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Flint Jamison is a conceptual artist working with sculpture, digital media and video, publication, as well as
performance. He is the co-founder of the art center Yale Union in Portland, Oregon and the co-founder of
the artist-run center Department of Safety, which operated from 2002 until 2010 in Anacortes,
Washington. Jamison is the founder and editor of the ongoing serial publication Veneer Magazine, an 18book publishing project established in 2007.
Flint Jamison was born in 1979 in Montana. Since receiving his M.F.A. from the San Francisco Art Institute in 2006, he
has exhibited internationally, presenting solo exhibitions at Kunst Halle Sankt Gallen, St. Gallen (2019), Miguel Abreu
Gallery, New York (2017 and 2015); Galerie Max Mayer, Düsseldorf (2017); Pied-à-terre, Ottsville, PA (2016); Air de
Paris, Paris (2015 and 2012); ETH Zürich, Zürich (2015); Artists Space, New York (2013); Cubitt, London (2013);
Centre d’édition contemporaine, Geneva (2012); Artspeak, Vancouver (2012); castillo/corrales, Paris (2011); and Open
Satellite, Bellevue, Washington (2010). His work was included in Signal or Noise at S.M.A.K., Ghent (2018), Other
Mechanisms, curated by Anthony Huberman at the Secession, Vienna (2018), the 2017 Whitney Biennial, curated by
Christopher Y. Lew and Mia Locks, the 2014 Liverpool Biennial, curated by Anthony Huberman and Mai Abu
ElDahab, and the 2016 Incorporated! - Les Ateliers de Rennes, curated by François Piron. His work is held in
numerous private and public collections, including the Whitney Museum of American Art and the Centre Pompidou.
His second one-person exhibition at Miguel Abreu Gallery was on view from September 10 through October 15, 2017.
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Digby Warde-Aldam, “Opportunity Zone: Flint Jamison, 'Veneer' – Review,” ArtReview, December 2, 2021

Since the 1970s, the idea that the art industry is essentially the advance-guard of gentrification
has become a received wisdom. Yet what is the role of art itself in the equation? This is the
central question posed by Aaron Flint Jamison in this exhibition at Romainville’s Air de Paris,
itself recently relocated to a down-at-heel former industrial quarter designated as an

‘Opportunity Zone’. The American artist’s show is a furious attempt to reckon with the
artworld’s associations with neoliberalism and politically enabled gentrification, grappling
with the contradictions inherent to staging such an event in this environment. Jamison, who
cofounded the Portland arts institution Yale Union in 2008 only to hand it over to a Native
American nonprofit in an act of ‘reverse gentrification’ a dozen years later, is evidently
uncomfortable not just with his own role in these processes, but with the very nature of the
art that fills this kind of space.
His anger is manifest from the outset: the Opportunity Zone (all works 2021) series sees planks of
cedar wood, riddled with indentations, tilted against the gallery walls beside their aluminium
brackets. Closer inspection reveals that the sections carved out from the planks are
maquettelike renderings of city plans: one, most prominently, representing the built
environment surrounding Air de Paris; another of a brownfield site adjacent to Yale Union;
and, poignantly, a third presenting a relief map of the wasteland left following the 2016 fire
that burnt down the Ghost Ship artist space in Oakland, killing 36 people. It is now an area
earmarked for development.
Quite suddenly, the show changes tack: a second room plays host to GraDiva, a multipart
installation that directly picks apart the legacy of Marcel Duchamp’s embrace of the
readymade. The letters of the title – the name of the gallery founded by André Breton in 1937,
whose doors Duchamp designed – are engraved, spaced out, on the insides of two box-shaped
cedar sculptures, visible only if one stoops to inspect. In another instance, two tall panes of
glass flanked into cubicle form by more cedar pay explicit homage to The Large Glass (1915–23),
right down to the spidery cracks on its surface. In a repudiation of readymade practice, the
emphasis here is on the handmade: rhythmic lines of orange glue seep from the joints in the
wood, imperfections left pointedly untidy.
Jamison’s thesis here rests on the idea that the readymade is the conceptual gateway to
contemporary capitalism’s more disturbing processes; that it is essentially an analogue to
outsourcing and gentrification, a negation of artistic agency that has transformed the
production of art into a process of procurement. Whether or not you agree with this
argument, the way in which it is argued is infectiously combative.

Opportunity Zone (detail), 2019, Opportunity Zones installation view at Kunst Halle Sankt Gallen, 2019. Courtesy: Kunst Halle Sankt Gallen. Photo: Sebastian Schaub
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Opportunity Zone (details), 2019, Opportunity Zones installation views at Kunst Halle Sankt Gallen, 2019. Courtesy: Kunst Halle Sankt Gallen. Photo: Sebastian Schaub
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Across the courtyard facing AARON FLINT JAMISON’s exhibition
at Kunst Halle Sankt Gallen is a hand scanner used by the municipal
police to grant access to their building. This camera happens to
face a window, an aperture, in which a single work by Jamison is visible. One cannot help but regard the scanner as a serendipitous
simile for the exhibition, and perhaps for much of Jamison’s work,
given their mutual concern with matters of inside, outside, and the
liminal surfaces that separate and provide access between them.
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Applicate 2.1, 2.2 (detail), 2019, Opportunity Zones installation view at Kunst Halle Sankt Gallen, 2019. Courtesy: Kunst Halle Sankt Gallen. Photo: Sebastian Schaub
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Opportunity Zone (detail), 2019, Opportunity Zones installation view at Kunst Halle Sankt Gallen, 2019. Courtesy: Kunst Halle Sankt Gallen. Photo: Sebastian Schaub
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The surface, the place of fetish, is where viewers with no
prior knowledge arrive, making it the most egalitarian
part of a work of art. What has become less discernible, at
least since the 1960s, is exactly where the work begins and
ends, and since this exhibition coincides with the publishing of the new edition of Jamison’s magazine Veneer, we’re
invited to think about the relationship between what we
might call the para-artistic work that runs adjacent to and
functions with what we more readily recognize as works
of art. The particular work facing the hand scanner across
the courtyard is titled Opportunity Zone (2019) and takes the
form of a fire door rendered in cedar with zinc-plated hardware, scaled down to one-third normal size. This form is
horizontally mirrored (rendering the door useless; it cannot fall shut) and hung on the wall (again, useless in contrast to its usual purpose—not to mention the sheer fact
of it being constructed from a flammable material). And
although it is a sculpture, to my mind—almost to my own
embarrassment—mounted on the wall like this, it evokes
the shaped canvases of Frank Stella. But it equally signals
industrial design, or even the writings of William Morris
(more on this in a moment).
It has an aperture, a small hole that passes through
the work, showing the wall on the other side. This hole is
in the shape of the architectural footprint of Yale Union in
Portland, Oregon, an institution cofounded by Jamison; he
remains chair of its board. I have worked with Yale Union
for many years, first as a researcher, then as a curatorial assistant. It was also where I got my first opportunity to organize a substantial exhibition. Since 2009 Yale Union has
contributed to the rise of a kind of new institutionalism in
the United States that looks to the European Kunsthalle as
a model while maintaining a particularly American voice in
its programming—a voice that I would call smart yet consciously awry. These models encourage artists’ critique of
institutions, leading to a heightened focus on the figure of
the artist and their rights in the context of the institution.1
This is one of two works titled Opportunity Zone, a
phrase whose plural also names the exhibition as a whole
and references schemes in U.S. civic politics describing areas slated for urban renewal. Introduced by the U.S. Tax
Cuts and Jobs Act of 2017, this new incentive spurs economic development and job creation by encouraging longterm investment in low-income communities. Investors
who participate (and benefit in the form of tax relief) do
not need to live in the zone in which they are investing,
nor do they even need to hold U.S. citizenship. Ultimately,
the program leverages tax cuts to encourage financial speculation in property markets that were previously deemed
too risky to invest in.
Yale Union is sited within such a zone, and Opportunity Zones suggests ways that art, its institutions, and their
social relations are directly implicated within property
and financial speculation. We can surmise that the title
evidences an area of keen interest to Jamison: namely the
purposes of art, and more specifically this niche part of the
culture industry. I might add that these purposes are contingent on their users.
This was central to Jamison’s 2017 exhibition at
Galerie Max Mayer in Düsseldorf, which presented YU
Contemporary vs. Dept. of Revenue Oregon & Mult. Co. Assessor
(2017), a published edition reproducing the transcript of a
2016 court case whereby the county in which Yale Union
resides attempted to contest its nonprofit status. The verbatim transcript records something unusual for Jamison:
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the artist speaking plainly about the intentions of Yale
Union, which has always been part of the support structure of his own work (recall, the para-artistic). In a text that
accompanied the show, Richard Birkett succinctly stated
how Jamison’s relationship with Yale Union is itself contingent on a set of property relations:
“ The value within a non-profit art institution, both that held
by artworks and that which is formed through the circulation of ideas and knowledge, is put to work and possessed
in many ways. If rights to physical or intellectual property
determine who can use, alter, sell or capture the payoffs accruing to it, then the non-profit art institution constitutes
a plethora of banked and uncontested rights claims—from
artists, directors, curators, and board members.”2

This attests to the diffusive economy of cultural capital
that both Jamison and I have profited from in various ways,
which is completely contingent on a form of property relations that is non-egalitarian by definition and in conflict
with our own political positions. This cuts a through-line to
what Jamison states for this show: “The underbelly, the apparatus that presents the work, is also the work. Forgetting
this can be easy depending on the situations and structures
that construct the frames around the work.”3
The forms present in Opportunity Zones also point
to this constitutive outside—what frames the context in
which art is produced, distributed, consumed. This should
lead us to consider the indexical strategies of the artists
who since Conceptual art have brought the viewer to ask
how a piece of art can adequately speak to the contradiction between an artist’s intention for the work to effectively analyze its social conditions and the work’s capacity to do so when it is complicit with/in these very systems.
The tendency to deploy a reductionist ethos toward establishing the clearest possible way of communicating these
criticisms led many artists to formal dead ends, or in the
case of some works of institutional critique, criticism that
was completely recuperated into the institution—potentially contradicting the original aims of the work, or conversely, reforming the institution. Regardless, this legacy
proves that the old questions regarding art’s relative autonomy from society are far from exhausted.
Jamison’s work is different in that it is just as allegorical, which is to say representational, as it is indexical.
It is not preoccupied with establishing the clearest mode
of communication between work and viewer, but rather relies on the evocative. The long exhibition text that accompanies the show might be read by some as an exhaustive
description of the work, but I am reminded of the form of
the soliloquy in theater, whereby the fourth wall is broken
by a monologue of the character’s inner thoughts, putting
the mechanisms of their unconscious on display. This is
the underside, the subterranean, of the work. In this poetically informational text Jamison proposes that the audience think of the circumstances of the exhibition as another form of opportunity zone: the work, the space, the
relationship between artist and curator, the position of the
viewer, etc. Thus it produces some questions: What is being leveraged? For whom and by who? Who benefits? What
counts as capital? These questions center not only on the
productive role of the artist, but also on that of the viewer.
Opportunity Zones includes only eight works. The first,
which one could easily miss upon entering, is the first of
two fire doors rendered in cedar. This material naturally
harbors conservational properties (it repels vermin) and has
featured in a number of Jamison’s exhibitions, including
a series of storage racks at the Whitney Biennial in 2017.
Unlike the other door, this is scaled at actual size and is
installed at the entrance to the gallery space, looking almost functional. But like its smaller twin, it does not work.
Set within its cedar surface is a hole in the shape of the
Ghost Ship, an Oakland warehouse occupied by
Opportunity Zones artists’ studios and ad-hoc living spaces that also
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served as an occasional performance venue—in other words,
a space like many places in which artists work and sometimes live—that made national news when a fire started
during a music show in December 2016, resulting in the
deaths of thirty-six people. Jamison knew some of them,
suggesting that its intention is partially memorial. Before
Yale Union was established, Jamison was involved in running Department of Safety in Anacortes, Washington,
a space not dissimilar to the Ghost Ship.
What I have as yet failed to mention about these
works is the zinc hardware of the doors, which, as Jamison
points out in his exhibition text, is the primary component
of sacrificial anodes. Like the conceptual form of the opportunity zone, Jamison extends the idea of the sacrificial
anode to the work of art itself:

for the Führermuseum, and subsequently gifted to the
Kunstmuseum Bern after Gurlitt was investigated for tax
fraud. On the right, Applicate 2.2 (2019) takes stock of the
Kunstmuseum Bern’s broader collection, which we might
view as beneficially highlighted by this bequest. In his text,
Jamison notes that the Kunstmuseum’s research into the
provenance of these works and the subsequent restitution
of at least nine looted pieces has shown the transparency
with which the Kunstmuseum received this opportunity—
yet notably, the museum’s provenance research department
is funded by foundations and private donations.
While what motivated Jamison to produce this work
was an interest in researching institutional transformations that the Kunstmuseum undertook in receiving the
Gurlitt collection as a gift—in other words, its cultural responsibility—the work itself speaks to the mobility of art
“What are sacrificial anodes? Sacrificial anodes are highly as capital. One thing to note in regard to these machines
active metals that are used to prevent a less active mate- is how stupid they are, by which I mean that they are far
rial surface from corroding. Sacrificial anodes are created from the “smart” technology of today. Although appearfrom a metal alloy with negative electrochemical poten- ing to work on their own, their programming was drafttial that is greater than that of the other metal it will be ed by Jamison, their master. Their ceaseless mobility leads
used to protect. The sacrificial anode will be consumed in to what may seem an odd reference, but if we are to think
place of the metal it is protecting. They are made from a of any artist who knew how to represent the absurdity of
metal alloy with a more active voltage, in this case, zinc. the machine, it was Jean Tinguely, whose famous Homage
The difference in potential between the two metals means to New York (1960) self-destructed in the courtyard of New
that the galvanic anode corrodes so that the anode materi- York’s Museum of Modern Art. A lesser-known but importal is consumed in preference to the structure.
ant part of the story is that Robert Rauschenberg sacrifiWith sacrificial anodes, the protected metal is af- cially contributed a work to the machine. Although other
fixed on the cathode side, and then a more reactive met- works of art are only implied in Jamison’s Applicate pieces,
al or alloy is chosen and connected to the protected met- their data has been mined by the artist in order to motial as an anode. The reaction will proceed spontaneously. vate his own: they are part of its intellectual fuel, its capiAn oxidation reaction occurs at the anode, which means tal motivation. They are what motivates it. Homage to New
that the sacrificial metal will be consumed. At the same York’s self-destruction was performed by the machine in the
time, the reduction reaction occurs on the cathodic side, context of an institution (we can even relate it to Andrea
protecting the primary material from erosion. Thus, cor- Fraser’s museum pieces) and Jamison’s does, too, but the
rosion on the protected metal is successfully shifted to the audience is not treated to a spectacle. Instead we are proanode, protecting the metal.”4
voked to consider motivations.
The other work in this large room is much simpler.
We can surmise that the lack of infrastructure to support It is a large paper notepad, each page of which reproduces
artistic practice, particularly in the U.S.—for instance af- the same image. Although mounted on the wall, it asks to
fordable long-term studio spaces or robust public grant be regarded as a sculpture. The image is a surgical represensystems—structurally guides a majority of artists into the tation of Jamison’s shoulder after he had incurred an injury
position where living and working in places such as the from the repetitive labor of operating a nineteenth-century
Ghost Ship becomes necessary. On a cultural level, such printing press to produce his magazine, Veneer. For the first
spaces are also sites in which certain subcultures find their time in Jamison’s career, Veneer appears here as part of an
hospice (keeping in mind that in regular parlance, once a exhibition. This notepad work, Untitled (2019), was proplace like this has been around for some time, we call it an duced on this same machine, forming a loop between the
institution). Through the allegory of the sacrificial anode, artist’s means of production and the physical damage sustheir position in rapidly gentrifying property markets is tained in the labor of operating it. It may appear abstract,
one of a certain kind of dependence premised on combus- but it works on a tender level. As a kind of insider with a
tion. Meanwhile, financial investment is directly involved certain amount of background information on Jamison’s
in funding recognized cultural institutions (such as Yale work, I hazard to say that his output is at its best when it
Union), functioning as a form of “impact washing,” drawing confers something personal from the artist to the audience,
attention away from more ethically dubious investments.5 although how this is communicated does not remain enOn the southern wall of this large and almost emp- tirely consistent (which I think could be seen as an advanty space, two kinetic mechanical shelves move in ways that tage). This is made clear with another work, situated in the
appear illogical. In Jamison’s long descriptive text for the smallest room, reproducing the same image but as a small
show, we learn that they are programmed to place a work of open book, splayed like wings on a wooden rest. This shelf,
art at the ideal hanging height mandated by museum con- fashioned by a router out of camphor (a wood known for
vention—they awkwardly automate the labor of museum its therapeutic properties), reproduces the bone from that
preparators. On the left, Applicate 2.1 (2019) is programmed same injury. Titled Game Ready (2019), this piece ironicalwith data accrued from all 1,500 works of art in the Gurlitt ly takes the name of a company that supplies post-surgery
Collection, which was inherited by Cornelius Gurlitt from devices. As an almost awkward form between sculpture and
his father, Hildebrand Gurlitt, an art dealer active during print, it could feel too earnest, yet within this exhibition it
Nazi Germany tasked by Hermann Göring to acquire art feels like a necessary piece of the artist’s body.
Both of these works represent the body literally,
but I would argue that all of the work in this exhibition
implies the presence of the corporeal as the source of its
energy (Jana Euler’s paintings picturing electrical outlets usefully come to mind). Jamison is entirely invested
in the biopolitics not only of art, but of the world in general, and the final piece in the exhibition makes entirely
clear the dependency of material infrasMousse Magazine 70
A. F. Jamison, N. Tammens tructure on human beings (not the other
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way around). Servers (2019) reproduces the general shape of
the sixteenth-century reading wheel designed by Italian
Renaissance inventor Agostino Ramelli, but in raw recycled
green plastic. These are arranged inside modular frames
composed of 7075 aluminum (military designed, and as
Jamison informs us, alloyed with zinc). There are four of
these functioning reproductions—they have working cogs—
but they do not move. Either they hang from the ceiling by
the kind of fluorescent yellow straps used to secure a load
on the back of a truck, or they sit idle on one of the venue’s trolleys (also yellow). While static, in their partly adhoc installation they imply some kind of transit.
The forms themselves are oriented toward the viewer. In their original historical moment these machines
were dependent on the literate, who held power over the
mass public. In a country where it may even seem possible
that capitalism works, the service economy that maintains
Switzerland’s almost-too-perfect cleanliness is undertaken
by labor either brought in from less economically fortunate
parts of Europe, performed by newer citizens without the
generational privileges of Swiss inheritance, or completely offshored and out of view. While the broader Kunsthalle
system is part of a cultural economy that is also composed
of individuals beyond Switzerland’s borders, they form a
class with certain privileges, mobilities, and literacy in art.
This antagonism between these two positions is implied
when Jamison quotes Mimi Sheller’s Mobility Justice (2018)
in his exhibition text:
“ Barriers to access and controls over mobility are implemented… to serve elite interests… via formal and informal
policing, gates, passes, clothing, regulation of public space,
and surveillance systems that limit the right to move, filter
entry and exit, and selectively apply protection of the state.”

also be considered a service) catering to a relatively small
audience. The argument against Morris and the Art and
Crafts movement asked how such an art could square its
egalitarian intentions with the niche market it served.
As a solution, the industrial design that followed asked how
art could reach a common, mass appeal. Art on the left—
from Social Realism to Conceptual art—has harbored the
problem of its purpose since that time.
While the de-skilling of art since the 1960s pushed
questions of technique to one side, Jamison reemphasizes
the dependency of the artist on modes of production—
technology, skill, craft—thereby calling into question the
ethics of the relationship between the work’s production
and its purpose. In Opportunity Zones, he has chosen purposeful forms of industrial design in order to redirect the
parlance of their use, in the process raising questions regarding the purposes of art. These objects show that he is
cognizant that the audience is comprised of different sets
of users (in the computing sense of the term) who have different applications for the work and different levels of access to the information that surrounds it, and indeed informs readings of it. While there is always the feeling that
there are differing levels of access to these works—that
there is the position of the insider and the outsider and a
continuum in between—the distinction becomes superfluous when there is no ultimate hierarchy between the positions. I believe that there is no goal of attainment in the
work itself. Rather, it points out well a simple function of
the desire commonly surrounding contemporary art: to
gain inside knowledge that will usher you into the hall of
the connoisseurs, or which you might avariciously hoard
as intellectual capital. In our time, intellectual property
equates knowledge with ownership, and ownership implies power. If you have the opportunity.

While suggesting techniques of social control, this remains
fluent in the technology of the work itself. Its disparity between twenty-first-century technology and handicraft is
completely in line with what I would say is a central theme
in Jamison’s work: the techniques of production. I noted
earlier that Jamison’s work reminds me of the writings of
William Morris, which for me is a way of thinking through
the purposes and ethics of the role of the artist. Morris was
known for preserving the laborious techniques of the medieval workshop; his philosophy on art; and the fact that
he self-published the tracts that undergirded his practical
work (recall Veneer in this context). Morris looked backward
instead of inventing craft for his own time. It took one of
his disciples, Charles Robert Ashbee, to recognize that the
machine can likewise be the subject of handicraft—think
of how we now work with HTML. Following these debates
of the late nineteenth century, we have the invention of industrial design from Adolf Loos all the way to Steve Jobs,
and the other path: art for art’s sake.
Morris remains relevant today because his questions regarding the aim of art are directly linked to artistic techniques of production. And perhaps from a political standpoint, the problem with Morris (and his socialism)
was that he was inclined more toward Thomas More than
Karl Marx—he was a utopian, not a pragmatist. The deeply
moral character of these nineteenth-century European
men toward the production of their work really is not dissimilar to how institutional critique, particularly in the
United States, has continued as a way of producing a niche
intellectual product (as Andrea Fraser has shown, this can

1	For instance, in the last ten years the Artist’s Institute, New York;
Artists Space, New York; and the CCA Wattis Institute for Contemporary Arts, San Francisco, all took on a notably kindred focus.
2	Richard Birkett, Aaron Flint Jamison 06.05. - 01.07.2017 (Düsseldorf:
Galerie Max Mayer, 2017).
3	Aaron Flint Jamison, Opportunity Zones (Saint Gallen: Kunst Halle
Sankt Gallen, 2019).
4	Jamison, Opportunity Zones, with acknowledgment of material drawn
from https://chem.libretexts.org/Bookshelves/Analytical_Chemistry/
Supplemental_Modules_(Analytical_Chemistry)/Electrochemistry/
Exemplars/Corrosion/Sacrificial_Anode
5	“Impact washing,” a play on “greenwashing,” refers to a company’s
efforts to portray itself as having a more positive (usually social) impact
than it actually does.
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Opportunity Zone, 2019, Opportunity Zones installation view at Kunst Halle Sankt Gallen, 2019.
Courtesy: Kunst Halle Sankt Gallen. Photo: Sebastian Schaub

Game Ready, 2019, Opportunity Zones installation view at Kunst Halle Sankt Gallen, 2019.
Courtesy: Kunst Halle Sankt Gallen. Photo: Sebastian Schaub
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Rahel Aima, “The Dubai Effect,” Art in America, January 2019, pp. 64-69

Aaron Flint Jamison, “Open Letters to Adrian Piper”, Frieze, No. 195, May 2018, pp.147, 150
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Adelita Husni-Bey

Open Letters to Adrian Piper
Thomas Chatterton Williams
Aaron Flint Jamison
Pope.L

On
the occasion
of her MoMA retrospective, six missives to the artist from her peers
Kameelah
Janan Rasheed
B Y A DScott
E L I TA H U S N I - B E Y , T H O M A S C H AT T E RTO N W I L L I A M S , A A RO N F L I N T JA M I S O N ,
Dread
POPE.L, KAMEEL AH JANAN RASHEED AND DREAD SCOTT

Over her career of more than ve decades, the conceptual artist and philosopher Adrian Piper has penned
numerous open letters to magazines, editors, critics and others involved in the reception of her art. These
statements are politically unforgiving criticisms of her critics: cross-evaluations of the ways in which the artist’s
exhibitions and works have been (mis)read. Correctives in the broadest sense, Piper’s missives have included
requests to be not referred to in a particular way (Dear Editor, Please don’t call me a –, 2003), unrelentingly
circumspect fact-checking (An Open Letter to Donald Kuspit, 1987) or simply observing where others have not
(To the Editor of The New York Times, 1990). Key to the artist’s confrontational and participatory forms of art
making, these epistolary interventions are works of conceptual art and can be interpreted in the spirit of open
debate and public discourse that is central to Piper’s thinking. As she wrote in 1980 about her Four Intruders
plus Alarm Systems: ‘My interest is to fully politicize the existing art-world context, to confront you here and
now with the presence of certain representative individuals who are alien and unfamiliar to that context in its
current form, and to confront you with your defence mechanisms against them.’
Piper’s letters directly call out the patriarchy, misogyny, racism and ignorance that the artist’s non-epistolary
works have, in part, addressed and revealed. In our fricative moment, in which individuals fray and are up
against society’s abuses of power on these very terms, Piper’s letters are prescient. They have presaged
numerous instances of public-private calls for accountability: Yvonne Rainer’s 2011 letter to Je rey Deitch —
then director of the Museum of Contemporary Art Los Angeles — about Marina Abramovi ’s proposed use of
young, naked female performers at a gala dinner, for instance; or Hannah Black’s 2017 letter to the Whitney
Biennial curators about the inclusion of Dana Schutz’s painting of 14-year-old lynching victim Emmett Till,
Open Casket (2016); not to mention the countless institutional disruptions and personal-political retributions of
a post-Harvey Weinstein #metoo moment.
‘A Synthesis of Intuitions, 1965–2016’, Piper’s current retrospective at New York’s Museum of Modern Art, is a
homecoming of sorts for the artist, who is now based in Berlin. It is also a call-to-arms: at stake in the artist’s
work is the possibility to speak or be called out, to confront and intervene, and for solidarity and friendship to
exist in tandem with participation and debate: in short, for the possibility of a ‘confrontation between the self
and the other’, as Piper described in A. ~A (1974), her parameters for the work Just Gossip. Chiming with the
urgency and spirit of Piper’s invectives for open critical debate, participation and intervention, frieze presents a
series of open letters to Adrian Piper from six artists and writers.

Adrian Piper, ‘The Seven Insights /Stages of Cognitive Discernment (Yoga Sutra II.27)’, Adrian Piper Research Archive Foundation Berlin,
http://www.adrianpiper.com/yoga/docs /SevenInsightsA4.pdf, accessed 26 April 2018
Adrian Piper, ‘The Seven Insights /Stages of Cognitive Discernment (Yoga Sutra II.27)’, Adrian Piper Research Archive Foundation Berlin,
http://www.adrianpiper.com/yoga/docs /SevenInsightsA4.pdf, accessed 26 April 2018
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an issue of Veneer Magazine, the publication I edit. In the latter text you write:
After I recovered, I asked you if I could publish ‘Sadhana as a Tapas’ and ‘Brahmacharya, Vairagya, Kaivalya’ in
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publication
I edit.
In the latter
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control,
their ful�llment or frustration of my plans, desires and managerial manipulations caused constant
pp. 149–150)
At the time, I was struggling to understand the maintenance of my own health holistically. Comprehending
how your yoga practice t into the context of your life, writing and art also put into relief questions that I had

psychological and emotional turbulence that my sadhana just barely contained. (Veneer Magazine, 5/18, 2009,
pp. 149–150)
At the time, I was struggling to understand the maintenance of my own health holistically. Comprehending
how your yoga practice t into the context of your life, writing and art also put into relief questions that I had
about health interfacing more broadly with institutions. I also asked to publish this spreadsheet (above) that
you made. I have spent countless hours looking at this document over the years. It has helped me answer my
own questions about why you agreed to let me republish your work in the rst place. I cherish your production
of that spreadsheet. I think that the decisions you make in your work are brave. I help manage a small art
library and your books are the ones that consistently go missing or are returned late. I consider your website to
be a very important place. I share your texts with students more than those of any other artist.
Thank you,
Aaron Flint Jamison
Aaron Flint Jamison is an artist based in Portland, USA. In 2017, he had solo exhibitions at Miguel Abreu Gallery, New York, USA, and Galerie Max
Mayer, Düsseldorf, Germany, and participated in the 78th Whitney Biennial, New York. His work is on view in ‘Architecture of Storage’ at DAZ –
Deutsches Architektur Ze ntrum, Berlin, Germany, until 20 May and in ‘Bureau of Unspeci ed Services (B.U.S.)’ at SALT Galata, Istanbul, Turkey, until
July.

Pope.L, Heidigger and his Clod, 2018,
ink on paper, 8 × 8 cm. Courtesy: ©
the artist, Mitchell-Innes & Nash,
New York, and Susanne Vielmetter
Los Angeles Projects

MIGUEL ABREU GALLERY

AARON FLINT JAMISON
Aaron Flint Jamison is a conceptual artist working with sculpture, digital media and video, publication, as
well as performance. He is the co-founder of the art center Yale Union in Portland, Oregon and the cofounder of the artist-run center Department of Safety, which operated from 2002 until 2010 in Anacortes,
Washington. Jamison is the founder and editor of the ongoing serial publication Veneer Magazine, an 18book publishing project established in 2007.
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Aaron Flint Jamison was born in 1979 in Montana. Since receiving his M.F.A. from the San Francisco Art Institute in
2006, he has exhibited internationally, presenting solo exhibitions at Miguel Abreu Gallery, New York (2017 and 2015);
Galerie Max Mayer, Düsseldorf (2017); Pied-à-terre, Ottsville, PA (2016); Air de Paris, Paris (2015 and 2012); ETH
Zürich, Zürich (2015); Artists Space, New York (2013); Cubitt, London (2013); Centre d’édition contemporaine, Geneva
(2012); Artspeak, Vancouver (2012); castillo/corrales, Paris (2011); and Open Satellite, Bellevue, Washington (2010).
His work was included in the 2017 Whitney Biennial, curated by Christopher Y. Lew and Mia Locks, the 2014
Liverpool Biennial, curated by Anthony Huberman and Mai Abu ElDahab, and the 2016 Incorporated! - Les
Ateliers de Rennes, curated by François Piron. Veneer Magazine is held in numerous private and public collections.
His second one-person exhibition at Miguel Abreu Gallery is on view from September 10 through October 15, 2017.
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Aaron Flint Jamison
AIR DE PARIS
32 rue Louise Weiss
September 11–October 24
Craft improbably collides with the aesthetics of network
administration in Aaron Flint Jamison’s latest exhibition, where the
mainframe is 2x Scrypt Huffer, 2014. Kitted out with turned-wood
conduits and mounted to the wall, a lacquered black box—think
floating minifridge—houses a shimmering array of applicationspecific integrated circuits. This processing hub is tethered to a
terminal constructed from purple heartwood, a dense material
whose enduring appeal to the artist might lie in its sheer resistance
to manipulation. With its monitor at face height, the standing
workstation incorporates an Ergotron articulated arm supporting a
Kinesis Advantage keyboard plus joystick mouse—all features
designed to extend worker productivity—forming a negative relief
of a human body.

Aaron Flint Jamison, 2x Scrypt Huffer (detail),
2014, application-specific integrated circuits,
heatsinks, wood, power cables, data cables,
hardware, carbon fiber, copper, foam, peltier
devices, ESD material, inverters, ducting, air
conditioner, screen, books, servers, dimensions
variable.

But whirring fans and flashing lights aside, there’s no proof of work
happening. One can’t shake the feeling that this is a Trojan horse,
as all signs point to the machine functioning as a pretty nice
cryptocurrency mining operation like those devoted to harvesting
Bitcoins. As such, the work inhabits parallel planes of financial
speculation simultaneously: as art-world commodity and cryptographic block erupter. Jamison’s marriage of difficult
woodworking operations to high-energy decryption underscores their shared aim at refined ends through excessive
outputs of force. Copies of Jamison’s book, the two-volume Checksum Digest, 2015, hide in plain sight on a lower
shelf of the terminal. Its relationship to the rest of 2x Scrypt Huffer is never explicit, but the particular ends of this
hardware are questioned in elliptical prose while commons-based peer productions of more altruistic purpose are
floated as possible alternative applications inside the volumes. Beneath the veneer of inscrutability, the artist is
invested in shared applications of knowledge and resources. One just needs to know the language to gain access.
— Phil Taylor

All rights reserved. artforum.com is a registered trademark of Artforum International Magazine, New York, NY

Alex Kitnick, “Aaron Flint Jamison,” Artforum, Vol. 54, No. 2, October 2015, p. 322-323
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Between scanner and laptop, two isolated elements intervened: the
first, a wooden plinth, painted white and topped with a piece of
perforated foamD the second, a bizarre device cobbled from six
computer fan units, two Supermicro servers and thirty 250 GB hard
drives that stored data from the scanner. In the latter's center, a
wooden cylinder spun on an electric motor, while vents on either side
emitted soft streams of air.
As in Jamison's recent show at Cubitt in London, press release and
checklist were conspicuously absent, compounding the illegibility of
the objects on view. Artists Space's website likewise eschewed
explanation, linking instead to a spreadsheet of the show's production
balances, which detailed entries for everything from "whiskey for
gary" to each piece of technical equipment to a copy of Alexander
Galloway's 2012 primer on digital culture, The Interface Effect. At
watch from an incommodious chair, the gallery attendant had been
instructed to keep mum. This opacity seemed to be part of the point:
the work's mannered reticence and the attendant's muteness
exaggerated the system's inscrutability.
In place of standard curatorial literature, two sets of texts—plasticsleeved pamphlets and an 80-page book, each permutations of the
same material—offered an oblique orientation. In them, selections
from a 1967 essay by Jean Genet appeared alongside excerpts from
the FARO user manual. Printed on varying paper stocks—some
pulpy, others smooth—they solicited touch but explained little.
Immured in Jamison's strange circuit, the viewer's body becomes
ancillary and at risk, both threatened by and invisible to the
technology that surveyed it. The scanner functions best in static,
unpeopled, idealized spaceD moving bodies disrupt the data
collection. The machine's paradigm could be described as Yves
Klein's The Void meets the society of control. As a sticker on the
scanner's side warns: "INVISIBLE LASER RADIATION / AVOID
DIRECT / EYE EXPOSURE." One can look, but not too intently,
and even then, one cannot really see. Art here was posited as
something that supplants or exceeds human vision.
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New York
Aaron Flint Jamison
ARTISTS SPACE EXHIBITIONS
38 Greene Street, 3rd Floor
September 15, 2013–November 10, 2013
In Aaron Flint Jamison’s latest exhibition, a LiDAR room
scanner on a tripod connects to a wired network switch that the
artist has built into a table of dense purpleheart wood. The
table supports a closed handmade book and an LED spotlight
that shines its heatless light on the table’s surface. The network
switch connects to a classic IBM ThinkPad X40 and to a large
server rack that is built into a mausoleum-like cube, also made
of purpleheart. Inside, a “glory hole” cylinder rotates within a lit
chamber that is partially hidden behind half-mirrored glass,
which is copied in a wall-mounted glass work nearby. The
deluxe hardwood makes the sparse show feel weirdly opulent.

Aaron Flint Jamison, Manifold to Half

Matrix, 2013, letterpressed and offset printed
The CAT 5 network cable was once omnipresent in our daily
paper, dimensions variable.
lives. Here, carrying a hyperdetailed rendering of the room’s
space from the LiDAR to the network switch of server-cummausoleum, it feels nearly sentimental and causes the empty space of the exhibition to seem cumbersomely
physical, like thinking through the idea of Wifi backward to arrive at its antithesis. By gathering information
about the room, the LiDAR also calls out architectural and sculptural conversations about “space” by going
stubbornly and excessively empirical. And yet, silently vanishing into a puzzle-vault, the LiDAR’s data is as
mysterious and numinous backed up as it is a lived, spatial experience.

These constant reversals—from the dense physicality of rare hardwood to invisible, eye-safe lasers, from the
intangible to brutishly opulent corporeality, between knowing and unknowing—are a key Jamison move.
From his early lightbulb performances (Which Side Are You On?, 2007) to his recent book works, Veneer
Magazine, and even the pamphlet that accompanies this show, Jamison builds incredible hermetic density
into relationships between things. This makes even summarizing this sparse show a challenge. That these
man-made objects have a life of their own, independent of human goals and desires, is a telling portrait of the
way systems of knowledge now run themselves—a parallel world alongside our human one that Jamison is
able to open to us in all its dazzling complexity.
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(A, D) Exhibition views
“Peeling Layers Yields Brief
Openmouthed “Oh!”, Open
Satellite, Bellevue, WA, 2010
(B) The Present Order: Writings
on the Work of Ian Hamilton
Finlay, Marfa Book Company,
2010. Courtesy: the artist
(C) A Floating Brand, 2012.
Courtesy: Air de Paris, Paris.
Photo: Aurélien Mole
(E) Exhibition views at
Artspeak, Vancouver, 2012.
Photo: Blaine Campbell
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Francesco Spampinato, Kaleidoscope, No.14, Spring 2012

David Senior, “Books”, Frieze, No.144, January-February 2012

Lauren O’Neill-Butler, “Aaron Flint Jamison,” Artforum, November 2010
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Aaron Flint Jamison
11.10.10

Left: Veneer Issues One to Seven, subscriber and retail editions. Right: View of Veneer in “The Social Life of the
Book,” Kabinetten van De Vleeshal, Middleburg, Netherlands, September 2010.

The Portland-based artist Aaron Flint Jamison is editor of the publication Veneer. When its run concludes in
six years, the series will comprise eighteen issues, including a bookshelf to house the complete set for
subscribers. Past contributors to Veneer include Sturtevant, George Kuchar, Kevin Kelly, and Ray Kurzweil.
Jamison’s work will be featured in a solo exhibition next February at castillo/corrales in Paris.
VENEER comes out of my love for long-term projects and anything that seems to be in progress and slowly
unfolding. Books have always been very important to me, but it wasn’t until art school that I started to
understand how to complicate the medium through using disparate materials and content. When I began, I
was focused on the limitations of materiality, but it was also important to do it in a way that I had never seen
done before.Veneer was published twice a year in 2007, 2008, and 2009. I’m currently finishing the eighth
issue. After the eighteenth is produced, the project will be over. It could be said that there is a master rubric
for the series, but that is an oversimplification, because I think about the ideas behind each issue on a micro
and macro level.
Anyone who subscribes will receive all the back and all future issues, including ephemera that I send out
between issues, such as little books that I’m working on, prints, a bookcase, and other surprises. The
materials of each issue change in response to the content––different paper stocks, offset and letterpress
printing techniques, bindings, and various inserts. It’s important to me that bodies interface with production,
so as much of the work as possible is done by hand with friends and colleagues––for instance, actions like
embedding cubic zirconium gems into the pages of issue three, or rubbing Brut deodorant onto page 127 of
issue four. There aren’t any names of artists (or editors) on the spine, and the issues are not that wide, so
they can be pushed to the back of the bookshelf pretty nicely. They aren’t easy to display, present, or even
sell. Sort of like a lot of art that is important to me.
For issue five, I spray-foamed the edges of every edition so that the book is very difficult to open. Untouched,
it is reminiscent of sea foam, but it actually makes a melodramatic flaky mess when you try to rip it off. The
most beautiful thing is that once you actually get it off the sides, you have to individually pull the pages apart,
kind of like peeling away a sunburn. And that process relates to the issue, which for me was about feeling the
edges of the ocean, waves coming in and out. Adrian Piper’s article, for instance, talks about these rhythms,
pacing, and repetition in yoga and philosophy.
Issue three was filled with stolen advertisements from other magazines––mostly French, but also some
Turkish and English. After it was printed, I letter-pressed these really boring invoices and sent them with a
copy of the issue to the companies that had inadvertently advertised with us. I received quite a few ceaseand-desist letters because I was reverse-advertising, invoicing for contracted monies that were never agreed
upon. Subsequently, I worked with a lawyer in San Francisco to write a document to protect me from getting
sued. The document became a significant part of that entire issue for me.
The economy surrounding this publication is minimal. There are a few galleries and shops out there that
engage with the books and their audience in a way that makes it possible for Veneer to be sold. But I’ve
developed relationships with various retailers all over, and bless their hearts if they never pay me and if you
still see copies of those early issues around on dusty bookshelves. I think I’m too invested in the process to
be any help on a distribution level. But I recently saw a copy in a glass library vitrine and that was really nice.
— As told to Lauren O’Neill-Butler
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