


FLINT JAMISON

Né a Billings, USA, 1979
Vit et travaille a Portland

Flint Jamison was born in 1979 in Montana. He got an MFA from the San Francisco Art Institute in 2006.
He quickly exhibited his works worldwide with solo exhibitions : Veneer at Air de Paris, Romainville, 2021;
Opportunity Zones at Kunsthalle Sankt Gallen, St. Gallen (2019) ; Miguel Abreu Gallery, New York (2017 and
2015) ; Galerie Max Mayer, DUsseldorf (2017) ; Pied-a-terre, Ottsville, PA (2016) ; Air de Paris, Paris (2015 and
2012) ; ETH Zurich, ZUrich (2015) ; Artists Space, New York (2013); Cubitt, Londres (2013); Centre d’édition
contemporaine, Geneva (2012); Artspeak, Vancouver (2012); castillo/corrales, Paris (2011) et Open Satellite,
Bellevue, Washington (2010). He participated in Signal or Noise at S.M.A.K, Gand (2018), Other Mechanisms,
cur. Anthony Huberman at Secession, Vienne (2018), 2017 Whitney Biennial, cur. Christopher Y. Lew and
Mia Locks, 2014 Liverpool Biennial, cur. Anthony Huberman and Mai Abu ElDahab, and Incorporated! - Les
Ateliers de Rennes in 2016, cur. Francois Piron.

He co-founded the Yale Union, a contemporary art center in southeast Portland, Oregon, United States. The
center was founded in 2008. In 2020, the organization announced it would transfer the rights of its building to
the Native Arts and Cultures Foundation

Flint Jamison is an editor-artist or an artist-editor. An artist who is engaged with multiple artistic projects and
some projects linked with the community. Jamison’s work comes as a wide range of reflections on the object:
an assemblage, a piece of furniture, a poster or a publication which all push the link between representation,
production, functionality, presentation and distribution to the edges of its simplicity, its obviousness and

its impact. Each object merges technical and aesthetic potential and conceptual accuracy. Flint Jamison is
between the artist and the technician, between the craftsman and the inventor.

Flint Jamison demonstrates that publishing can be intransitive -without an external purpose - without
necessarily being self-reflexive. He does this not only with his splendid magazine Veneer (2007 - on going), but
also in his works, which in some cases include his books (A Floating Brand, 2012). Like his publications, his works
reflect a high level of conceptual and formal mastery. At once artisanal (in their making) and technological (in
their workings), they combine the aesthetic with the functional and the autonomous with the indicial. The
descriptions are implicitly oxymoronic.
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Veneer, Air de Paris, Romainville, 2021



EQUAL SUFFERING FOR ALL

An artist devoted to materializing all aspects of production
is often lonely, driven by questions familiar and unfamiliar to
the art world. Flint Jamison’s materialist approach goes as
far as planning for its leftover materials. Like, did you know
that the wood Jamison used to construct Opportunity Zone
(2019) comes from the leftover cedar of Footer/Content
Chassis/This Pull Request (2017), as does Opportunity Zone
(In Neighboring Metals) (2021)? Jamison’s archive carries
what is unused into the proceeding project not simply out
of a sense of environmental ethics, but out of concern for
narrative clarity.

Jamison catalogues his archive according to the allotment of
used material, rather than solely its aesthetic rationale. The
materialprovenanceof thecedarbeginswith Jamison’sFooter/
Content Chassis/This Pull Request (2017) for the Whitney
Biennial, a sculpture and program that actualized the inner
workings of the museums’ surveillance and labor apparatus;
from there it was carried into Opportunity Zone (2019), where
in residence in Switzerland and then in his US studio, the
artist created three sculptures using photogrammetry: first
of Oakland’s Ghost Ship warehouse, then Portland’s Yale
Union, and most recently Paris’ Romainville. Each site served
as a marker of gentrification and transition that formed and
forms the artist and his community. In 2021, the last of the
wood batch, in conjunction with aluminum, was utilized to
construct Opportunity Zone (In Neighboring Metals), to be
installed at Air de Paris.

In addition to this new piece, Jamison will be showing a work
based on Marcel Duchamp’s Glider, Containing a Water Mill In
Adjacent (Neighboring) Metals, (1915), and a 1937 commission
he received from Andre Breton, to create an doorway/aperture
for Breton’s gallery GraDiva. In this work, Jamison inverts the
gallery’s signage in cedar, carving “GraDiva” into an enclosed
box, so that the sign becomes trapped and held together by
concrete column forming clamps used in the construction of
new buildings.

As the father of the readymade and credited as the author
of the most important modern art of all time', Duchamp is a
useful adversary for historical materialists. Duchamp’s works
are most often mistakenly placed in a European, “color-blind”
space?, even though the majority of his most well known
readymades, from Fountain (1917) to Glider, Containing a
Water Mill In Adjacent (Neighboring) Metals, 1915, were created
in New York City, with the support and aid of his patrons
Walter and Louise Arensberg?®.

New York City in 1915, 1917 was far from racially integrated.
Forty percent of New York City’s residents were former slave-
holders, and the United States was, as the United States is
now, without neutral grounds. Segregation filled all public and
private arenas. However, when the invention of the readymade
is discussed, questions like: found where? Found how? In
what context? In which neighborhood? Questions like: how
does the segregation of public and private sanitation spaces,

! According to the Turner Prize, see http://news.bbc.co.uk/2/hifenter-
tainment/4059997.stm

2 For an in-depth analysis on the problems of European colorblindness
see Fatima El-Tayeb, European Others: Queering Ethnicity in Postnational
Europe (Minneapolis: University of Minnesota Press, 2011)).

s Likewise, “Glider” (1915) currently resides in the Philadelphia Art
Museum, as part of the Arensberg donation to the museum.

such as water fountains and bathrooms, the segregation
of the city, contextualize the politics of the found form?
rarely enter the analysis. By transposing Duchamp’s water
wheel painting with the blueprints of forced gentrification,
Jamison’s  Opportunity Zone (In  Neighboring Metals)
perforates the dematerialization of the readymade.

In the Duchampian lexicon of found and readymade, it has
been normalized that the process of coming up with the
idea is separated from the making of the work, which is
removed from the process of installing the piece, all of
which is subsumed under the name of the person who is
credited as the artist. Production is outsourced, divided and
individuated. In opposition to thisideology, Jamison’s practice
tends to the labor process, and to the materialization of what
capital makes invisible. And in this, Jamison knows where his
materials come from, how they are sourced, and is involved in
every aspect of their making. . When things need to be glued,
he glues, when things need to be coded, programmed, cut,
he operates the machinery. The people who work the laser
cutters, routers, those involved in the machine’s operations
are honored and credited with the making. His art strains
against normative practices of artist as CEO, artist as the
manager of others, towards the familiar and unfamiliar
space of artist as alienated worker, artist in contradiction
and community. Here, the artist rejects the modernist labor
processes that divides, outsources then erases the materials
and names of those involved in the making, and prompts us
to do the same.

Devotees of the white avant-garde tradition may respond,
stating that Jamison’s practice partakes in an older tradition
of art mythology that fetishizes the artist’s hand. Protectors
of neoliberal capitalism may even try to argue that it
does not matter who makes what, and offer fragmented
readings of Barthes and Foucault. These are predictable and
underwhelming takes, expected responses by keepers of the
status quo. I would respond that Jamison’s dedication to the
material is predicated upon something older and more sacred
than adherence to the fandom of the artist genius. Jamison’s
materialist fixationis part of a tradition of heretics committed
to visualizing the operations of power, whatever its shape and
form. Sometimes it’s called Capital or Empire. Sometimes it
is called Home, Love, Beauty: Art. The artist’s focus speaks to
adeep and long history of committed materialists who refuse
the aestheticization of violence, who labor to visualize how
aestheticization works too often as the dematerialization of
power. The stories that divide skilled from unskilled labor are
the same ones that divide the artist from those unnamed,
and those fictions become the untruths repeated about the
lives deemed worthy and unworthy.

The stories currently afforded to the production of aesthetics
parallel the naturalization of violence that becomes this
world. In this space we break from the realm that dissociates
thinking and dreaming from making and doing, where an
exclusive elechon bask in safety and fantasy, where artists
believe their function is the managerial ordering of others
around: You either spend your life emulating this presence as
victory or you uncover all the ways in which it lives so that
it can die. We break from this narrative fallacy to tend to
the rehearsal of interdependence, attachment: more. Here
Jamison brings us to the composition of solicitude and the
invitation for more.

- Eunsong Kim, july 2021.



Opportunity Zone, 2021

photogrammetry of Romainville, CNC carved cedar, aluminium alloy (computer rack)
130 x 68 x 46 cm
Unique



GraDiva, 2021
Installation in 6 parts: cedar and CNC carved cedar, aluminium alloy, securit glass, 3D print, zinc hooks,
variable dimensions



Laminations, 2021
CNC carved paper
306x45x6c0cm
Unique in a series of 4




100 Infrared Thermometer W/ Laser: Mastercool 52224-A, 2011, 2020
100 CMYK Letterpress Prints

30.5cmx46cmx6om

Unique in a series of 3



Opportunity Zones, Kunsthalle Sankt Gallen, St. Gallen, October 26, 2019 - January 5, 2020



«.Signal or Noise | The Photographic Il », S.M.A.K., Gent (2019)

This work is the producer. It uses marijuana growing equipment to produce prints that are free for audience or
workers at the museum. There is also a security desk that has a concave monitor in it that is connected to the
security camera in the room.



«.Signal or Noise | The Photographic Il », S.M.A.K., Gent (2019)



« Mechanisms », Wattis Institute, San Francisco, (2017-2018)

«Greaser is floating on wheels and rustles or jiggles around all show.
During the show Administrators kinda have to dance with it in order to enter their offices.



Withney Biennial, New York, 2017

With his Footer/Content Chassis/This Pull Request, Flint Jamison invites Whitney visitors into a space
reserved for employees: a conference room visible but usually inaccessible from the Museum’s central
staircase. Inits unused utility closet, Jamison has installed a Dell computer (purchased on eBay) identical to
one that he found in this location during a site visit. The first computer, which lacked a power cord, monitor,
keyboard, and mouse, appealed to the artist as “a redundant institutional object.”

In his installation, Jamison’s own minitower runs a custom application written in a language called Python
on the Ubuntu Server operating system. Throughout the Biennial, Whitney employees can opt to use
the program, which will insert a “footer” into every email sent from participating users in the whitney.
org domain. This footer makes visible information typically hidden in “headers,” including the recipient’s
geographic location, every location in which an email has been opened in the past, and any times when
emails have been read by someone other than the intended recipients.



Max Mayer, DUsseldorf, 2017




mmhmm 10:15 14:1,6 24:3 26:3 27:25 28:18 28:18 34:17 39:547:7 47:13,17 48:13,17 59:13 62:5
67:20,23 80:15 83:7 84:20 86:11,18 89:14 91:20 92:4 93:2 95:5 96:12 97:9 99:18 100:11 107:4
110:22 116:4 117:13 119:16 120:22 121:1,16 126:21 127:4 134:11 137:12 138:23 143:5 145:19
146:22 148:16 155:12 157:20 165:16 168:8 173:9 180:1,18 184:21 195:25 198:22 199:19 204:9
210:7 210:24 214:9 215:19 215:22 218:12,22 222:16 224:1 225:6,8 228:14 229:4 230:2 234:1
235:19 238:25 248:10 255:21 260:4 262:13 263:25

Aaron Flint Jamison’s YU Contemporary vs. Dept. of Revenue Oregon & Mult. Co. Assessor gathers
all the official legal documents related to the eponymous 2016 court case. The case, brought by the
Portland art center Yale Union, of which Aaron Flint Jamison is co-founder and Board Chair, con-
tested a ruling by Multnomah County' that disregarded the institution’s status as an non-profit “art
museum” in the setting of property tax rates. In a section of YU Contemporary vs. Dept. of Revenue
Oregon & Mult. Co. Assessor devoted to the transcription of the court hearing in which Jamison
gave testimony (the “Verbatim Report of Proceedings”), a comprehensive index is provided, includ-
ing the above entry. “mmhmm?” is uttered ninety-four times in the course of the hearing, sixteen
times by Jamison.

The index, the ledger, the inventory, and the spreadsheet: these are systems that organize infor-
mation, record transactions, and codify exchanges in pursuit of administrative efficiency. This
exhibition is comprised of a number of such mechanisms, both in familiar and unfamiliar forms.
They uniformly take stock, however, of one particular relationship: that of Jamison with Yale Union.
Jamison respects that—underneath and perhaps within all its social, material, affective, and intel-
lectual aspects—this relationship is contingent on a particular set of property relations.

The non-profit art institution in the United States conspicuously operates under the pretense of
disavowing property. Or, at least, it aspires to remove from the instance of presentation of artwork
speculation over material ownership, maintaining it in its “uncontested” state of intellectual proper-
ty. But of course this notion of detachment from the exertions of rights of possession and use is by
and large delusional, particularly in the U.S. 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. The non-profit art institution is a peculiar kind of battleground for conflicting modes of
libertarianism. Jamison here captures this conflict as material.

The capturing of materials is a possessive act, a point of articulation of that entity as discursively
operative within a secured and governed field. Yale Union is a form of property management

' Multnomah County, an administrative subdivision of the state of Oregon with some governmental authority, was named
in 1854 after the Multnomah people, a Chinookan tribe largely wiped out by 1834 by malaria and smallpox brought to the
American continent by European settlers.

Press Release of Aarron Flint Jamison’s exhibition at Max Mayer, DUsseldorf, 2017



system in the capacity of cultural producer. This exhibition constitutes a prosthetic extension of
this system, one in which Jamison implicates the global art market through the redirection of funds
accrued through the sale of property.” These are not discrete pockets of property, but traceries of
individual and institutional intellectual, physical and affective labor, social and cultural capital,
presented in full awareness of these complications and complicities. We see a bag of paint scrap-
ings, taken from Lutz Bacher’s floor painting The Secret Garden, exhibited at YU in late 2016, and
removed over a number of weeks by YU staff and laborers; a series of display solutions that are
assumed directly from YU designer Scott Ponik’s presentational tables for the institution’s 2013
Susan Howe exhibition; and, more obliquely but no less significantly, a new iteration of R.H. Quay-
tman's Orchard Spreadsheet 2016, 2016, printed by Jamison and published in tandem with its
salvaged and re-coded website, hosted on YU’s server, for Orchard Gallery, the influential collective
artist-run gallery that existed in New York’s Lower East Side between 2005 and 2008. Hovering
above all this, YU Contemporary vs. Dept. of Revenue Oregon & Mult. Co. Assessor serves as a
document of Yale Union's layered sovereignties in its exhaustive and “verbatim” survey of YU'’s
historical constitution and programming, all in service of establishing the value of its productive
relations to “civil society,” as opposed to private gain.

Richard Birkett

? Jamison’s proceeds of the provisional sale of these works returns directly to the non-profit Yale Union to support forth-
coming capital improvements.

Press Release of Aarron Flint Jamison’s exhibition at Max Mayer, DUsseldorf, 2017



TAIN AWAKE
ARGARET THATCHER

AARON FLINT
JAMISON

Galerie Max Mayer,
DUsseldorf, Germany

Itis likely that, if you are reading this, you
are an artist or art student, work in the
arts, follow art out of cultural curiosity or
for professional gain. In other words: you
probably fall on one side of what writer
Janet Malcolm once icily characterized
as the ‘gap’ between the “tiny group of
people who consider themselves the
professional art public’ and the ‘ordinary
literate’ person. What determines this gap
and its width? Questions as to whether
what we do, make, curate and critique
has any value, also nag, privately, at many
of us. Rarely, though, are we forced to
account for them as directly as Aaron Flint
Jamison did last year, when he appeared
in court to defend the public value of con-
temporary art space Yale Union (YU).

Jamison co-founded YU in Portland,
Oregon, in 2013, in what a court dossier
from this year describes as 'a century-
old former industrial laundry’, gifted by
an anonymous benefactor. YU applied
for tax-exempt, not-for-profit status in
October 2013 but received a rejection in
September of the following year: a fact
that would be anodyne were this building'’s
size (a city block) and history (protected)
not cause for a (massive) property tax
liability. Jamison’s exhibition at Galerie
Max Mayer, ‘YU Contemporary, Inc. vs.
Dept. of Revenue and Multnomah County
Assessor’, contains a book that repro-
duces the court deposition which followed
this rejection, bagged remnants of a Lutz
Bacher floor piece (The Secret Garden,
2016), once shown at YU, and an R.H.
Quaytman edition published by Jamison
(Orchard Spreadsheet, 2016) with YU de-
signer Scott Ponik’s presentation tables.
‘Britain Awake' (2017) is a plastic display
stand containing letterpress folios, one
of which reprints Margaret Thatcher’s

1976 inaugural speech (fron Lady, 2017).
Such inclusions reference past shows at
YU and the strain between private gain
and public interest, while also prodding
at the contradictory notions of portability,
exchange and site-specificity.

Rarely has accounting been so thrill-
ing. Denied not-for-profit status, YU was
declared of ‘only incidental benefit to the
public at large, if at all”. There's a haziness
to what conceptual art looks like — when
and why dead time, diffuse labour and
the hard-to-explain can become ‘art’, A
tax assessor observes that, ‘much of the
time’, the ‘primary exhibit space sat empty
and was not utilized at all, let alone for
artistic purposes’. He questions: ‘How is
Yale Union any different than slightly older
art-school graduates getting togetherand
partying in a building?’

Why did people appear to be sleeping
in this building? Why were animals allowed
in What is the meaning of 'residency’?

Is Veneer, Jamison’s magazine, printed
on letterpress machines installed at YU, a
commercial entity? In short: how deoes an
art space contribute to the public good?
In the 448-page dossier at the heart of
Jamison's exhibition, we read an earnest
untangling of the couched implicits about
showing art and why it's done. The pro-
tagonist of the story becomes its adjudica-
tor, Honourable Henry C. Breithaupt, who
listens with responsiveness, curiosity and
humour. (‘Is that a picture of decapitated
chickens?’) His reasonable semantic yield
signs — 'What do you refer to as a time-
based performance?’ — meet with defen-
sive, revealing answers: ‘Sorry, some of my
rhetoricis —it's stuck in —art language.’

Breithaupt admonishes the tax asses-
sors’ creaky reasoning and cranky word-
twisting. For Breithaupt, the trial was ‘very
interesting in terms of a view on a world
of art that goes beyond my Janson’s art-
history text, which | had in the 1960s’, In
his closing statement, he suggests print-
ing the deposition by letterpress. In the old
days, he expands, ‘people were much more
careful about their briefing’ because ‘it was
literally sent out and printed’. A surpris-
ingly entertaining courtroom drama about
art’s broader significance has ensued, in
the form of Jamison's exquisite, testimonial
exhibition. Exemption was granted - on
letterpress, to boot.

Pablo Larios

Pablo Larios, Review, Frieze n°190, October 2017, p. 243
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Miguel Abreu Gallery, New York «The stored works», 2017



Exhibition: Aaron Flint Jamison, The Stored Work
Dates: September 10 — October 15,2017

For my second exhibition at Miguel Abreu Gallery,' I have proposed a multi-part project. The first aspect
brings into the exhibition spaces all available works by gallery artists that are currently housed in offsite
storage facilities leased by the gallery. I have secured the terms for inclusion of stored works from the
following arrists: Yuji Agematsu, Liz Deschenes, (myselt), Sam Lewitt, Scott Lyall, Jean-Luc Mouléne, Florian
Pumhésl, R. H. Quaytman, Raha Raissnia, Jimmy Raskin, Blake Rayne, and Pamela Rosenkranz. These
artists’ works will remain in their packaging in the galleries at the 88 Eldridge Street location, while works

of scale will be brought to the 36 Orchard Street location and remain in their respective crates or bins, The
differentiation between offsite storage and onsite storage is crucial. The gallery’s current offsite facilities are:

* American Self Storage, Brooklyn: five units
* SOS/Flexible Warehousing, New Jersey: three units
* DAD Trucking Inc., Bronx: one unit

* Boone Ave., Bronx: one unit

Locarions of storage facilities leased by Miguel Abreu Gallery

Press Release of Aarron Flint Jamison’s exhibition at Miguel Abreu, NYC, 2017



Miguel Abreu Gallery also maintains multiple storage rooms at 88 Eldridge Street and 36 Orchard Street in
downtown Manhattan. The second part of the exhibition makes accessible the works stored in the gallery’s
onsite facilities, which is where the majority of the gallery’s inventory is kept. Each of these onsite storage
areas will be open and available to audiences for viewing stored work during the run of the exhibition.

Three hundred and seventy-three works, wrapped for storage, by the aforementioned artists will be on

view. Moreover, if an audience member would like to see any particular work unpacked during the course of
the exhibition, because of convenient location, any work is viewable upon request. Audience members are
encouraged to speak to one of the gallery’s directors to make arrangements for such viewings.

The floorplans below highlight the seven rooms of storage as well as the exhibition spaces.

Allen Street /
Storage 3

G:{I[er}r 1
Gallery 2
Racks / 5" Floor Studio /
Storagez |—— Storage §
Gallerys /
Viewing =
Room =
5™ Floor Main / ="
Storage 4 ===
Coat Room /
Storage 1 ‘ |
L

4th and sth floors of 88 Eldridge Street location

Press Release of Aarron Flint Jamison’s exhibition at Miguel Abreu, NYC, 2017



Gallery

‘ ‘ Viewing Room

Main Floar £
Storags 5

Main Heor / =
Swomge 7

Ground floar and hasement of 36 Orchard Street location

Additionelly, 1 have written a piece of software for cataloging and tracking the locations of the gallery’s stored
works. During the course of this exhibition, each of these works will be tagged with & locztion-rracking
device, and the collecred dara will populare a darabase. The system will generate regular reports zhour the
Iocations of each work, their inevitable movements, and assist the registrar and other gallery staff members
in managing the inventory. The gallery currently uses the database management software ArtDzse to account
lor its consigned assets. This proprietary program is a graphic user interface on wp of the popular FileMaker
Pro database program for the Macintosh platform. Instead of storing infarmation on offsite cloud-based
servers, the gallery chooses to store its datz locally on an array of redundant disks.
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015
1B sheets carboniese paper, clamashel magnet box
TR 11 3/ % 10 1/4 % /R inches (20.% ¥ 26 % 2.7 em) ©
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Locamon & Detain

Feckx | Aan| 32072017 |

Fraenkel Gallery, 49 Geary Street, San Franciscy
B8 Eidridge ith Fl - Seq. Office

100 = o= Browse

ArtBase inventory and location view

Moreover, during the run of the show, a conservator will unpack the stored works one-by-one to preduce
condition reports and update the gallery’s records accordingly. The enterprise of Miguel Abreu Gallery
currently employs 11 full time and three part time individuals, It hired its first full time registrarin 2015,

In conjunction with the ahove companents of the show, | have made a new body of work which will be on
view alongside work by other artists represented by the gallery at Frieze Art Fair, London, October 5-8,2017,

Finally, I have worked wirh the gallery to secure a single lease to store irs invenrary ara mare centralized site
thatwould be expandable for its future needs. With gallery staff, I have begun designing the architecture,
climate control, and storage systems for this new location.

Locarion of new storage facility leased hy Miguel Abreu Gallery

[1] Fourded in 2006, the gallery has produced a total of 88 exhibivons atits two current locations. To date, it has panicipated in 30 art fairs.
Miguel Abreu Gallery has hosted numeraus events in conjunction with these exhibitions. The inaugural roster of the galleryincluded a number
of artists who have rdationships with the gallesist that date 1o graduate school in the 1990 at the California Institute of the Arts. Since its onset,

the gallery has not used consignment contracts nor asked artists to sign their respective cerificates of authenticity of works transacted.

Press Release of Aarron Flint Jamison’s exhibition at Miguel Abreu, NYC, 2017
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Editathon Art+Feminism 2017 - Monnaie de Paris, Paris, 2017

OnWikipedia,less than15% of contributorsidentify themselves as women. This disparity reflects the inequalities
that pervade not only the largest knowledge platform, but also the internet as a whole, and real life in general.
Art+Feminism is an international campaign to improve the presence of women and the arts on Wikipedia.

Flint Jamison produced the work and discussion environment in such a way that it allows contents and
conversations to circulate fluidly. He also worked on some of the project’s nodes, intensifying them through
artistic creations.



Editathon Art+Feminism 2017 - Monnaie de Paris, Paris, 2017



Frac Bretagne for Incorporated! Les Ateliers de Rennes - contemporary art biennale, 2016.
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Air de Paris «2x Scrypt Huffer», 2015

The work is a busy machine, a litany of nodes.




Air de Paris «2x Scrypt Huffer», 2015



Air de Paris «2x Scrypt Huffer», 2015



Liverpool Biennial, «2x Scrypt Huffers, 2014




IN FOCUS

Aaron Flint famison

The spaces between
rumour, information
and circulation

by Jonathan P. Walls

- S0 Flint gets on stugge woaring an
Amold Schwarzenegmer mask with

a Mashing serobe liche inside and
heging rescing o puritan sermon, He's
swilching hetween registers: first
perann singular and plural. 10 quire
beawtiiil .. Thid i ooe ol many stories
Jamic Scevens, curalos al Gubdc
Gallery, London, has veld me alwad
Aaron Flint Jamison - known Lo his
friendds uz Fline, The Schwarzenegger
perfirrmanes corurred onone leg of'a
Ledlet-venue tonr Stevens booked for
Flind and aridst Steven Kado in 2007,
Passing through Brighron, Bristol,
Glasgow, Leeds and Maotcinghum, i
concluded In Losdon wliere e opened
fow hie frlends, Dirty Projectors,

Becendhy, in che Alrich-hased
D magazine, Hana-Llrich (s
nominaced Flint a5 one of the &7 mosi
imnportant living artists today, Asked
by the magazine for a publicity shot,
Fline supplied o curicamure portrait
ol |idam Crflick rendered in the hand
of a sureet artse — the kind hiwlked
o todLelses the world nver, O s
Stovens sald. He also taled me that, in
2008, Fline organised a yoga chass on
thi Large Hadion Collider as anarl
warle, In Eiu:t. there®s alwal 2% inuch
chanoe of understanding davk inatier
s there is of processing Information
b Flint,

There is intense conseientlous-
ey in these ludic manocuvees, &
punk bellicosity sharpened by more
thatn a decade®s invelvemnent in
non-prolil gallery spaces, studios,
and print and record publishing
initiatives. In 2a0e, FHae foomded
the Department of Safety {1405} in
Wishington, a non-profit lve music
venue, gallery and acedios, with a
“zine library and artist residency
progromme, in g former police and
fire stution, When D08 closed, Flint
and Curtis Knapp co-tounded Yale
Livsiesm £¥T1), u conpemporary art conre
i Porthind, Orepon, with a gallery,
artists!' studios awl printing press.
Avvu, Flind luas vveersesn the develop-
ment of cave of U leading independent
print workshops In de 1s,

In 2oy, Flint began producing
Lererr Addpgeaive, intended as a serles
uf 18 issucs, currentiy at issue number

162

nine, with its nwn idinsynenstic
pricing svalem. Fereer i distriboted
through a combinziiom o suhscrip-
tions as well as hookshops, muoseumes,
librarics and gallcvies. For eacl issue
of Tereer, a thousand copies - in
nwn ditterent versions — are lavishly
provhucel, combining difterent paper
stocks, and unalopgoe and digival print
techmigues. Subscribers receive wll
18 alan edition of 3oo cupies, Those
eses srocked L regular ouglets pre
part of an edition of 7o0 copdes. Fling
has an algebeaic formula that bnflaies
mbseribcr price as nesw 12aues are
releused, Unless yoo undersand
alpebra, it's hard to know the prlce
of w subscription at issue 15, One af
the mony benetics of subscribing is
that, aceording to Freeer's website,
I¥lint has exttered to build bookshelves
10 hnuse the fssnes, Inserted betyoen
the lerves zim he found posteards
and useless hnplements in specimen
bags. Sometimes Lhe pages bave heen
porfunmed; onec, o so we ane wold,
they wore ritually whipped. Perliag
in homage vo Marcel Broodihaers's
Mesevee-Fifee (19004 ), Flint scaled an
b chosed by edping it in cxpanding
fusarm, For issue three, he attempred
o Puned am issue encirely by ‘reverse-
advertisiog” — runoing companics”
ads withowt their permission und
Lovodcing them altervards, Stevens
el me thint Feareer™s liberul libel,
plaglarizm and coperight infringe-
mcnt has meant T'lint has needed o
work with a lawper to wrlte a “shigld”
to protect him from legal nodioes.
Although artiscs such as
Adrium Piper, George Kuchar and
Startevint have contribnted to past
issues, rmuch of the content has the
AT E ||'!'Trad|,~.jrm|;n,at5,
peoenotinmal wmaterial and testbook
lilerature. In The entarr of Artises
Boofs (20041, Johanmn Drucker
characterizes o kind ol artists” bool
‘srruetured arouwnd the presentation
ot information as Informaclon’
“Which is to say. she contlnues, ‘ithey
ury eomposed of macerial which is
purcly denotative, Mo soonce have
yuu resaud Feweer, thun you have
forgeteen what it is you have read,
et the seerningly limitless intricacics
hetwean Mekesr's print:'l,l TRITTET,
its anarchic wahsire and Flint™s art
practice cranzcend lumpen denota-
Lise, Flail has desizms on the noisy
surlace of nlirmation aesthetios.
Flint has a gallerv-lased
practice that incorporates lavish
printed matter, and made apd
rendymude objects, Among the laer,
purple heartwood, 30 printing and
other hi-rech materials are motifs
Familiar across works, Fraak [Cararp
Bookf (2012 is a cloth-boumd letter
press book presenved on s porsble
laprop table. For Ay Beddp{2o1z),
Flint soudied sports ruckasack inaio-
farturing and produced his awn
curcain from georgecte, pofyurethane
und zippers. Stretaled to Place (2011)
ix 2t “Mastereoal® infraved

Jonathan P. Watts, Frieze n°156, July August 2013 p.162

thermorncter prosenced as fownd in
itz plastic case on awhite plinth,
Initially, Stevens cxplained
o me, 'Flint needed approaxdmatelr
£20,000 to make his latest show
ut Cubitt — tour times the budget.”
Told tha it wouldnt be possible,
Flint decices] terdo the reseurch und
miake the thing himeeil At the Cubitt
npsentiing, Tecadd hear whint o guarter
of £20,000 sounded Hke before 1
could scc it. A false wall hizected
the spacc: embedded inside it was a
luxury domestic jacuzzi, Its cleva-
tion, from horizoncality to verticality,
prechaded any use whatsocver, and the
dry pumps weere working overtime in
the: absence of resistant flow, Facing it,
twen sinall sculpraral works stood onoa
plinth zmsd o shelf. Cm the plinch, atop
a silver holographic sheet, wasa 30
print, a rapd protbype ol what could
b @ machine eomponent isolated
trom jrs ensemble, Embedded at the
cenrre of a block of purple heart-
weipnnil, erual in size vo the shelf, was
whut uppearcd to be vamum-formed
curbon fibre. A door led through a
utility cupbuiced into the resr pertion
ol the gallere where the bocehed
inireds of the jueweed were plumbed
b @ comweynr belt also constroctod
nf poiple heartwood. In the cormer,
fled away in a plastie form-moulled
case and moanted on a camera tripesl,
were fve identical handmade bonks.
In one, sct in lelerpress Lest on
thiclk paper, I read coblematic gues-
tions Fline rontincly asks of syscems,
information and cireulation in his
wnrks 'OUTTPTIT What To where?
Ter whiat el ?*

Avw Filisee T s o prvist dased
dn Poriland, Ovegow, DSA. Revert

apdi enliildiions feclwde Abe de Py,
France; Centre d Ydition cmilentin-
raine, Ceweva, Swilzevland; Avtspral
Frweawyver, Capods (@l 2o aed
Coebritt, Lowaaw, Lacfrongl Heds the
oo foenider of Yabe Ulsion, Portlad,
swl the prablisher of Veneer Magazine

1
He i Flisen f Flastikowon's
Starnim, 2012, cripaial,
Ge1EsBem

)

Flanset, 2003, purple hearbwocd,
kv b ik,
installation wiew at Cubitt
il L,

3
Turbine, §TLT, 2013,
mmiznd macha, imtalation ves

at Cuobitt Gallery, Londen

4
A Flanting Hrand, 2012,
book, LED Technostrabe lamg.
P F||| huartencd, ard five capin
of the book & Faating Brand
dimensinrs warakble
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Aaron Flint Jamison
MIGUEL ABREU GALLERY

Aaron Flint Jamison’s first exhibition at Miguel Abreu opened in July—
an off time in the art world—and much else about the exhibition was
also “wrong.” There was no opening, for example; in fact, when |
visited the show, which was locared at the gallery’s Orchard Street
space, | had difficulty even opening the door because there was a
motion sensor controlling the lock that I managed, unintentionally, not
to trip. Inside, conventions were similarly askew: There was no check-
list, and though a press release appeared online, the gallery website had
an intentional glitch in it, making this document virtually impossible
to find. (Needless to say, images were similarly suppressed.) The space
itself was largely empty, the lights dimmed, the gallery’s signature
hookcases empried, and the office desk notably absent. The only thing
on display (besides the emptiness of the gallery itself) was a single
sculpture affixed to the center of the ceiling. Crafted out of purple
heartwood and cedar and kitted out with hydraulic arms—the type one
might affix to the inside of cabinet doors—the work maintained a pro-
foundly strange and inscrutable air. I wanted to push it and pull it but
thought betrer of it. The thing refused virtually all games of visual
association. The next day | described 1t to someone as looking like an
enlarged model of a Peugeor pepper grinder with a cutaway view. That
was the best I could do.

I might not have seen anything else had someacne at the gallery not
casually ripped me off to the fact that there was more downstairs, in

the space typically used as the gallery’s private viewing room. There,
one found a desk fashioned out of materials similar 1o those used in
the sculpture upstairs, except that it integrated computer partsand a
screen delivering a live feed from the internet of the gallery above—
providing surveillance that substituted for the gallery attendant’s
usual view from the absconded desk. (I had missed the heat-sensitive
camera hiding in the upper corner of that room.) There was also a
massive apparatus, a doppelginger of sorts of the ceiling sculpture,
again made of similar woods. This was one part of a closed, self-
regularing system comprising grow lights, fans, and exhaust tubes
painted a fantastic, gummy black. Each day as the gallery closed at
6:13, an atrendant placed a sheer of black paper in the machine, where
it spent the night exposed to the glare of the grow lights. If the
machine got oo hot, a heat sensor inside cooled things off. It is an art
machine in the tradition of Jean Tinguely’s Meta-maric drawing sculp
rures, perhaps, but the feel of the thing is ditferent: Customized,
luxurious, artisanal yet technical, it is something like the best, most
stylish home-alarm system money can buy. Moreover, the results pro-
duced by the machine, titled Breathers, 20135, lack all mark of spon-
taneiry, bearing only famt rraces of rheir lightening, like the fabric of
an old couch exposed to the sun. Given out for free at the end of the
show, these ejected sheets function more like cerie souvenirs than like
works of art.

It this wark presented itselt as a self-enclosed system, that was also
true of the show as a whole—this is an art that really doesn’t need you.
And yet you are somehow implicated within it: caught on its cameras,
trying (somewhat comically) to open its doors. Whereas artists such as
Daniel Buren anc Michael Asher have investigared the ideological and
economic realities governing the gallery and museum, Jamison focuses
on the various gadgets and monitors that regulate one’s experience in
these spaces while relating them, more broadly, to our society of con-
trol. Everything is painfully encrypted here and yet at the same rime
prone to leaks and malfuncrion. What parts are working? Whar is
connccted? Where is the information? How will it get out? Is the whole
thing a decoy to distract you from seeing something else?

In her 2014 book Extrastatecraft: The Power of Infrastructure
Space, architectural theornist Keller Easterling compares the infrastruc-
turc of today’s world—from our airports to our credit cards, and the
way all of this is standardized—to one large operating system. This,
100, seems an apt description of Jamison’s curicus art. While too mys-
terious to align itself with any kind of programmatic pusition, his work
is nevertheless deeply invested in ideas of program, which is to say, how
things run. While there ara suggestions of eracks and fissures, jams and
dislocations, they mingle with—or run up against—an obdurate opac-
ity. One wonders about the day when these compering forces will come
to a head.

—Alex Kitnick

Aaron Flint Jamison,
Breathers, 2015,
multiple sheets of
black paper, each
40% x 269",

Art Forum vol.54 n°2, October 2015, p.322-323



il T ﬁ"

"

Cubitt Gallery, London, 2013

«Anarrow slitin the wall at the end of this passageway led to aroom dominated by the underbelly of the Jacuzzi,
its abundance of plastic pipes surrounding a curiously liver-shaped foot basin. Alongside this object, with its
insistent and surprisingly organic materiality, was a system of large transparent tubes that linked the Jacuzzi
to a cylindrical wall-mounted machine, as well as to a conveyor belt on a wooden pedestal, which was running
independently from a small motor: a detourned symbol of empty Fordist labor.

Irregularly but approximately once every hour, the larger machine sucked air from inside the conveyor belt,
expelling it into the other gallery through the drain hole of the Jacuzzi.» (Alexander Scrimgeour, Art Forum)



LONDON

Aaron Flint Jamison
CUBITT

In the sccond issue of the Dada journal The Blind Man, an anonymous
editorial on Duchamp’s Fountain, 1917, famously proclaimed: “The
only works of art America has given are her plumbing and her bridges.”
Aaron Flint Jamison’s recent exhibition couldn’t but bring to mind
Duchamp’s urinal, since, upon entering, viewers confronted a luxury
Jacuzzi, mounted on the wall like a three-dimensional painting. With
this updating of Duchamp’s gesture, the Portland, Oregon-based artist
managed to forcefully reformulate the contradiction between its asser-
tive (this, too, is art) and negative (this is just some plumbing) power.

Yet this work was only the introduction to a far more complex and
elusive project, as became explicit in the next gallery, which could be
reached only through a corridor housing files, boxes, spare electrics,
and the like. A narrow slit in the wall at the end of this passageway led
to a room dominated by the underbelly of the Jacuzzi, its abundance
of plastic pipes surrounding a curiously liver-shaped foot basin. Along-
side this object, with its insistent and surprisingly organic materiality,
was a system of large transparent tubes that linked the Jacuzzi to a
cylindrical wall-mounted machine, as well as to a conveyor belt on a
wooden pedestal, which was running independently from a small
motor: a détourned symbol of empty Fordist labor.

Irregularly but approximately once every hour, the larger machine
sucked air from inside the conveyor belt, expelling it mmto the other
gallery through the drain hole of the Jacuzzi. This enterprise, also, was
dramatically twofold: In the rear, the sucking air disrupted the smooth
motion of the conveyar belt, while in the front, in near silence, a
gentle breeze blew right into the viewer’s face. Again, an allegory of
transmission and permeability was at work, though one that was hard
to decipher, even if the change it induced in the Jacuzzi-as-artwork
was undeniable.

Other pieces in the rear gallery compounded the impression of a
kind of artistic alchemy, one premised on a vacuum, an absence. The
conveyor belt was paired with other, more intimate objects that one
could take in hand and examine closely: a stack of prints, a tripod sup-
porting a foam-lined box containing five books, a wooden bowl, and
four small, enigmatic white forms ficted with lenses at each end. The
books, hand-printed with repeating phrases and motifs, offered some
words to describe what was happening in the exhibition, as well as
images of the works on view. Their
spines read MIND WIND/MENTAL
rAY; inside were phrases such as
PUSH WOOSH, FUNNEL LoGIc! The
word AIRLOCK appeared repeatedly,
as if a kind of chapter heading—
perhaps appropriately, for it
seemed to be the most fertile term
via which to think about the exhi-
bition. The site of production,
poetic/technical research, and gut
spilling in the rear gallery may
have been complementary to the
more traditional modes of percep-
tion required in the front gallery,
yet they were linked by a cryptic
zone of transition, analogous to
but not identical with the progres-
sion of the viewer through the
cupboard, or the passage of air

Aaron Flint Jamisan,
Funnel Horn, 2013,
acrylic, fiberglass,
plastic hoses, spray
foam, jets, B2% x
82% x 39%",
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from conveyor belt to Jacuzzi, itself created through an imbalance of
(atmospheric) pressure.
The enigmatic generosity of Jamison’s exhibition, presented without
a checklist or press release, was made piquant by his use of a vacuum
to multiply its interpretive possibilities. A kind of mysticism was at the
heart of this process, as the materiality of the Jacuzzi, as a visual object,
was accompanied by its negation, in the current of air moved from one
space to another: a poetic and critical interweaving of ideas of matter
and its absence.
—Alexander Scrimgeour

Review by Alexander Scrimgeour, Art Forum vol.52 n°1, September 2013, p.421-422



Artist Space, NYC, 2013
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Air de Paris, 2012




Air de Paris, 2012
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Yu Accordion Map

15.25cm x 15.25cm 5-panel accordion print

letterpressed on linen

printed with emily johnson

two inks

questionably cross-branded, but beautiful scored, folded, pressed and numbered
edition: 500




Flint Jamison

A Floating Brand, 2012

book, hardcover with embossing and argentic print on the cover, 64 pages, letterpress on NCR Carbonless
2-part 77gsm paper, endsheets : Agfa Synaps Water-resistant paper, sewn and bound at Oregon Bookbindery in
Silverton, OR

Edition: 20




Flint Jamison
A Floating Brand, 2012 (det.)




Flint Jamison

Loolomoon book / Javascript Towel | Shammy [ Litany for Two Choirs, 2012
book, plastic bag, polyurethane, coded vinyl, letterpress

31x15,3 x 1,8 cm/ book: 11x 13,2 x lcm [ carpet: 30,3 x 13cm

Edition: 20



Flint Jamison

CHECKSUM/DIGEST, 2014

Slipcase with two books. Letterpress and inkjet, sewn, hard-bound in black pleather with slip case and foil
stamped. signed

18x235%x35cm

Edition: 32



Flint Jamison
CHECKSUI\/I/DIGEST, 2014 (det.)



Flint Jamison is the founder and editor of the ongoingserial publication Veneer Magazine, an 18-book
publishing project established in 2007. To date, 11books in the series exist.

More info: http://www.veneer.com
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The Portland-based artist Aaron Flint Jamison is editor of the publication Veneer. When its

run concludes in six years, the series will comprise cighteen issues, including a bookshelf to

house the complete ser for subscribers. Past contributors to Yeneer 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 [ started to understand how to complicate the medium through using disparate
materials and content. When I began, 1 was focused on the limitations of materiality, but it was
also important to do it in a way that T had never seen done before. Veneer was published rwice a
vear 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 litle books that ’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. Sart of like a lot of art thar 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 acmally ger 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. Alter 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. | received quite a few cease-and-desist letters because | 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 thar was really nice.

— As told to Lauren O’Neill-Butler

Lauren O’Neill-Butler, ArtForum, 2010





