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Abstract

y using “thwarted fable” in cinema, contemporary French thinker Jacques Ranciere

proposes a double play of coexisting and intermitting between “representative
regime of art” and “aesthetic regime of art.” As a cinema that sustains “the regime
of the thought of arts”, the ambiguousness of its status quo lies in the moment
when continuing and developing the collective classic model and content shared
by other artistic prototypes, presenting the differentiation in pure sensible images
of representative and narrative poetic, or the rigorous “intermittent images”. Thus,
Ranciére connects the definition of cinematic aestheticism that refers to the distinctive
expressions and model of creation philosophy with the artistic prototypes that
practiced the aesthetic revolution since the time of Romanticism. For philosophers,
this is a collective reference to “regime of identification of art,” and, more than that,
it also symbolizes the uniqueness of motion sound and image. The study considers
that in philosopher’s discourse on film aesthetics, “intermittent images” are not only
the miniature of imagery event co-constructed by narrative poetic and pure sensible,
but also the human shaped substance misplaced in cineaste’s creation philosophy,
and the “fable” witness of performing a “post-sensible” examination toward non-
human historical poetic through the latent variation of images. In other words, in the
intertexture, latent diversity and dislocation as the experiments in film history and
in the “regime of identification of art,” “intermittent images” as “the power of film
aesthetics” present the essential action of contemporary film analysis and theoretical
study. Nevertheless, it characterizes a shifting capacity of formative co-construction
and reconfiguration and outlines a general plan for the sketch of distinctive world;
and further, it shapes the artistic philosophy of idealistic sensible model as well.

Keywords: Jacques Ranciére, representative regime of art, aesthetic regime of art,
thwarted fable, pure sensible images, intermittent images
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