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“Solidarity requires that one enter into the situation of those with whom one is in solidarity, it is a radical posture.” (Paulo Freire, Pedagogy of the Oppressed)

In this text I depart from Frederic Jameson’s canonic essay “Cognitive mapping” written in the early 1990 Fredric Jameson, “Cognitive Mapping”, in Marxism and the Interpretation of Culture, edited by Cary Nelson and Lawrence, Grossberg (Urbana: University of Illinois Press, 1991)
 to discuss the potential of an aesthetic program of cognitive aesthetics within today’s context of neoliberalism and representative democracy. While staying in alliance with Jameson’s idea, I argue that cognitive aesthetics must be analyzed as a prefiguration of the cognition of a multiplicity of mutually encouraged becomings and formations based on solidarity and equality. In situating this proposal within contemporary art, one can start off by looking into two of the key tasks of Marxist aesthetics put forward by Jameson – “to move” and “to teach”. These should however, be placed in relation with the Rancierian figure of the “emancipated spectator”. As an example of critical cognitive procedure residing on these principles I turn to the “The Partisan Songspiel”, a project by the collective Chto Delat? [What is to be done?]. This work seems to, by ways of appropriating some of Bertolt Brecht’s techniques of epic theater, manage not only to map cognitively and to set up the stage for the spectator/participant to conduct the cognitive mapping herself, but also to invokes the imagination of radically different social relations and organization, thus, practically mapping the unmappable. Therefore, cognitive mapping is viewed here as the elementary precondition of any de facto “move” towards the articulations of different forms of action within existing social antagonisms, showing perhaps, that the question is not only what is to be done, but rather, what kind of recognitions, mutualities and solidarities we need in order to actually do it? 

Jameson initiates his prospectively intoned reflection or rather – invocation, of a new, yet to be seized and still to be defined aesthetics, from a position of uncertainty about its potential form. That is to say, he himself is highly “pre-figurative” and does not have a clear “prescription” or program of this new aesthetics. Meandering through the problems revolving around the confluences of ideology, pedagogy and art, he arrives at the issue of representation, which he defines as simply being a “figuration”. While contemplating the parameters, responsibilities, political potential and social functions of any proper Marxist aesthetics, he reminds us of a triad of challenging tasks: 

To Teach, To Move, To Delight.  

What is being left out is the direction of the implied move? Cicero for example describes (as reported by St Augustine) that  final instance in the configuration of tasks that confronts every good orator, or in our case – artist, who wishes to engage her audience in critically thinking: 

...A great orator has truly said, "An eloquent man must speak so as to teach, to delight, and to persuade." Then he adds: "To teach is a necessity, to delight is a beauty, to persuade is a triumph." Now of these three, the one first mentioned, the teaching, which is a matter of necessity, depends on what we say; the other two on the way we say it... And as the hearer must be pleased in order to secure his attention, so he must be persuaded in order to move him to action...   Augustine, “On Christian Doctrine”, Book IV, http://www9.georgetown.edu/faculty/jod/augustine/ddc4.html, last accessed January 20, 2012
Here lies the political agency of art by way of cognitive aesthetics – in its implication/instruction that the “hearer”, or, in our case, the (emancipated) spectator Jacques Ranciere, The Emancipated Spectator (London, New York: Verso, 2011),  should not be just “moved” but should in effect be moved into action. Here, it does not present itself as necessary to emphasize that ideally, a well-constructed and well-presented conflation of these three roles of art establishes the basic preconditions, or simply - prepares a mental terrain, for the spectator to conduct the cognitive mapping herself. This staging of the operation of cognitive mapping, should therefore be understood as a soft incipiency, whereas thought and “figuration” is a prolepsis or a prefiguration of action. 
Let us briefly consider cognitive aesthetics and cognitive mapping from a kind of a ‘meta’ perspective. This would assume discerning that the one who maps always necessarily enters into a multi-directional dynamic of mutual mapping with the one who is presented with the map and who is consequentially, encouraged to conduct cognitive mapping herself. It follows that the process of cognitive mapping, if we wish to place it within the parameters of relations created by a work of art, could perhaps be schematically illustrated as follows:
Reality ⍈ ⍇ Art/Artist ⍈ ⍇ Cognitive mapping ⍈ ⍇ Spectator ⍇⍈ Reality
This implies that the artist creates a cognitive map of an actuality of social relations, situating herself within it, while the spectator “exposed” to the artwork is moved towards situating herself within the totality, and, while dis-identifying from the singularity of her position and from any form of fixed identity, ultimately creates a cognitive map of a totality of social and material relations. Through such mutual dynamics, an emancipatory conclusion suggested by Marx, that “Society does not consist of individuals, but expresses the sum of interrelations, the relations within which these individuals stand” Karl Marx: The Grundrisse, Marxist.org, http://www.marxists.org/archive/marx/works/1857/grundrisse/ch05.htm, last accessed January 28, 2012, comes to the fore.  
In order to “teach” however, and thus incite that crucial “move”, through an active engagement in cognitive mapping, art must enable the spectator to not only position herself within the wider sphere (as a fundamental prerequisite for political subjectivation), but should also encourage the recognition of ones own agency within the totality of historical, social and economic relations. The basis for this activating point of any cognitive operation resides in a somewhat different understanding of pedagogy and the figure of the spectator then the one implied by the oversimplified equation of teaching, moving and delighting. We find a corresponding, but more nuanced understanding of the spectator in the theoretical configuration on pedagogy proposed by Jacques Ranciere’s recent writings. For Ranciere, the artist, similarly to his previously elaborated role of the ignorant schoolmaster, Jacques Ranciere, The Ignorant Schoolmaster: Five Lessons in Intellectual Emancipation. (Stanford: Stanford University Press, 1991). “does not teach his pupils his knowledge, but encourages them to venture into the forest of things and signs, “to say what they have seen and what they think of what they have seen, to verify it and have it verified”.” Ranciere, The Emancipated Spectator, p 11 This impetus, to think, to verify and to, in a way, “vocalize” is at the very core of cognitive mapping. Moreover, Jameson propositions assume the necessity of what Ranciere names “dis-identification”:
The aesthetic effect is initially an effect of dis-identification. The aesthetic community is a community of dis-identified persons. As such, it is political because political subjectivation proceeds via a process of dis-identification.  Ranciere, Emancipated Spectator, 73
But what does such a dis-identification practically entail? In order to situate this question more broadly one must have in mind a larger issue that the left has been struggling with for at least a century: the relation between the united proletariat (and its universal struggle for emancipation) and singularity of individual issues facing the oppressed. Let us recall a well-known postulate. In his answer to the most “primordial” of all revolutionary questions - What is to be done? - Lenin, in his pamphlet of the same title, Vladimir Ilyich Lenin: “What Is To Be Done? Burning Questions Of Our Movement.” Source: Marxist Internet Archive, http://www.marxists.org/, last accessed January 28, 2012 maintains that the essential prerequisite for workers to become political and, eventually - Marxist, is the understanding of the totality of their context, i.e. the whole of society. 
The sphere from which alone it is possible to obtain this knowledge is the sphere of relationships of all classes and strata to the state and the government, the sphere of the interrelations between all classes.  Ibid. [My italics]
This would of course, imply moving beyond the particularisms of everyday struggles with their immediate oppressors, capitalist bosses etc. What resolving the complexity and difficulty of this project would then presuppose is a strong sense of class-consciousness, mutual recognition, and, indeed, possibility to ‘map’ the other with the understanding that what is being mapped operates within the same field of relations. In this light, it becomes clear that congruent with this project of mapping is the necessity of bringing in solidarity, which, reciprocally, is only possible through the individual and collective comprehension of the larger scheme of social and economic relations and antagonisms. In other words – emancipation through the process of mutual “mapping” is possible only insofar there is not only a sense of totality but also a sense of a recognizing a multiplicity of subjectivations and political becomings in order to create a radically different totality.
The relevance and political agency of Jameson’s proposal remains precisely in his open and unconstrained invocation of totality. This perspective encourages one to, in Ranciere’s words, ”dis-identify” from the singularity of our own position while continuously searching for potentially divergent “modes” of mapping.  When it comes to art, what cognitive aesthetics can do is emancipate the spectator from her singular position and empower her in mapping the material relations of the reality. This ‘envisioning’ and measuring the apparent ungraspability of social and economic relations is the essence of political subjectivation, proceeding precisely “via a process of dis-identification.” Ranciere, Emancipated Spectator, 73
The narrative of the film “Partisan Songspiel. A Belgrade Story” Accessible online at http://vimeo.com/6767572 by the Russian collective Chto Delat? [What is to be done], The group was founded in 2003 by a workgroup of artists, critics, philosophers, and writers with the goal of merging political theory, art, and activism. departs from the concrete historical facts: the oppression of Roma people and the expulsion of their community from the city center as a measure of “cleaning up” the city before the Universiade world student games in 2009. The work is a part of a series of musical plays that draws from Brecht’s form of Songspiel. Brecht’s methods were instrumental for Chto Delat?’s critique of what Žižek terms “over-identification”, While discussing the method of over identification in arts, Žižek gives the example of the Slovenian group Laibach; by “over identifying” with totalitarian symbolism and iconography the group aims to actually reveal its oppressive character. Slavoj Žižek, The Plaque of Fantasies (New York: Verso, 1997) 72 a form of critique diametrically opposite from the method of cognitive mapping. The limits of this text do not allow me to elaborate on this potentially insightful differentiation; however, I suggest keeping its basic premise in mind. The collective’s witty statement related to their method represents an important backdrop of their approach in general: "It is not enough to make shit look shittier and smell smellier. It is vital to convince the viewer that there is also something that is different from shit.” Natasa Ilić “On Chto Delat?'s Songspiels”, EIPCP European Institute for Progressive Cultural Policies, (02 -2011), http://eipcp.net/transversal/0311/ilic/en, last accessed 28 January 2012 To depart from such a conviction means, first of all, to take the task of “teaching” seriously (which is decisive for both Brecht and Jameson) and to strive for inducing the viewer’s own emancipatory procedure of thought and action. In order to bring Brecht’s method of epic theatre in relation to Chto Delat?’s work it is enough to recall it’s basic postulates: stripping the theatrical act of any dramatic character, reducing its “narrators” and “demonstrators” to representatives of a set of material relations, splitting the narrative into episodes and musical interludes, etc. Darko Suvin, Uvod u Brechta (Zagreb, Školska knjiga, 1970) I feel that the extension of Brecht’s insistence on the V-effect (Alienation Effect) should, however, be brought in relation to Ranciere’s notion of “dis-identification”. This means that it is not enough to encourage the audience to think about the seen without the capacity for critical reflection being blurred by empathy or identification with the seen or fantasy. The spectator must also, simultaneously, be encouraged to dis-identify from the particularities of her own singular identity. On the basis of the soft incipiency proposed by the mapping conducted by the artists, she should be moved into mapping the totality of social and material relations and, in final instance be able to move towards the imaginary and the possible.
In the case of “Partisan Songspiel”, this complex cognitive procedure is grounded firstly in the choice of the physical location, which drops a pin at the core of the problem of contemporary capitalism and has significance in its own right. The ‘epic stage’ of the Songspiel was erected in a deserted factory in Belgrade, (i.e. in a city of the ex-socialist East), from which the workers have been expelled by the brutal forms of “transitional” neo-liberalism. In this evacuated symbolic space of “material” labor, the endeavor to map reality is pursued through the organization of the “scene”: actors in different costumes, performing different “dances” (in line with Brecht’s instructions on ‘gestus’), signify different social classes, “positions” and registers within the map of interconnected economic, social and political spheres of society. These typologically defined characters occupy the stage divided across three horizontal levels.  A gallery of oppressed individuals - representatives of different disempowered social groups inhabits the lowest, ground level. They appear one after the other and perform individual acts and dances: the Worker, the Roma Woman, the Lesbian Activist, and the War Veteran. On a platform above are the new capitalists, oligarchs, nationalists and local corrupted bureaucrats who together rule the lives of the ones below. Finally, floating above both of these stratums is the third, separate zone belonging to the specters of universality. It is a space occupied by a choir of “dead Yugoslav partisans”, standing for historical consciousness in this map of the antagonisms and relations that govern the universe of (transitional) capitalism.  We should see this horizontal arrangement itself as a form of mapping both living and dead historical actors that continuously influence each other. Chto delat?’s “stage” in the empty factory is where the convergence takes place across the registers of “empirical” problems in a capitalist city and the ideology that governs it; cognitive mapping is here applied in order “to enable a situational representation on the part of the individual subject to that vaster and properly unrepresentable totality which is the ensemble of the city’s structure as a whole.” Fredric Jameson, Postmodernism, or, the Cultural Logic of Late Capitalism (Durham: Duke UP, 1991), 90
 Here, however, the city, represented through its social protagonists is, again, merely a synecdoche for the totality of relations in capitalism. 
If we now return to that triad of tasks of any Marxist aesthetics identified in the beginning while also having in mind the figure of the spectator and the potential of dis-identification we could establish: the Songspiel produces a learning platform explaining different actors in society (“to teach”), it manages to this with an undeniable humor (“to delight”), and so the only thing left to as about the task “to move”? How does it manage to mobilize and proceed from mapping the city and the totality of relations within it to setting up a stage for dis-identified move towards cognition, radical imagination and action? The work conducts this operation by first dis-identifying the characters through the performativity of their identification with positions “different” from their own and, consequently, by placing each of the oppressed individuals in a role of “mapping” and presenting the suffering of the other:
Lesbian Activist (pointing towards the Worker):
This is the Worker. His dance is called the “Dance of the Severed Finger.” He and his fellow workers are on hunger strike. Someone bought their factory and closed it without paying anyone anything. He says that he is fighting for people who have it even worse, the ones incapable of fighting for themselves. He cut off his finger because he had no other choice —no one pays attention to his struggle. He believes that soon we will all be feeding on our body parts, the only things left to us. Because all people are slaves under capitalism.

The worker himself tells the story – or, rightly said, maps the position of the other, interpreting the “dance” and the actual presence in the city – of the Roma woman, the lesbian activist, the war veteran, etc. Only this kind of mutuality, in which one is able to recognize and map/situate/narrate/interpret/witness/translate the dance/struggle of his or her neighbor creates a space for redemption of the idea of totality, of universal struggle and liberation of the oppressed. The play of mutual mappings is the first step towards solidarity, and therefore, to collective cognition of totality and a collective move into action. To put it differently, Chto delat? creates, in Jameson words, a “figuration” by thinking “through” the oppression and subjugation of the other. Hopefully, the spectator is then led to situate herself on the map of the actual social and economic relations not by identifying with any of the characters but precisely the opposite – by dis-identifying from her own and any other specific struggle and at the same time acknowledging them all.

And what about that zone of the “abstraction” that floats above the empirical reality of the two zones bellow? The Partisan choir appears as the specter of universality and a warning that the war in which the partisans' “children” ended up killing each other, at the same time murdered the very ideas for which the partisans sacrificed their lives in the previous war:  freedom, equality and emancipation of the oppressed. They actually explicitly reveal that these ideas were annihilated in the name of restoring the oligarchy of capitalist elites under the pretense of “liberation” from the “Yugoslav prison of nations”. The delusional character of this project of “liberation” is best represented by the figure of a disabled war veteran: once his role and instrumentalisation by the nationalist and financial elites was fully accomplished, he became yet another particle of human waste generated through the neoliberal expansion into the territories “freed from communism” embracing “democracy” and identity politics.

In such a play out of the Brechtian dialectical method, Partisans' specters appear as the markers of history on the cognitive map that now becomes cross temporal. In effect, precisely by the ghostly presence of the partisans, the spectator is reminded that their symbolic role is exactly that missing link - the erased component of the possible map. Simply put, the partisans are there to invoke the new map, the map that is yet to be drawn. 

Partisan choir:
Close your ranks, comrades!
Look for the new partisans!

In other words, the ghosts of the Partisans finish the possible cognitive map with the ‘abstract’, hidden or erased historical component, necessary for fulfillment of the task “to move”. Moreover, they literally advise that identitarian politics (that Jameson warns us about when invited to explain his invocation of totality) only serve to dissipate a united struggle against oppression from neoliberalism, making space for constant “improvements” of individual rights based on difference and identity. At the same time, Chto Delat?’s performative map of existing relations points to the depolitisation of economic life and relations that allowed for the free and unquestioned flow of capital, creating an ever increasing gap between the ruling minority of financial and political elites and the vast majority of the poor and oppressed. All this forms a set of relation and antagonisms that the Songspiel clearly maps out. While creating such interplay of “gestus”, Chto delat? simultaneously delineate the ideological circuit, ‘representing’ a map in which the viewer is led to reflect “her real conditions of existence” within the broader historical materiality. Jameson offers Althusser's definition of ideology as "the representation of the subject's imaginary relationship to his or her real conditions of existence. Jameson, Postmodernism, or, the Cultural Logic of Late Capitalism, 51
 In this way, “Partisan Songspiel” virtually follows Jameson appeal for cognizing the present’s historicity, while bringing out a recognition of that “forbidden” substance – solidarity.

If we assume that the triadic configuration of the tasks “to teach, to delight, to move” necessarily produces a form of knowledge about the historicity of the present, than we must also ascertain that this knowledge is constituted only by being based on a mutuality of “exposures” and reciprocal mapping.  Such a procedure of constituting shared knowledge, arrives at the crux of the objectives of cognitive mapping. Cognitive aesthetics, as envisioned by Jameson and brought here into relation with Ranciere’s notion of dis-identification and the production of knowledge, indeed becomes the key method of any emancipatory aesthetics in the age of late capitalism. It is obviously imperative, however, that this “knowledge” that Lenin understands as crucial precondition for politization, is not conceived as something that is produced and placed “on the marketplace of ideas”. “Under the conditions of democratic freedom of opinion, opinions cannot actually be classified into “coherent” or true opinions and “incoherent” or “untrue” opinions. Such a division would be blatantly discriminatory and anti-democratic.... It would undermine the equal opportunities of opinions and encroach upon their free and fair competition in the open marketplace of ideas”. Boris Groys, The Communist Postscript, (London: Verso, 2009), 7
 Rather, cognitive aesthetics must be situated within the shared production of knowledge as an activating substance, as an activity of mutual cognition within what Ranciere calls “the aesthetico – political community of dis-identification”. It assumes a procedure perhaps similar to Freireian concept of Conscientisation, which entails not only raising cognition of one’s reality but also encouraging reflection and action towards the transformation of present conditions.  Such cognitions, “conscientisations”, mapping, un-mapping and re-mapping through learning and unlearning are all congruent with art’s potential to create a platform for abstract thinking and political imagination, while remaining strongly bound to the reality of historical social relations.
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