
art, which aso meant the supreme expression of Greek liberty. But the sole expression of that
liberty was thewavelike folds of the stonewhich had no relation whasoever with liberty and
were unable to give any lesson of courage or freedom.

So the so-called paradigm of classical beauty encapsaulates in fact the collapse of the
representationd logic, which equaed beauty with expressivity. In tha sense, its immediate
legacy should be looked for not in Canova@ neo-classical statues but in Kleist@ text on the
puppe@ theatre D a text that emphasizes the displacement from a body to another body B
from the expressivity of the face, the arms or the legs to the body of the dancer whos soul
standsin the elbow or in the lumbar vertebrae. Such would be the prindple of moden dance:
setting aside the expressionsof the @iving bodyQin order to free the capacities of other bodies
by exploring the digundions between the fundiond body, the expressive body and the
indeerminae body. The Torso may have been muitilated for entirely casud reasons But wha
is not casud, wha marks a historical watershed (turning point) is the identification between
theprodud of tha mutilation and the perfection of art. It isthe same overturn that had aready
been performed by Vico@ invention of the GrueDHomer as a Homer who was a pod, because
he had no inventions of his own B he was not an Aristotelian inventor of plots, characters,
expressionsand rhythms Bbut he was the expression of a people and atime that could nottell
history fromfiction, wordsfrom things conaepts from images, characters from allegories. He
was the voice of an infant people tha sang because it could not speak, because it could not
use articulate languaye The aesthetic regime of art beginswith tha upheval of thevery idea
of pefection, an uphewval tha has been conceptudized by Kant® andysis of the beautiful.

It would be easy to draw a line from the mutilated Hercules to the Deleuzian ®ody
without organsd Obvioudy, the ddeuzian monument tha speaks to the ears of the future is
hdr to tha statue which keepsthe potentials of Greek liberty, jus as Deleuze® description of
Bacon® Gthletic figuresQin Logic of Sensation restages the scene of the Laomon But the
Deleuzian dramaturgy of the Githletic figureO is too much indebted to the modenist
dramaturgy of the sublime break. It obscures theform of dissensudity which is specific to the
aesthetic work and to @GestheticObeauty. Just as Vico®@ Homer, Winckelmann® statue is
condructed B and condructed by words - on the body of another statue. It is condructed on
the remainde of the produd of the sculptor@ intention. So it is the produd of a subtraction
and an addition. In the same way the ®nodenOchoreographic body is a body first deprived
from its mimetic capacities, reduced to the @mmobilityOof the statue in order to free the
capacity of new unseen bodies; MalarmZ® poem is condruded as the @ivinaionOof the
mute language written onthe nudefloor by thefeet of thedancer. And even the stagedesigne
(director) in search of the living artwork in the cathedral of the future, Adolphe Appia,
contradicts in advance his own dream when he tears the characters of the Wagneian
Gesamtkungwerk away from the visud setting imagined for them by Wagne and puts them
in a space of geometric modules where the living bodies look like statues that the lighting
mug mould B which means that it mug turn into shadows. If the art of the mise-en-scene
became so important in the aesthetic regime of art, it is because it embodies thewhole logic of
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that regime, theway in which the sensory presence and the ethical immediacy, oppased to the
representationd mediation, are doubled, thwarted and eventudly overturned by the powers of
subtraction and disconnection of the statue, the words and the shadows. Wha characterizes
the aesthetic regime of art is not the GnodernistOtruth to the medium. Nor is it the Deleuzian
Qure sensstionOtorn away from the sensori-motor regime of sensory experience. The
ontlogy of thedissenaud actudly is afictiond ontology, a play of @esthetic ideasO The set
of relationstha conditutes the work plays as if it had another ontological texture than the
sensations that make up everyday experience. But there is nather a sensory difference nor an
onlogical difference. The aesthetic work is in the place of the work tha would achieve
either thelaw of its medium or thelaw of pure sensation. The art of film isin the place of the
@inegraphic artOtha was dreamed in the 19208 as the pure writing of the movement. And
when an artist, namely Godad, sets outto revive thetruevocation of the cinematographic art,
he has to do it by the means of anothe art. Only the video surface that actudly denies the
filmic identity of the shots and the practice of cinematographic montage proves able to
demongrate the iconic individudity of the shot and the discontinuity of montage. And only
the combinaion beween the mobility of video supgimpostion, the coninuum of the
commenting voice and the soundand musc backgroundgives the equivaence of the alleged
conditution of a @lace in the worldOby the filmic projection. Just as MallarmZ3 poem is
condructed between the poan designed by the feet of the mute dancer and theinner poam of
the silent spectator, Godad® Histoires are constructed between two @inemasd® between the
corpus of the cinematographic works and the body of a fictiond cinema tha oversteps the
corpus of works produced by tha medium and can only be shown by the means of another
medium and another art.

What holds for the @ommunity of senseOcondituting the work itself holds all the
more for the community that is suppo®d to result from it. The seal tha MallarmZ3 poery
wants to give to the community, the new forms of community tha the @on produdive place®
mugt weave, the @eople to comeQof the philosophe must be thoughtof as the legecy of that
statue definitely torn away from the people which was @tsOpeople. The Greece tha is
embodied in the mutilated Torso dismisses at the same time the mimetic efficiency of the
representation and the ethical hypa-thestre of the people. Schiller® Juno Ludovisi holds the
promise of a free community because she does not speak nor act, because she does nothing,
wants nothing and does not propos any modd to be imitated. It is no more the element of a
religious or civic ritud. It does no longe bring about any moral improvement or any
mobilization of individud or collective bodies. It addresses no specific audience; indead it
stays in front of the anonynous and indeerminae spectators of the museum who look at it
jug asthey look at a Florentine painting of The Virgin Mary, a Spanish little begga, a Dutch
peasant wedding or a French still-life, representing fruit or fishes. In the Museum B which
does not only mean a specific building but a form of cutting of the common space and a
specific mode of visbility al those representations are disconnected from any specific
destination, offered to the same Ondifferentd gaze. The aesthetic separation is not the
conditution of a private paradise for the amateurs or the aesthetes. Instead it implies tha there
can be no private paradise, that the works are torn away from thar origind destinaion, torn
away from any specific community and tha there is no more any border separating what
bdongsto therealm of art and what bdongsto the realm of everyday life. Thisis also why
the Gesthetic educationCconoeptudized by Schiller after reading Kant® Third Critiquecannot
identify with the hgppy dream of a community united and civilized by the contemplation of
eternd beauty.
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The aesthetic effect isin fact arelationship between two Geparationg) The works that
enter the new realm of aesthetic experience had been first produeed according to a certain
destinaion: thecivic festival s of the antiquetimes, the ceremonies of religion, the decorum of
monachic power or of aristoaatic life. But their aestheic condiion is the condition of
monurments, images or fictionsseparated from thos fundionsand destindgions The aesthetic
sensorium is the sensorium marked by that loss of destinaion. What is log, along with the
hamony beween poiesis and aisthesis, is the dependence of artistic produdions on a
distribution of sodal places and fundions The previous destination of the works fitted a
certain order of the bodies, a certain hamony between the places and fundions of a sodal
order and the capecities or incapecities of the bodes located in such or such place, dedicated
to such or such fundion. According to tha Goda naureOthe forms of domination were a
matter of senory inequdity. The human bangswho were destined to think and to rule had
not the same humanity as those who were destined to work, to earn ther living and reproduce
life. As Plato had putit, onehad to ®dievetha God had put gold in the souls of the rulers
and iron in the soul of the artisans Tha naure was a matter of an asif. It was not necessary
tha the artisans get convinced in depths by story. It was enoughtha they sensed it, tha they
used their arms, thar eyes and thar mindsasiif it wastrue Andthey did even more so as tha
bdief aboutfitting fitted the reality of ther condiion. Thisis the point where the asif of the
community condructed by the aesthetic experience meets the as if at play in sodal
emandpdion. Soda emandpaion was an aesthetic matter because it meant the
dismemberment of the body animated by that ®diefO In order to undestand it, let us shift
from the marble of the mutilated statue to the reality Gn fleshOof a dissodiation between the
work of the arms and the activity of a gaze. | borow my example from a worker@
revolutionay newspaper called Le Tocsin des travailleurs (The WorkersO Tocsin) issued
during the French Revolution of 1848. Among reports and statements on the situaion, tha
issue contains an appaently apolitical description of the experience of a joineg who works as
afloorlayer. Thisis howthejoine writes his diary in thethird person:

Believing himself at home, he lovesthe arrargemert of a room, so long as he has not finished
laying the floor. If the window opens out onto a garden or commands a view of picturesjue
horizon, he stops his armsard glidesin imagnation toward the spacious view to enjoy it beter
thanthe possessors of the neighbouring resdences*

Thisiswha the aesthetic rupture produced: the appropriation of the place of work and
exploitation as the place of a free gaze. It is not a matter of illuson. It is a matter of shgping
for oneself a new body and a new sensorium. Being a worker meant a certain form of fitting
between a sensory equipment and its destinaion. It meant a determined body, a determined
coordingion between the gaze and the arms. The divorce between the labouring arms and the
floaing gaze introduces the body of a worker into a new configuration of the sengble; it
overthrows the GightOrelationship between wha a body @anOdo and what it cannot It is no
coinddence tha this appaently a-political description was published in a workersO
revolutionay newspaper: the possibility of a Groice of the workersOwent through the
disqudification of a certain worker® body. It went throughthe redistribuion of the whole set
of relationships between capacities and incapacities tha define the @thoDof a soda body:
This is aso why the same joine recommends to his friends specific readings not novels
engaging in sodal issues, but the stories of those romantic characters B Werther, RenZ or
Oberman - who suffered from the misfortunethat is forbidden by definition to theworker: the
misfortune of having no occupdion, of nat beng fit or equipped for any specific place in
sodety. Wha literature does is not providing messages or representationstha would give to
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the workers the awareness of thar condiion. It istriggeing new passions which means new
forms of bdance Bor imbaance Bbeween an occupaion and the sensory equipment fittingit.
Tha politics of literature is not the politics of the writers. Goehe, Chaeaubriand or
Senancour were certainly not willing to arouse such passions among the labourers. It is a
politicsinherent in literature as an art of writing which has broken therules tha made definite
forms of feeling and expression fit definite characters or subject matters.

Aesthetic experience has a political effect to the extent that the loss of destinaion that
it presupposs disturbs the way in which bodies fit their fundionsand destinaions What it
produces is no rhetoric persuasion about what has to be done Nor is it the framing of a
collective body. It is a multiplication of connections and disconnections tha reframe the
relation between bodies, the world where they live and the way in which they are @quippedd
for fitting it. 1t is a multiplicity of folds and ggps in the fabric of common experience tha
changethe cartography of the perceptible, the thinkable and the feasible. As such, it alows
for new modes of political congruction of common objects and new possibilities of collective
enundation. Now this political effect operates under the condition of an origind digundion,
of an origind effect, which is the sugpension of any straight cause-effect relationship. The
aesthetic effect first is an effect of des-identification. The aestheic community is a
community of des-identified pesons As such, it is political since a political subjectivization
goes through a process of des-identification. An emandpated proletarian is a des-identified
worker. Now there is no measure of the des-identifying effect. On the one hand, the effect
escapes the strategy of the artist; on the other hand, the artistic strategy completes the process
of des-identification beyond the point of political subjectivization toward the Gong of the
earthQ tha is to say toward the condrudion of new forms of individuaion D the Deleuzian
haecceities- that cancel any form of political subjectivization. On the one hand, the joiner
gansthe access to the community of the des-identified proletarian subjects by appropriating,
againg thewill of Chateaubriand or SZhancour, the GorrowsOof the idle RenZ or Obermann.
On the other hand the writer, Flaubet, castigates the peasant@ daughter Emma Bovary who
has appropriated the dreams of Bernardin de Saint Pierre® Virginie. Not only does he make
her die, buthe oppogs to her desire to putart in her life, the @ong of the earthQ or as he says
the song of Gnanimate existences, inert thingstha seem animal, vegetative souls, statues that
dream and landscapes that think®. @ want an empty word that | could fill Gsays this woman of
the Parisian subutbs The joiner and the peasant@ daughter looked for such words, tha the
writers both unwillingly offered them and tried to take away from them by emptying them
agan, makingthem thebreath of theimpersond respiration of theinfinite. And thebathing at
Asnieres, the strolling on the Grande Jatte or thelook at the Parade on the Boulevards evince
at the same time the enigmatic potential of the popular bodies who gan access to QeisureCeand
the neutralisation of tha potential. The Deleuzian identification anadogy between the torsion
of the work, the cry of men and the song of earth both evinces and neutralises itself that
tengon between the aesthetic effect of des-identification and its own neutralisation. The same
reason tha makes the aesthetic @olitical Cforbid any strategy of @oliticization of artO

That tendon had long been concealed as the politics of art was identified with the
paradigm of @ritical artO Critical art plugsthe gap by defining a straight relation between its
aims and its means its ends would be to provoke an awareness of political situaionsleading
to political mobilization. Its meanswould beto produee a sensory form of strangeness, aclash
of heterogeneous elements prompting a chance in perception. This means that it wants to
indude the aesthetic break in the representationd continuity. When Brecht represented the
Nazi leaders as cauliflower sellers and had them discuss therr vegeable business in classical
verse, the clash of heerogeneous situdions and helerogeneous languages was suppcsed to
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bring aboutthe awareness of both the merchant relationshidden behind the hymnsto the race
and the naion and the forms of economical and political domnaion hidden behind the
dignity of high Art. When MarthaRoder intertwined phobgraphsof the War in Vietnam with
adsfor petty-bourgeois furniture and household, epitomizing American happiness, tha phobo-
montage was suppo®d to evince the redlity of the imperiaist war behind standadized
individud hgppiness and the empire of the commodity behind the wars for the defence of the
Gree worldO In such a way the aesthetic break would be absorbed in the representationd
continuity. But there is no reason why the sensory strangeness produced by the clash of
heterogeneous elements should bring about the undestanding of the state of the world, no
reason why the comprehenson of the state of the world should bring about the decision to
changeit. There is no straight way from looking at a spectacle to undestanding the state of
the world, no straight way from intellectud awareness to political action. What occurs is
much more the shift from a given sensory world to another sensory world which defines other
capacities and incapecities, other forms of tolerance and intolerance. Wha works out are
processes of dissodation: the break in a relation between sense and sense - between wha is
seen and what is thought what is thoughtand what is felt. Such breaks can happen anywhere
at any time. But they can never becalculated.

Tha distance between the pretensons of critical art and its real forms of efficiency
could hold so long as there were paterns of intelligibility and forms of mohilization strong
enoughto sustain the artistic procedures that were suppo®d to produe them. When those
paterns or forms are eroded by the weakening of political action, the undecidability of the
critical procedures appears in full light. It hgppens tha the artists play on tha very
undecidability. The struggle againg the Godety of the spectacled and the practice of
@zoumementOare till put on al the agendas and they are suppod to be implemented in
standard forms such as. parodies of promotiond films, reprocessed disco sounds advertising
icons or media stars moddled in wax figures, Disney animals turned to polymorphous
peverts, montages of (rernacularO phobgraphs showing us standardized petty-bourgeois
livingroons, oveloaded supamarket trolleys, standadized entertainment or refuse of
consumerist civilisation, etc., etc. Those dispostifs keep occupying many of our gdleries and
museums with a rhetoric assuming tha they make us discover the power of the commodity,
thereign of the spectacle or the pornography of power. As nobodyignaes anything on those
topics, the mechanism endsup spinning on itself and capitalizing on tha undecidability, asis
shown by this piece, by Charles Ray, presented in an exhibition caled Let@ Entertain in
Minnegpolis and Beyond the Spectade in Paris, a piece entitted Revolution Countr-
Revolution, both because the mechanism of the merry-go-round is digointed from the
movement of the horses and because it evinces the doubke play of @ritical art® while till
capitalizingonit.

When the critical modd comes to this self-neutralisation, other attempts at overcoming
the aestheic disconnection come to the fore. If the break cannot be anticipaed, wha is
anticipaed is its effect, the produdion of a new bengtogehe. A lot of engaged
contemporary works set out in that way to show itself in the space of exhibition as working
outside the museum, in @eal lifeGand to produce the work as a visud equivaent of thebeng
togaher produeced by tha way out For ingance, a the last Bienndes of Havana and Sao
Paulo, onecould see the video-ingallation of the Cuban artist RenZFrandsco. This artist had
usd a grant from an artistic foundaion in order to make an inquiry in the poor subutbs of
Havana Then he had selected an old woman and decided, with some fellow artists, to
refurbish ther home. Thefind work shown in the biennde presented the viewer with a cloth
screen printed with the image of the old woman, hungso tha she appeared to be looking at
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the @eaOscreen of the monitor, where a video showed the artists working as masons
plumbers, or panters. Other works make the artistic invention a metaphor of its own @xtra-
artisticOoutcome. This is wha happens @utsideQwith artistic inventionssuch as Lucy Orta(3
collective clothes that are used both as a omeOand as a form of collective link, in order to
forge Qesting connections between groups and individudsO The same anticipation of the
being togeher is doaumented nsdeDby the big mosaics or tapestries representing the
multitude of anonyns that are among the favourites in many internaiond exhibitions Let us
look for ingtance at that tapestry called Ghe peopleCand made by the Chinese artist Bai Yiluo,
out of onethousand and six hunded ID pictures sewn togeher. The tapestry aimed to evoke
Ghe ddicate threadswhich unite families and communitiesO So thework presentsitself asthe
anticipated reality of what it evokes. Art is suppased to @initeOpeople in the same way as the
artist sewed the phobgraphs tha he had firss made as an employee in a studio. The
photgraph tendsto be at the same time a sculpture which already makes present wha it is
about The concept of metaphor, omnipresent in the rhetoric of the curators, tends to
conceptudize tha anticipated identity between the beng togdaher signified by the artistic
propostion and its embodied redlity.

Q\pat we are togeherO There are two interpretations of the formula. On the
onehandthereisthat anticipaion of the bengtogether of thecommunity in thebeng apart of
thework tha | have jus evoked. On the other hand, there are works that try to explore the
very tensgon beween the two terms, either by questioning the ways in which the community
is tentatively produced or by exploring the paentials of community entailed in separation
itself. On thefirst side, | am thinking here of Anri Sala@ work Dammi colori tha used the
powers of video to question an attempt to use art directly in order to frame a certain sense of
community. The work deals with theinitiative of a Qolitical artistQ the Mayor of Tirana an
artist himself who implemented a project tha is much reminiscent of the Schillerian Gesthetic
education of ManGsince he decided to have the facades of the houses in his town repanted in
bright coloursin order to bring abouta new sense of aesthetic community amongthe citizens
The movements of the camera of Anri Sala confront the discourse of the (olitical artistOwith
both the shabby aspect of the muddy street or the appaently unconcerned circulation of the
inhabitants and the abgractedness of the paches of colours on thewalls. This meansthat the
resources of @istantOart are used in order to question a given politics of art, which is a direct
attempt to fuse art andlife in onesingle process.

Pedro Costa Vanda's Room 2001 (still), reproduced by kind permission of the artist.

On the other side, | am thinking of thework of the Portuguese film-maker Pedro Coga
who dedicated three films to the life of a group of youngundedogs poised between drugs
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and little busness, in apoorsubuib of Lisbon.| would examine here a fragment of the second
film of thetrilogy Vanda®Roomtha shows his characters as they are prepaing to leave the
shanty town tha the Caterpillars are dowly tearing down. While relationd artists are
concerned with inventing some real or fancy monument or create unexpected situaionsin
order to provoke new soda relationships in the poor subuibs Pedro Coda paradoxically
focuses on the possibilities of life and art specific to that situaion of misery: from the strange
coloured architectures that result from the degradation of the houses and from demolition
itself to the effort made by the inhabitants to recover a voice and a capecity of telling thar
own story, amidd the effects of drugsand despair. | would like usto focuson a little extract
tha shows three squaters preparing ther move One of the squaters is scratching the stains
on the table with his knife; his fellows get nervous and tell him to stop because they will not
take the table with them anyway. But he goes on because he cannot stand dirtiness. Perhgps
the complicity between the aesthetic sense of the film maker tha does not hesitate to exploit
al the MeautyOavailable in the shanty town and the aesthetic sense of the poor addict gets
more to the heart of the question than the project of the mayor. By setting asde the
@xplanaiongof the econorical and sodal reasons of the existence of the shanty town and of
its destruction the film sets forth wha is specifically political: the confrontation between the
power and the impotence of a body, the confrontation between a life and its possibilities. But
this way of addressing the Gruly politicalOdoes not for all tha sidestep the incalculable
tenson between political dissensudity and aesthetic indifference. It does not sidestep the fact
tha afilm remainsa film and a spectator, a spectator. The wretched addict keeps cleaning a
table tha never was his table and will soon be smashed by the Caterpillars. The film maker
pays homege to his aesthetic sense as he makes a beautiful still-life like shot out of the
arrangement of thetable. He makes a film while being aware tha it is only afilm that will be
scarcely shown and the effects of which in the theatres and outside the thestres are fairly
unpredictable.

Film, Video art, phobgraphy, indallation, etc. rework the frame of our perceptions
and the dynamism of our affects. As such they may open new passages toward new forms of
political subjectivization. But none of them can avoid the aesthetic cut tha separates the
outcomes from theintentionsand forbids any straight way toward an @ther sideQof thewords
and the images. My inquiry in the conditution of the aesthetic regime of art has often been
sugpected of proposng a return to the fairy times and fairy tales of aesthetic utopias and
aesthetic community, which either have brought aboutthe big disasters of the 20th century or,
a leadt, are out of steps with the artistic practices and the political issues of the 21st century. |
tried to suggest tha, on the contrary, this inquiry points to the tensons and contradictions
which at once sustain the dynamic of artistic creation and aesthetic efficiency and prevent it
from ever fusng in oneand the same community of sense. The archaeology of the aesthetic
regime of art is not a matter of romantic nostalgia. Ingead | think that it can hdp usto set up
in amore accurate way theissue of what art can beand can dotoday.

Jacques Randere
June2006

! The following text is an edited transcript of a plenary lecture delivered on 20 June 2006 to the symposium, Aesthetics and Politics: With
and Around Jacques Ranciere co-organised by Sophie Berrebi and Marie-Aude Baronian at the University of Amsterdam on 20-21 June
2006.

2 Gilles Deleuze and F2ix Guattari, QuOet-ce que |a philosophie? (Paris: Les f ditions de Minuit, 1991), pp. 166-7. [My translation.]
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3 hitp:/iwww.evensfoundation.be/downl oadss CAMPEMENTURBAIN (anglai s).pdf

4 Gabriel Gauny, Oletravail * lat%heO| e Tocsin des Travailleurs (Juin 1848) in Gabriel Gauny, Le Philosophe plZbZien, textes
choisis et prZsentZs par Jacques Ranciere (Paris: La DZcouverte/Presses Universitaires de Vincennes, 1983), 91. As cited in Jacques
Ranciere, The Nights of Labour, translated by John Drury (1989: Philadelphia: Temple University Press, 1989), p. 81.

5 La Tentation de saint Antoine, Paris, 1924,p. 418.
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