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A propositionutters a subjech absentia of a predicate. désignag¢sa placeless space
before its enactment by the coupling of predicate and proposition withomploda
Propositions makéheir subject present amdll for wisedeliberationto determinette more
virtuous proposition Such propositions perform butlivetheir original performance following
theirreception by othersThe art of propositions lies in their becomiiguosos

If a place designates a certain occupation of the subjeahwitbositionthat predicates
the exclusion ofhat subject from occupying other positions, the absence of place ends any
certain occupation of the subjdxmt locatinga pace between positionFhis third space
becomes presentn this way, the proposition functions like the Rabelaisian rogue, clown and
fool who:

occupy éan essentiatiplateét Be steh et hrriegeh tf itgou rbees
in this world, the ight not to make common cause with any single one of the existing
categories that life makes available.

This essayntends to analyze thearioususages of propositionéirst, by investigating
thehistoryof t he word Aproposi t itweworibof NealRanaldal vy, by i
Ding Ren, Glenn Shrum and Elena Volkomahe exhibitionPropositionswhich this essay
accompaniesand, thirdly, byinvestigatingthe implications ouchpropositions

A proposition

There appear two definitions for the wdigtopositiond As a verb, proposition, from the
Latin proposition At o ,0s estu ghgadfetingsof sex. As a nouptopositioncomesfrom
the Latin wordpr2positi?, propositi®n-, which translates ta setting out in wordsIn the former,
Ato set forth, 0 the a gaftrth wplieseaspaa inavisichbatine what or
possible. Indeedyoth subject and object perform within the space otdpla the link
betweerthe predicate and the proposition

Thecopulaconsummates a proposition and predicate. The eroticism present in a
propositionrefers towhat Gayatri Chakravorty Spivakterary theorist and professor at
Columbia Universitycalls thecopulain orderto perform The proposition requires the copula
in order to enact itself in a third space between positions, between predicate and proposition,
between occupation and emancipation, between labor and capikedr aimalysis of Virginia
Wo o | Tio thes Lightltouse Gayatri Spivak writes:
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| could make a grammatical allegory of the structure of the book: Subject (Mrs.

Ramsayd copulad Predicate (painting). That would be the structure of the proposition,

the irreducible form of the logic of nesontradiction, theimplest and more powerful

sentence. Within this allegory, the second part of the book is the place of theécopula
thecopula is not only the pivot of grammar and logic, the axle of ideal language, the third
person singular inadarcatisvae cfexiitad keédayr giet
happens not only in language and logic but also between pérsons.

That copulatin happens notonly inlanguageut al so bet ween peopl e mea
out i n woaddastageoushenwomsdering the space between reception and
enactmentLike laughtefafis et ti ng out in wordso requires a

Propositions areanhomely They perform in the unconscious space of the copliteey
are ephemeralnd differfrom statements, which describe a ground to coiAemni K. Bhabha,
postcolonial theorist and professor at Harvard, writes:

The pact of interpretation is never simply an act of communication between the | and the

You designated in the statement. The patihn of meaning requires that these two

places be mobilized in the passage through a Third Space, which represents both the

general conditions of language and the specific implication of the utterance in a

performative and institutional strategy of whichkt cannot Oionusidtesel f 6 b
meaning of the utterance is quite literally neither the one nor the other. This ambivalence

is emphasized when we realize that there is no way that the content of the proposition

will reveal the structure of posamnality; no way that context can be mimetically read off

from content:

According to Bhabha, the addresstodil| and t he You, 0 which are mi
underg@sa transition in a third spacd becomingother. This third space, the copula, lies
between activity and passivity.

Aristotle briefly discusses propositiongor him,the subject of a proposition
authenticates a predicate through either its affirmation or ddPiapositions are given the task
of verifying thefiTrutho of predicates He thus subordinates the proposit®relation to the
predicate, whichneverthelessexcludes it from its operationVhat keeps us from turning this
around, whereby the predicate becomes subordinate to a propoditien&ristotelian logic that
gives popositions the task of determinittgetruth or falsity of predicates alsoust claim an
original predicate, which precedes any proposition that would either affirm or deny its existence.
Thus Aristotle giveshe subject of a proposition the impossilaskt of verifying gredicate
which it can neither affirm nor deny since it has been exclirded the start oftie process

Westerntraditionhas sought to occupy the subject of a psifgon with an original
object by assigning the proposition the role of either affirming or denying an original predicate
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% Paolo Virno, philosopher, semiotician and Marxist figurehead, makes note of Kigtitude: Between

Innovation and Negation
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Scholastic philosophy in tHeurteenth entury attemptedtembed propositions witn object

by giving the poposition a nominal significance aish e 6 b anaobjextivédentiyf which,
nevertheless, becomes a predicdtke most explicitassault on propositioreecursin American

analytic philosophyn the midtwentieth century W.V. Quine, American analytic philosophe

soughtto categorically deny the efttivenes®f propositiondoyde c |l ar i ng At hat t he
indeterminacy of translation prevented any meaningful discussion of propasftignsne

advocated for the use of sentenicestead Strawson, another American analytic philosopher,

preferred the ten statement over propositipignoringthe proposition by cloaking it in the

address of the statement.

I f the indeterminacy of the translations f
definition a point of contention and, thus, according to Quine, uselagsjoes Quine not
disavow the usefulness of other wotkathave contentiousanslationsas welP

From these two definitionsf proposition (1) an offering of sex and (2) to set forth, there
is no mention of truth or falsitylnstead, the propositioidentifies a subject absent a predicate.
This subjecbf a propositiolocaesa placeless spatieatrequireshe copula fothe proposition
to perform Not just any proposition will do.

Propositionsin the work of Neal Reinalda, Ding Ren, Glenn Shrunand Elena
Volkova

How does arproposean imagdor consideration by a subjéctBefore analyzing
propasitions in worls byNeal Reinalda, Ding Ren, Glenn Shrum and Elena Volkova, it is
imperativeto answer this question since their work suppdadelfchiefly as art Yet, looking at
art isolated from an event will not make way for a possible answer to this qudsi®on.
necessary to recognize their work as part of an exhibition in a gtikeig part of a network of
art institutions that suppocertain works of artIn this context,timay be seen how their work
may propose anything different from what came before itvamatthe implications of these
propositionsare

The Art-Image

Themimesisandpoiesisapparent in the aftnage distinguishes it from other images.
This image becomes subject to dissemination and the play of dialectical and symbolic ordering
that occurs between the configurations of images. This play of dialectical and symbolic ordering
follows an ethical and, therefore, political, juncture. Theragge proposesew imagedy
which tolocat subjectivitybetween simulation and dissimulation; semblance and dissemblance;
activity and passivity; logic and pathascording to an economy s dissemination

Art proposs an image counter to another imag&ccording to Jacques Ranciére,
Marxist philosopherthis image becomesesthetidy performing three operatioms different
regimes (1) themimeticregime (2) the poeticregime and (3)theethical and, thugolitical
regime As previously stated, the first and secoadimesdistinguish it as artin the mimetic
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regime,arti@ipri nci ple that isolates, within the ge
making), cetan particul ar forms of art thdTheproduce

poetic regime classifies certain ways of making and dgog$i9 with ambivalence to a

particular engroduct Genresfor instanceperform different poetitunctions In the ethical

and, thuspoliticalr e gi me fAdéart 6 i s not identified as suc
i ma g®eThesedthree regimes define the sttthe naturef aesthetics Ranciérewrites

The wor d fersto thesspeciftméde of being of whatever falls within the

domain of art, to the mode of being of the objects of art. In thtbetec regime of the

sensi bl eé the powe hasbetoma foréigntontseld & pradudtto ught é
identical with something not producedhdwledge transformed into némowledge,
logosidentical withpathos the intention or the unintentional, étc.

| propose that thartimagecomes not only out of an auéwotic drive to project images in
material, butalsq for the purpose of propositiorg the copulation that occurs between images
on the surface (copula) via disseminati@i.the same time, however, the surfaeeeat a play

of semblance and dissemblance which shows the sigaifi@ysalready under erasure.

Animage performslialectical and symbolic operations which become part of its
aesthetic The dialecticabperation presents conflict over whethamage a or image b better
resembles image cThe symbolioperationdetermines which parts of imageand image b
shouldmeet to form imagee. The dialectical operation shows that two images are in conflict
with one anotherdeterminingvhich image better represemsubject Paradoxically, whatever
determination the dialectical operation performs, it mgthie subjectt representdeaving
space open for other representatiom$owever, he symbolic operation abbreviates different
imagesfor the purpose afletermining the presence and absence of imagaber images
Ranciere gives this descriptiofithe symbolic opetion:

The symbolist way also relates heterogeneous elements and constructs little machines
through a montage of unretati e | e Between®léments that are foreign to one
another it works to establish a familiarity, an occasional analogy, attestngdoe
fundamental relationship of deelonging, a shared world where heterogeneous elements
are caught up in the same essential fabric, and are therefore always open to being
assembled in accordance with the fraternity of a new metaphore. If the daleety

aims, through the clash of different elements, at the secret of a heterogeneous order, the
symbolist way assembles elements in the form of mysfery.

Whereasthe dialectical play of images hinges on a clash between metaphors, the symbolic play
of images abbreviates images to determine a contiguousrytfeat hinges othe use of a
metonym

Theartimagedistinguishes itself from other images by proposing sabjectivities
between the visible and invisibdadnew actios (praxis) in the process of dissimulating other
forms of action; althe-while mimicking other imagesTheartimage proposes a singulgst
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anonymous authorship in the absence of any strategy that would gisrauthorityfrom

becoming part of collectivememorywhilst mimicking other imagesThe ariimagediscloses
anything that woulghossiby make itsecret. It ishusa naked image, imping an entire history
made common on its surfack.consigngtself to telling the present instead of pursuing a private
imagepursuant of other images ananteriorfuturespace Anticipating aprivate,anterior
futureimagewould erasehe art imagdrom visibility, in which case, it wouldease being art

The art image proposes new forms of subjectiaitg new actions that the subject
performs It distinguishes itself from other images in a poetic and mimetic performance.
Nevertheless, the airnage performs a dialectical and symbolic operation as an iamageg
other images It becomes possible to analyze the propositiotearDing, Elena, Glenn and
Ne al 0 sgromalosrplemise

Proposing performances forvirtuosos

Almost all of the work in Propositionsaresite-specific Their removal from theisite
would no longer constitute the work as sudhuch of the work mimics its exact location to the
extent that thedges of the work beconas important as any distinction of an interior and
exteror space Thus the work inPropositionsproposes a play of semblance and dissemblance
in what appears contingent almost entirelyan aleatoryencounter

The work inPropositionsdoes not attempt to perform a tautology of textuality, which
would confuse mimicry with ethicé proposingepetitionand samenesssalwaysa purely
additive process. Instedties e a wdrk appropridtegmagesn a process thaubstituteone
image for anothenever meehg in the same place

Works inPropositionsproposeperformancesor virtuoscs. Paolo Virno, Marxist theorist
and semiotician, writes thatv&rtuosoi s fia memor abl e performanceo a

what defines the activity of viisanactivityos, of
which finds its own fulfillment (that is, its own purpose) in itsglthout objectifying

itself into an end product, without settl.
which would survive the performanc&econdly, it isan activity which reques the

presence of othersvhich exists only in the presence of the audiéhce

These workgplay with the semantics afpaceo investigate the various usages of signs such as
light and shadow, edges and boundaries, sysrdoal indexes, line and channeorder to
developsyntaxthatproposea performancéor avirtuosa Their work does not attemfit
transcend the space thereinsteadtheir worklocates amongst a variable play of other signs

Ding Ren disembleghegrand, symbolic narratives oftionstates by locating them in
thefound,inconspicuous cartographies of paint chips orgtidkerywallsin The Map Is Not The
Territory, 2009 (fig.1). Ding also locates maps of lakes, states and a province next to discreet
signs of decaglongthegallerywalls. An etymology of each location name accompanies each
respective map. These etymologies often derive from a hybrid of different dialects.
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That thesenconspicuouspaces have no place on a map dissembles orientations with
binaries such aorth and South, East and West. DRgncollapsesuchideas of distancby
upending notions dbeing eithethereor there Homi K. Bhabha, postcolonial theorist and
professor at Harvard University, writes that territory is "[e]tymologicatigettled, 'territory’
derives from botlterra (earth) and e r (tdfrigleten) whenceerritorium, a place from which
people are frightened off* | f maps define places by their bol
investigations into location and thpproximate relationship of theereandtherewhen referring
to the present produce the effects of a place
shows the process of defining balaries as an opaque affair and aobatter of producing clear
and transparent boundarieShe Map Is Not The Territogglays with the potentially boundless
repetition of boundaries.

Figure 1

Ding Ren
The Map Is Not The Territoy2009
Plywood frames, maps, etymological descriptions of places, velcro
DingRenpr oposes AA PROPOSI TI ON ISn€ Rd&Rearsh WI TH A
(Propositional Version)2009(figs. 24). The words formed by rubn-letters atop a peeil
drawn lineproject onto the wallia a slide projector. The line appears broken by the protruding
walls of the gallery corner. Propping the slide projector are boaks i pr oposimt i onal t
which the writerfor this essaylid research for the exhibitidPropositionsand emaileding the
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bibliography. The writing on the line resembles the spafi¢he books used to prop the slide
projector.

Figures 24

Ding Ren
Line Research (Propositional Versiog))09
Slide projector, ruton letters, pencil, bookgior Marx The Future ofhe ImageThe Essential

Peirce: Selected Philosophical Writings

Neal Reinalda places a glass of water on one end of atblanlkes ora brickin One Act
Play, 2009(fig. 5) in a corner of the galleryThe weight of the plank shiftsdhe water
evaporates from inside the glassmhyor may noffall. In another corner, Neal arranges blocks
of Styrofoamletterscovered with fauxock spraypainton the floor near the walkway between
one galleryspaceand another gallery spaceNOT REALLY ANYHING AT ALL 2009 (fig. 6)
These |l etters read ANOT REALLY ANYTHI NG AT AL
ALLO from becomi ng fsRtiEcAlly addréssepainsetaphysioaydosure img
Western metaphysics whereby the reading of a text atésascribeanominal value of either
having beenwrittea fit r ut hofalod c @ miun dp @ m SnailbritoyDérriddesal i t y .
reading of @PNOTREALLY AN¥ETHING AThAlibsplies an alwayslready
process of writing in which nothing and anything appear ready at hand.



Figure 5

Neal Reinalda
One Act Play2008
Water,glass,plank, lrick, time

Fig. 6



Neal Reinalda
NOT REALLY ANYTHIN@T ALL, 2009
Styrofoam, fauxrock spraypaint

Above the bar on a wall in the galldieal Reinaldaplaces an upsiddown clockwith
the title7 UP, 20@8 (fig. 7). 7UPis distributed during the opening of the exhibition.

Figure 7
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Neal Reinalda
7UP, 2008
Clock, associations

NealReinaldd s wor k traces the uncannliswargpear ance
demands a curious eye in counterihg spectacle afommodity fetish in consumerism. If
capitalism attempts to homogenize space by ocagpyie gaze witlts projectionandfixing it
upon a centeand symbolic symbol dflentity, the curious eye counters this effetitfinds
heterogeneous events that defy the spotlight and shadawelofgprojection. The capitalist gaze
attempts to project the imageatherness always in the shadow of its own spotlighich
assumes a homogeneous and ambivalent space in which surveillance and reactionfdbeple
spectacle i sofheonogumat e s sMarxiatéeoftsisyt aDeebsor die al 0
work prgoses a space in which the mundane encounter with the everyday counters the spectacle
by becoming mysterious.

Glenn Shrum and Elena Volkova collaborat&afelight 2008,andUntitled
(paperscape)2009(figs. 81 13). In Untitled (paperscape)Elena drawsvhat she calls
fi pperscapesontwo large sheets of paper that suspend from a mptadl once usetb holda
projector screen. Elena almostiswernibly represents the foldseasesnd edgesnthe
surface of the paperaritsedges.Thes ubj ect 6 s shadow menovalkingt s ont
in front of these drawings G IS&elightprajects light upon the subject to produce a shadow
in El enabds work, or, El ena casts t Badelghtubj ect 6
deperding on howthe subject sees it
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Glenn Shrum adds and subtracts light using intervals that determine the difference
between light and shadowir.he interval implies syntax following a specific timing between the
becoming absent and becoming presémiSafelight 2008,several sources of ligiptoject onto
a surface to produaecyanotype print on canva&ne of the lights emita light frequency
which indiscernibly alterthe print after the exposurdwo of the bulbdight during every other
intervalwhich is seto a timer One of the lights exposéise surface of the cyanotypedolors
that change with the increases in temperdtom afilament Extension cords surround the
bulb, their shadows projecting in the adjacent gallery space.

Figure 8i 13
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B
4
Glenn Shrum Elena
Safelight 2008 Volkova
Light, electrical cords, cyanotype on canvas Untitled
I nstallation 116 x 96 x 960 (paperscape)
2009
Paper, pencil

In Voltage Drop 2008,(figs.1471 16) Glenn projects light down the center of extension
cordsthatcoil around pipingiext toceiling and hang to the floor. These extension cords supply
electricityfor thelight that hits them They look like multicolored spaghetti and have been
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collectedfom mul ti pl e suppliers. G| eamaginedcspatial | enges
e x p e r I°mengirg theé difference between peripheral and direct vision.

Figures #17 16

Glenn Shrum

Voltage Drop 2008

Light, electrical cords

| nst al Ixat2idbxn 215160
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